ADRIAN
PIPER

A SYNTHESIS
OF INTUITIONS

1965-2016

CHRISTOPHE CHERIX
CORNELIA BUTLER
DAVID PLATZKER

THE MUSEUM OF MODERN ART
NEW YORK



[Huundaitard]

Hyundai Card is proud to sponsor Adrian
Piper: A Synthesis of Intuitions, 1965-2016
at The Museum of Modern Art, New York.
This far-reaching and ambitious exhibition
provides an unparalleled glimpse into the
artist’s pioneering oeuvre throughout her
career of more than fifty years.

Hyundai Card is committed to pursuing

the kind of innovative philosophy that is
epitomized by Adrian’s artistic practice.
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DIRECTORS’ FOREWORD

Adrian Piper’s achievements are varied and countless—as well
as being an accomplished artist, she is also a philosopher and
awriter of consummate skill—and an expansive exhibition

of her work has long been overdue. Adrian Piper: A Synthesis of
Intuitions, 1965-2016, an exhibition of unprecedented reach and
depth, has been in the making for more than five years, and

we are excited to be sharing with our public a body of work that
is as relevant and critical today as it was when she began her
career, in the 1960s.

From the beginning, Adrian’s work has tackled complex
subjects with the utmost precision. As such, her voice has been
critical to the success of this retrospective of her work. She
has been a true partner and collaborator from its inception to
the design of the installations at our institutions. She has
graciously shared her archives, insight, and brilliance with us
along the way, pushing us to rethink our institutional mantras
while at the same time trusting us to realize her vision. We are
immensely grateful for her continued support, without which
neither our presentations nor this publication would have been
possible. They are the product of a journey marked by lively
dialogue and a tireless determination from everyone involved.

Adrian has also helped us to realize the beautiful and
powerful traveling show Adrian Piper: Concepts and Intuitions,
1965-2016, which will be presented at the Hammer Museum
and Haus der Kunst. These two representations of her work
elaborate on Adrian’s profound body of work, and reflect on her
undeniable mark in Europe and the United States.

At The Museum of Modern Art, the show is made possi-
ble by Hyundai Card, with essential support provided by The
Modern Women'’s Fund and Lannan Foundation, as well as
The Friends of Education of The Museum of Modern Art,
Marilyn and Larry Fields, Marieluise Hessel Artzt, and the
MoMA Annual Exhibition Fund. We are deeply grateful to
them all. The Hammer Museum wishes to thank Board Chair
Marcy Carsey, Board President Michael Rubel, and the
Hammer Board of Directors for their ongoing leadership and
support. Haus der Kunst would like to thank its shareholders,
Freestate of Bavaria, and the Gesellschaft der Freunde Haus
der Kunst e.V., as well as its major supporter, the Alexander
Tutsek Foundation.

With Adrian Piper: A Synthesis of Intuitions, 1965-2016
and Adrian Piper: Concepts and Intuitions, 1965-2016, we
hope to cement Adrian’s critical role in the history of the art
of our times and to broaden our audience’s knowledge of her
lasting contribution to the field. It has been a tremendous
honor to work alongside her, with her team in Berlin, and with
all our colleagues in New York, Los Angeles, and Munich.
Thank you, Adrian.

Glenn D. Lowry, Director, The Museum of Modern Art, New York
Ann Philbin, Director, Hammer Museum, Los Angeles
Okwui Enwezor, Director, Haus der Kunst, Munich



ARTIST'S ACKNOWLEDGMENTS

None of us realized what we were in for when we started.

I certainly was not prepared for the curators’ persuasive
demonstration, at our first meeting four years ago, that they
already knew more about my work than I did. And perhaps
they were not prepared for me to show up at that meeting with
the APRA Foundation Berlin’s Exhibition and Loan Agreement
in hand. Since then, working on this exhibition with the entire
staff of The Museum of Modern Art has been the most pro-
foundly fulfilling collaboration of my life. My gratitude to each
and every member of the MoMA team, and my awe and respect
for the level of quality, scholarship, and professionalism at
which MoMA regularly operates, know no bounds.

The very first to whom I owe that debt of gratitude is
MoMA'’s Prime Mover, Glenn Lowry (whom I have occasionally
confused with God), without whose unstinting support this
exhibition would not have occurred, and without whose
creative contributions it would not have been what it is. Glenn’s
openness, his willingness to experiment, to ask questions
and test boundaries, and to rethink settled expectations, pro-
cedures, and habits have been absolutely crucial to the new
ground this historic retrospective breaks and the wide variety
of entrenched assumptions it violates. Fellow artists, listen up:
this man is not a suit.

The idea for the retrospective first took root in Connie
Butler’s resourceful and wide-ranging imagination, where
it germinated quietly for several years. Connie’s committed
participation, experienced judgment and deft interventions
in our extended planning process, from near and afar, created
and reinforced the firm and stable foundation of curatorial
integrity on which the final form of this exhibition is based. It
was fertilized by David Platzker’s careful and detailed research,
and his conscientious organization of the resulting wealth of
information. I thank him for suggesting Adrian Piper: A Reader
as a companion volume to this catalogue; and the authors
who contributed to that publication—Diarmuid Costello, Jorg
Heiser, Kobena Mercer, Nizan Shaked, Vid Simoniti, and
Elvan Zabunyan—for the refreshingly original and varied
approaches to my work they have provided. Together with the
curators’ profoundly innovative essays in this catalogue, all
of them undergird this retrospective with a strong, reliable,
and veridically well-anchored intellectual framework of
the highest quality. The retrospective blossomed into maturity
under the judicious leadership of Christophe Cherix. His care-
ful and considered curatorial decisions, wise guidance, and
confident coordination of the entire undertaking from inception
to completion; his reassuring presence, in the background as
well as in the foreground; and his always steady hand on the
wheel have steered this project with inimitable grace, skill, and
sensitivity. Okwui Enwezor was unable to contribute an essay
to this catalogue, for reasons beyond anyone’s control. But his
presence is felt in its very existence. I am immensely grateful
to him for bringing my work to the attention of a larger public
in documenta 11 and in the 56th Venice Biennale. At this level
of artistic collaboration, it is extremely difficult to draw a line
between artist and curator or artist and administrator. I can
only think of all of these good people, with very great affection,
as co-conspirators.

All good co-conspirators have a network of allies who
provide the specialized knowledge, competence, and devotion
to the job that ensures that the job gets done at a standard
of performance of which everyone can be proud. From the
beginning, Tessa Ferreyros has given enormous energy, skill,
and devotion to gathering, collating, and systematizing all
of the information we have needed at each stage of the pro-
cess. She has been not only MoMA's representative to my
team at APRA but also the medium through which virtually
all communications between these two institutions have been
transmitted or coordinated. I did not begin to really compre-
hend what was at stake in this exhibition until I encountered
Mack Cole-Edelsack’s brilliant, detailed architectural scale
model representing the way my retrospective would look when
installed in MoMA's Sixth Floor and Marron Atrium. The
dexterity and resourcefulness with which he engineered the
reconstruction of the space and the placement of work within
it gave me a powerful sense of the full scale of the curators’
achievement. It left me speechless. I am also deeply indebted to
Josh Higgason for his masterful fabrication of a recent major
work, Mauer, which will be seen at MoMA for the first time.
Ramona Bronkar Bannayan, with the assistance of Jennifer
Cohen, generously shared with me her wealth of experience in
long-term planning and administering the logistics of what
has been a particularly challenging and demanding show by
every measure. Wendy Woon tolerated my inept incursions
into her area of specialization—museum education—with great
patience and good humor, and contributed liberally to my
own continuing adult education along the way. Stuart Comer
materialized to work his magic at several crucial junctures, and
this exhibition has benefited tremendously from his involve-
ment. Lizzie Gorfaine undertook the difficult work of realizing
my performances within the MoMA context. Peter Oleksik
demonstrated the full scope of his technological prowess
through the tolerance and sympathy with which he approached
my stubbornly low-tech media installations. The expertise
and dedication of MoMA’s Publications Department is evident
in every page of this catalogue. I have been privileged to work
closely with Emily Hall, Chris Hudson, and Hannah Kim
on it and the accompanying reader and installation brochure.

I am immensely indebted to Emily for her rigor, precision,

and unyielding pursuit of lucid prose, and to Chris for his
heroic patience, tolerance, good judgment, and sense of humor
at every step of the publication process. Hannah Kim joined
the design process at precisely that moment at which we have
been best able to appreciate her very considerable talent,
resourcefulness, and quick thinking.

The only support team that even begins to measure up to
MoMA’s is my own. Aude Pariset’s steady presence, persistence,
and technological sophistication have contributed crucially
to every aspect of our activities and planning for this exhibition
from the beginning. Sophie Mattheus put her wealth of prior
curatorial, administrative, and organizational experience to
work the minute she joined the team, and has guided to suc-
cessful completion the most challenging exhibition project
we will ever face. Levno von Plato has contributed finely honed
analytical skills, fortitude, and commitment to conquering



the paperwork required at each step of our administrative
procedures. Elise Lammer’s help and support in launching
this project in its early stages greatly benefited its later stages.
Katharina Roeck Martinelli’s superb restorations and Viola
Eickmeier’s exceptional refabrications restored to me a vivid
memory of early periods of my productivity. And Timo Ohler’s
exceptional photography is the source of many of the most
beautiful images in this catalogue. The human and technologi-
cal resources of the digital-engineering team at Concept AV
in Berlin provided invaluable and expeditious support at every
stage, often with virtually no advance warning.

A selection of works from this exhibition will travel to
the Hammer Museum and the Haus der Kunst under the
name Adrian Piper: Concepts and Intuitions, 1965-2016. 1 am
deeply grateful to Ann Philbin and Ulrich Wilmers for their
enthusiasm and commitment in taking on this exhibition, and
not least of all for their patience and fortitude in weathering
the vicissitudes of our protracted process of planning its travel-
ing schedule.

Among the gallerists whose cooperation was essential to
the success of this project, I owe a special debt of thanks first
and foremost to Dominique Lévy and Begum Yasar for their
unstinting support and generosity at every level. I am also
grateful to Emi Fontana, Elizabeth Dee, Thomas Erben, and
Paula Cooper for their cooperation. All of the lenders to this
exhibition have contributed immensely to its success, and my
appreciation for their generosity is very great. Special thanks
is due to Sabine Breitwieser, Director first of the Generali
Foundation and then of the Museum der Moderne Salzburg,
who has for many years managed the Generali’s extensive
collection of my work according to the highest curatorial and
custodial standards. Other collectors to whom I am deeply
grateful include Beth Rudin DeWoody, Nicola Ferraro, Lonti
Ebers, and Peter Norton. There are many more individuals
I could name here whose contributions to and participation
in this project have been absolutely crucial. But I hope I have
said enough to make clear that it has been a fully collaborative
endeavor at every stage and at every level. [ am merely the
front man.

Adrian Piper
Berlin, January 27, 2018



CURATORS’ ACKNOWLEDGMENTS

Since the early 1960s Adrian Piper has been producing uncom-
promising and groundbreaking work that has profoundly
shaped contemporary art. Spanning five decades, Adrian Piper:
A Synthesis of Intuitions, 1965-2016, and the traveling exhibition
Adrian Piper: Concepts and Intuitions, 1965-2016, recognize

the artist’s significant influence, surveying the full range of
diverse media in which she has contributed. The scope of such
a monumental retrospective would not have been possible with-
out the dedicated exhibition teams at The Museum of Modern
Art, New York; the Hammer Museum, Los Angeles; and Haus
der Kunst, Munich.

First and foremost, the staff at the Adrian Piper Research
Archive Foundation Berlin (APRA) has been instrumental
in realizing this exhibition over the past four years. We thank
Aude Pariset, Registrar, for her continued support and, more
recently, Levno von Plato, Archivist, and Sophie Mattheus,
Assistant Director. We also thank Elise Lammer, the former
Exhibitions Assistant at APRA, for her early contributions to
the project.

At MoMA we wish to wholeheartedly acknowledge the
generosity of Gwen and Peter Norton who decisively advocated
on behalf of Adrian’s art at the Museum and donated two
seminal works to the collection in 2011. We are also deeply
grateful for the support of our Trustees, including Agnes Gund,
President Emeritus and Chairman of the Board of MoMA
PS1; Jerry L. Speyer, Chairman; Marie-Josée Kravis, President;
Marlene Hess, Vice Chairman; and Donald B. Marron,
President Emeritus, for his leadership as Chairman of the
Committee on Drawings and Prints. These Trustees, along with
the generous assistance of Donald L. Bryant, Jr.; Eileen and
Michael Cohen; Lonti Ebers; Carol and Morton Rapp; and
Candace King Weir, in addition to The Committee on Drawings
and Prints, The Friends of Education of The Museum of
Modern Art, and The Modern Women'’s Fund, have helped
us demonstrate our commitment to Adrian’s work, through
their abundant support toward acquisitions in multiple depart-
ments. And we heartily reiterate the thanks of our directors
to all the sponsors of the exhibition.

Our sincere appreciation goes to the many private and
public lenders who have shared their work for this exhibi-
tion, including Adrian Piper Research Archive Foundation
Berlin; Konrad Baumgartner; Neal Benezra, Director, San
Francisco Museum of Modern Art; Sabine Breitwieser,

Artistic and Managing Director, Museum der Moderne
Salzburg; Antonia Lotz, Curator, The Generali Foundation
and Collection, Salzburg; John Campione; Alan Cravitz and
Shashi Caudill; Elizabeth Dee Gallery, New York; Lisa Dorin,
Interim Director, Williams College Museum of Art; Lonti
Ebers; Thomas Erben; Nathalie Ergino, Director, Collection
Institut d’art contemporain, Rhone-Alpes; Katharina Faerber;
Simona and Francesco Fantinelli; Rothier Faria Collection;
Marilyn and Larry Fields; Sandra Q. Firmin, Director and
Chief Curator, University of Colorado Art Museum, Boulder;
Louise Fishman; Lisa Fischman, the Ruth Gordon Shapiro "37
Director, Davis Museum of Wellesley College; Emi Fontana;
Alison Gass, the Dana Feitler Director, Smart Museum Of Art,
The University of Chicago; Sherri Geldin, Director, Wexner

Center for the Arts, Ohio State University; Annette Gentz and
Pascal Decker; Thelma Golden, Director and Chief Curator,
The Studio Museum in Harlem; Madeleine Grynsztejn, Pritzker
Director, Museum of Contemporary Art, Chicago; Saralyn
Reece Hardy, Marilyn Stokstad Director, Spencer Museum of
Art, the University of Kansas; The Heithoff Family Collection;
Udo Kittelmann, Director, and Dr. Sven Beckstette, Curator
Staatliche Museen zu Berlin, Nationalgalerie; Liz and Eric
Lefkofsky; Margaret and Daniel S. Loeb; Thomas J. Loughman,
Director and C.E.O., Wadsworth Atheneum; Paul and Karen
McCarthy; Gregory R. Miller and Michael Wiener; Mott-Warsh
Collection, Flint, Michigan; Dona Nelson; Eileen Norton;
Tricia Y. Paik, the Florence Finch Abbott Director, Mount
Holyoke College Art Museum; J-E Van Praet; Anne Pasternak,
the Shelby White and Leon Levy Director, Brooklyn Museum,;
Rennie Collection, Vancouver; Lawrence R. Rinder, Director,
University of California, Berkeley Art Museum and Pacific Film
Archive; Silvia Rocciolo and Eric Stark, Curators, The New
School Art Collection, New York; James Rondeau, President and
the Eloise W. Martin Director, Art Institute of Chicago; Beth
Rudin DeWoody; Richard and Ellen Sandor Family Collection;
Stephen Schiffer; Siemens Fotosammlung; Lila Silverman and
Jon Hendricks, The Gilbert B. and Lila Silverman Collection,
Detroit; Gary Tinterow, Director, Museum of Fine Arts,
Houston; Sara M. and Michelle Vance Waddell; Philippe Vergne,
the Maurice Marciano Director, Museum of Contemporary
Art, Los Angeles; Olga Viso, former Director, and Siri Engberg,
Senior Curator and Director of Exhibitions Management, Visual
Arts, Walker Art Center, Minneapolis; Collection Sands and
Robin Murray-Wassink; Candace King Weir; Lesley C. Wright,
Director, and Daniel Strong, Associate Director and Curator of
Exhibitions, Faulconer Gallery, Grinnell College; and the many
lenders who wish to remain private.

This publication could not have been realized without the
unwavering dedication and commitment of the Department
of Publications at The Museum of Modern Art, New York. We
thank Christopher Hudson, Publisher; Don McMahon, Editorial
Director; Marc Sapir, Production Director; Cerise Fontaine,
Department Manager; Hannah Kim, Senior Marketing and
Production Coordinator, for her first-rate management of the
images and design; and Editor Emily Hall for her unflappa-
ble and expert handling of the authors’ texts and for being a
conduit for the artist’s voice in this process. These individuals
were all crucial in bringing the catalogue to fruition, while
Adam Michaels and Siiri Tannler of Inventory Form & Content
produced a beautiful design that beautifully communicates
Adrian’s multifaceted work.

MoMA's Director, Glenn D. Lowry, championed the
exhibition through its many stages, providing unwavering sup-
port and guidance along the way and critical leadership when
essential. The direct involvement of Ramona Bannayan, Senior
Deputy Director for Exhibitions and Collections, was essential
for our exhibition’s success. We are grateful for the dedication
of James Gara, Chief Operating Officer and Assistant Treasurer;
Kathy Halbreich, former Associate Director and now Curator
and Advisor to the Director of the Laurenz Foundation; Peter
Reed, Senior Deputy Director for Curatorial Affairs; and Todd
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Bishop, Senior Deputy Director for External Affairs. Many
thanks are also due to Quentin Bajac, The Joel and Anne
Ehrenkranz Chief Curator of Photography; Stuart Comer, Chief
Curator, Department of Media and Performance Art; Rajendra
Roy, The Celeste Bartos Chief Curator of Film; Martino Stierli,
The Philip Johnson Chief Curator of Architecture and Design;
and Ann Temkin, The Marie-Josée and Henry Kravis Chief
Curator of Painting and Sculpture.

Every member of MoMA’s exhibitions team has played
avaluable role in the New York presentation. Their tireless,
kind, and patient dedication to the project was truly remarkable
and made the seemingly impossible possible. A special thanks
to the meticulous and skilled management of Jennifer Cohen,
Associate Director of Exhibition Planning and Administration,
and Maya Taylor, Department Assistant, Exhibition Planning
and Administration, along with Cate Griffin, Exhibition
Manager, and Erik Patton, Director, Exhibition Planning and
Administration and Senior Administration and Planning
Expansion Project Manager.

We have been grateful for the talent and boundless
expertise of Mack Cole-Edelsack, Senior Design Manager,
who traveled to Berlin multiple times to work directly with
Adrian on realizing a complicated installation with abso-
lute finesse, and his colleagues in the Exhibition Design and
Production department, led by Lana Hum, Director, with
contributions from Michele Arms, Assistant Production
Manager, and Harry Harris, Department Coordinator. Our
graditude also goes to Patty Lipshutz, General Counsel and
Secretary to the Board, and Nancy Adelson, Deputy General
Counsel, who creatively solved the many questions and con-
cerns that arose, and to Jessica Nilsen, Associate Registrar,
Exhibitions, for coordinating the safe delivery of art from near
and far with her colleagues Caitlin Kelly, Senior Registrar
Assistant, and Sacha Eaton, Associate Registrar. Our thanks
to Lizzie Gorfaine, Assistant Director, Performance and Live
Programs Producer, and Kate Scherer, Assistant Performance
Coordinator, Exhibition Planning and Administration, who
expertly handled the many performative works in the show,
and Aaron Louis, Director of Audio Visual, and his team, who
set the stage for Adrian’s multifaceted installations. Matias
Pacheco, Senior Manager of Client Services, Information
Technology, and Chiara Bernasconi, Assistant Director, Digital
Media, brought their skills as well to the exhibition’s instal-
lation. We extend our thanks to Athena Holbrook, Collection
Specialist, Department of Media and Performance Art; to
Kurt Heumiller, Studio Production Manager, and Paul Abbey,
Preparator, from the Imaging and Visual Resources depart-
ment; to Tom Krueger, Assistant Manager, Art Handling and
Preparation; and to former MoMA Photographer Peter Butler
and Gregg Deering of Atelier 4 for their last-minute assistance
imaging the final works for inclusion in this publication.

Our colleagues in MoMA'’s Department of Graphic Design
and Advertising created a cohesive voice for the exhibition’s
didactic material. They are Ingrid H. Y. Chou, Associate
Creative Director; with Damien Saatdjian, Art Director; Eva
Bochem-Shur, Senior Graphic Designer; and Claire Corey,
Production Manager. Thank you to Robert Kastler, Director of

Imaging and Visual Resources, and his associates; and to Peter
Perez, Frame Shop Foreman, Exhibition Design and Production,
for his kind and knowledgeable insight, also to his staff for
framing works and preparing gallery labels and signage. Thanks
also to Sarah Wood, Assistant Manager, Art Handling and
Preparation, and all of our art handlers under Rob Jung’s lead-
ership as Manager, Art Handling and Preparation.

We also thank Michelle Elligott, Chief of Archives,
Library, and Research Collections; Michelle Harvey, Rona
Roob Museum Archivist; and Librarian Jennifer Tobias for
their eagerness in fielding research questions over the last
five years; Wendy Woon, The Edward John Noble Foundation
Deputy Director for Education; Pablo Helguera, Director,
Adult and Academic Education; Sara Bodinson, Director,
Interpretation, Research, and Digital Learning; Sarah Kennedy,
Assistant Director, Learning Programs and Partnerships;

Jess Van Nostrand, Assistant Director, Exhibition Programs
and Gallery Initiatives; Adelia Gregory, Associate Educator,
Public Programs and Gallery Initiatives; Francesca Rosenberg,
Director of Community and Access Programs, Lara Schweller,
Coordinator, Community and Access Programs; Maria
Marchenkova, Assistant Editor, Publications, each for helping
us with our educational programming and making this exhi-
bition accessible to all. And thanks to Audrey Stoltz, Assistant
Director, Visitor Services; Tunji Adeniji, Director of Facilities
and Safety, Daniel Platt, Director of Security; Tyrone Wyllie,
Associate Director of Security; and their entire highly dedicated
teams; for all their efforts to welcome visitors to the exhibition
and ensure the safety of our guests and the works on view.

Our thanks to Kate Lewis, The Agnes Gund Chief Conservator,
The David Booth Conservation Center and Department;

Laura Neufeld, Assistant Conservator; Erika Mosier,
Conservator; LeeAnn Daffner, Photography Conservator; Peter
Oleksik, Associate Conservator; Amy Brost, Assistant Media
Conservator, for overseeing all aspects of the exhibition’s
conservation needs. To Maggie Lyko, Director, Affiliate/Donor
Programs, and Director, Special Programming and Events, and
to Jessie Cappello, Events Coordinator, Special Programming
and Events, go our thanks for organizing the exhibition’s
opening events. Thanks also to Rebecca Stokes, Director,
Digital Initiatives, External Affairs; Meg Montgoris, Publicist,
Communications; Margaret Doyle, former Director

of Communications; and former Chief Communications
Officer Kim Mitchell for helping us advance this exhibition

to the public with the grace it deserves. Thanks to Laura
Coppelli, Associate Director, Human Resources, for skillfully
managing our staffing needs.

The exhibition and publication were made possible by the
entire staff of the Department of Drawings and Prints at The
Museum of Modern Art, New York: John Prochilo, Department
Manager, and Alex Diczok, Assistant to the Chief Curator,
provided vital organizational support. We thank Ana Torok,
Curatorial Assistant, for her assistance with research and
exhibition support. We would like to extend our gratitude to
Department Assistants Emily Manges and Kiko Aebi, who
seamlessly handled a multitude of requests; to our Preparators
Jeff White and David Moreno; to Sydney Briggs, our
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Department’s dedicated Associate Registrar, Collections;

to Jane Cavalier, Curatorial Assistant, for her indispensable
assistance at the end; to Emily Cushman, Collection Specialist,
who accommodated many rushed photography requests with
the help of Robert Gerhardt, Collections Photographer in
Imaging and Visual Resources; and to Emily Edison, Collection
Specialist, Acquisitions and Loans, and Heidi Hirschl Orley,
Curatorial Expansion Project Manager. We would also like

to thank the many seasonal interns who have participated in
this project over the past four years, including Carey Gibbons,
Isabelle Rose, Alymamah Rashed, and Sila Ulug. We give
special thanks to our former Louise Bourgeois Intern, Jennie
Waldow, for her contributions during the initial stages of this
exhibition’s research, and to Curatorial Assistant Tara Keny,
who lent her expertise to the catalogue during the final critical
moments, as well as to Ashley James, former Museum Research
Consortium Fellow, who provided a thoughtfully considered
voice to our exhibition texts. We would also like to thank Jodi
Hauptman, Senior Curator, for her sage advice during our work
on this exhibition.

The Hammer Museum has been a partner since the
project’s inception. Director Ann Philbin advocated bring-
ing Adrian’s work to Los Angeles from the beginning, and we
thank her and Deputy Director, Curatorial Affairs, Cynthia
Burlingham for their unfailing support. Director, Exhibition
and Publication Management, Melanie Crader has expertly
coordinated every detail of administration and installation
of the project at the Hammer with Director, Registration and
Collections Management, Portland McCormick; Chief
Preparator, Jason Pugh; and Assistant Director, Exhibition
Design and Production, Peter Gould, who designed the
installation. Assistant Curator Erin Christovale was an integral
part of coordinating and activating the exhibition. Director,
Public Programs, Claudia Bestor provided dynamic evening
programs and events that brought the exhibition to life for a
broader audience.

Haus der Kunst extends immense thanks to its entire
team, without whose professional work and tireless engagement
this exciting project could not have been realized: to the
members of the curatorial team for their valuable input, with
Julienne Lorz, Sabine Brantl, Anna Schneider, Daniel Milnes,
and most particularly to Chief Curator Ulrich Wilmes; to
Melissa Klein and Isabella Krelder, for managing the director’s
and curatorial offices; to External Affairs, with Tina Anjou,
Elena Heitsch, Teresa Lengl, Iris Ludwig, and Andrea Weniger,
as well as Anne Leopold and Sylvia Clasen and the entire
team of the Children’s and Youth Programs; and to interim
Commercial Managing Director Dr. Stefan Gros and our former
Finance Director Marco Graf von Matuschka and Moritz
Petersen, for managing the finances and administration. Special
thanks go Tina Kohler and Registrar Cassandre Schmid for
the organization and coordination required to bring the show
to Munich, and to all the members of their team: Conservators
Susanne von der Groeben and Marjen Schmidt, Installers Elena
Carvajal, Tanja Eiler, Moritz Friedrich, Martin Hast, Marzieh
Kermani, Oh-Seok Kwon, Christian Leitna, Thomas Silberhorn,
Tim Wolff, and Technical Director Anton Koéttl and the members

of his team, including Markus Brandenburg, Hans-Peter Frank,
and Roland Roppelt.

The exhibition and this catalogue would not have been
possible without the fervent commitment of Tessa Ferreyros,
Curatorial Assistant, who has helped realize the project from
its inception four years ago. Her invaluable, patient, and
intelligent contributions to the exhibition history, bibliography,
chronology, and every aspect of this complex exhibition have
been instrumental to the realization of this project.

The curators would also like to acknowledge and thank
Rhea Anastas, Paula Cooper and Steven Henry of Paula
Cooper Gallery, Elizabeth Dee and the staff of her gallery,
Elyse Goldberg, Dan Graham, Jean-Noél Herlin, Susan Inglett,
Dominique Lévy and Begum Yasar of Lévy Gorvy gallery,
Andrea Miller-Keller, the late Kynaston McShine, Gregory
R. Miller, Amy O’Neill, Amy Baker Sandback, Susanna Singer,
Lawrence Weiner, and Martha Wilson for their advice, insight,
and counsel.

Most of all, we would like to thank Adrian Piper. The
exhibition and publications have been produced through an
utter and true collaboration with you. Your guidance has
thoroughly reshaped our understanding of your practice and
has provided us with invaluable insights and fresh means
of exploring your life and art. Your dedication to every step of
this project has made it possible for us to bring your work to a
broad audience with intimate clarity and immeasurable depth.

Connie Butler
Chief Curator
Hammer Museum

David Platzker

Former Curator

Drawings and Prints

The Museum of Modern Art

Christophe Cherix

The Robert Lehman
Foundation Chief Curator
of Drawings and Prints

The Museum of Modern Art
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When I am alone in the solitude of my study or studio,
I am completely out of the closet: I move back and forth
easily among art, philosophy, and yoga (my third hat).
It’s the only time I feel completely free to be who I am.
So I will go to almost any lengths to protect my privacy.
If I lose that, I lose everything.

—Adrian Piper’

An installation of contemporary art calls for its curator to
focus on a work of art in relation both to the artist’s practice
and to visitors to the exhibition, so that two logics apply
simultaneously: one remarkably singular, carrying the artist’s
structures of thought, and the other multiple by definition,
as various as the perceptions of the public that will see it. An
exhibition that has managed to remain faithful to the artist’s
vision while also attending to viewers is Do It, an itinerant and
ongoing project that started in 1993 as a conversation between
a curator, Hans Ulrich Obrist, and two artists, Christian
Boltanski and Bertrand Lavier. The art for this exhibition exists
primarily as instructions dictated by artists, and it is up to
the curators at each venue to fabricate the works according to
the requirements of their specific space as well as to the idio-
syncrasies of their given public—thus the injunction, “Do it!”
The different iterations of Do It have revealed, however,
that the initial injunction might have meant different things to
those who first conceived the show: to the curators it has sug-
gested the freedom to interpret and carry out the instructions
of the artists, while to some of the artists it has suggested
direct engagement with the public. Indeed, most of the artists
involved with Do It have chosen participatory works—works
that ask viewers to take part in the art itself, either by being
directly asked to do so or by interacting with the work more
spontaneously—such as Felix Gonzalez-Torres’s proposal for a
sculpture made of candies that visitors could take and eat.
Adrian Piper was invited to participate in Do It in 2012,
and for it she designed a participatory work titled The Humming
Room, made up of an empty room guarded by a security officer
(fig. 1.2 On the work’s origins, and the particular events that trig-
gered its conception, Piper has noted,

The Humming Room was conceived in direct response

to Hans Ulrich’s invitation, and it came up in my mind
very quickly after I heard from him. It emerged fully
formed, POP! out of my subconscious. I didn’t have to
think or reason my way to it at all. But I do think the
particular events going on in my life at that time had an
influence on it, definitely. I had been having very friendly
communications with an academic institution on my
side of the Atlantic that had expressed an interest in
further affiliation, and this presented a conflict. On the
one hand, I was very flattered because it was so highly
ranked in the world of academia; on the other hand,

my prior experiences of the dysfunctionality of highly
ranked academic institutions (I talk about some of these
in [the memoir] Escape to Berlin) had produced a very
pronounced aversive reaction to the very thought of any
such affiliation. Then I realized that of course my desig-
nated identity as African American was enhancing my
attractiveness, and that was also part of a very familiar

Fig. 1

The Humming Room. 2012

Voluntary group performance. Full-time museum guard, empty room
equipped to echo, and two text signs, one above the door and one adjacent
Dimensions variable

Installation view in Do It 2013, Manchester Art Gallery, U.K., July 5-21, 2013
Collection Adrian Piper Research Archive Foundation Berlin
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IN ORDER TO ENTER THE ROOM, |
YOU MUST HUM A TUNE.
ANY TUNE WILL DO.

Pt ' T

BEGIN HUMMING

AS YOU APPROACH
THE GUARD.

L AD.AL. 2042 o}

Fig.2

The Humming Room. 2012

Exhibition instruction. Pencil on graph paper with digital additions
8% x11in. (21.6 cm x 27.9 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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dysfunctional pattern I had previously experienced.

My piece Thwarted Projects, Dashed Hopes, A Moment of
Embarrassment (fig. 3) came up in my mind on the heels

of that realization. That piece had an incredibly liberating
effect on me. It made me laugh at myself, at all such insti-
tutions, at their dysfunctionality, and at their pretensions
to authority. So when I received Hans Ulrich’s invitation,
I was in a very happy, jubilant place. Psychologically,

I had just detached myself from any dependence on such
authority for my sense of self-worth. I was feeling free
and humorous. That was the soil in which The Humming
Room took root. It was a perfect expression of my state

of mind at that moment, a joyous celebration of my final
release from a whole set of needs, desires, anxieties,

and ambitions connected with institutional validation.?

Any visitor who wishes to enter The Humming Room is given
the following instructions, also printed above the door to the
room: “IN ORDER TO ENTER THE ROOM, YOU MUST HUM
ATUNE. ANY TUNE WILL DO.” Right at the entrance, visitors
are met with a paradoxical proposition—an obligation that

can be fulfilled any way they wish. “Any tune will do” allows
everyone—of all ages and backgrounds, with or without prior
knowledge of the artist’s work—creativity and personal interac-
tion in an otherwise apparently inflexible framework. “I firmly
believe,” Piper added,

that everyone is creative and everyone is potentially

an artist. All children are artists. I believe that they stop
drawing or painting or singing or dancing in response

to social pressure—from their family or peers or figures
of institutional authority, who force them to shut up in
order to fit in. But just because their creative impulses
to self-expression are suppressed doesn’t mean that they
are extinguished. They’re still there, waiting for some
context that will give them permission to emerge.*

A freestanding stanchion, reminiscent of border-control
signage, next to The Humming Room’s entrance informs visitors
to “BEGIN HUMMING AS YOU APPROACH THE GUARD.”

No material record of this work is meant to outlast any specific
installation, other than a sketch Piper drew at the time of its
creation (fig. 2), the primary function of which was instructional,
for the curators. Everything else—the guard, the room, the
signage—has changed at each subsequent presentation of the
work. What is distinctive about The Humming Room, beyond the
preposterous nature of its directive, is its ephemerality and
ever-changing nature. It seems safe to say that there will never
be identical tunes hummed simultaneously in any of the empty
rooms. The work is also characterized by how it cancels out

the very possibility of an audience: because visitors must hum
while they are in the room, they automatically become per-
formers of the work. They carry out the artist’s directions but
without the artist’s being physically present. For this reason,
only a participating audience can experience The Humming
Room; the work forces those who enter to cross the mirror
between artist and public. Visitors thus take on, for a brief
moment, the role of the artist. They are free to forget where they
are, what brought them there, and even who it was who gave

- i Pipr s decidst o et fronn being bhack: o e i for
professional utility, you ey Tl o vofie to Ty as The Avtist Eormenly
Katoron s Afvicens “Aswerican, . i

Addan Piper, Daverted Prokerts, Dusbed Hopes, A
digial sl ot 6 Y TAY" (1524 \ 1997 b,
Foundation Berlin, W

R
‘o, [Contactitinpressny

Fig. 3

Thwarted Projects, Dashed Hopes, A Moment of Embarrassment. 2012
Digital file

Dimensions variable

Collection Adrian Piper Research Archive Foundation Berlin
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them such mysterious instructions. Until they exit the room,
the agency is all theirs: their private tunes to hum, their sole
encounters to stumble upon, and their own show to run.
Adrian Piper: A Synthesis of Intuitions, 1965-2016, the
artist’s 2018 retrospective at The Museum of Modern Art,
New York, will be the first time in MoMA'’s history that the
work of a living artist will occupy the entirety of its sixth-floor
special-exhibitions gallery. And in this presentation, The
Humming Room will undergo a slight but significant change.
Rather than inhabiting a separate room, as it has in various
iterations of Do It, the only times it had been staged until
now, The Humming Room will be positioned two-thirds of
the way into the vast spaces of the show—slightly altering the
strict chronological order of the works up to that point—as
an obligatory passageway, the only way to get from the first
two-thirds of the exhibition to the last. This placement doubles
the inconvenience of failing to agree to the terms of the work:
uncooperative visitors exclude themselves not only from
The Humming Room but from the rest of the exhibition—which
they will either have to miss entirely or else gain access to by
backtracking and reentering at the other end. But for both the
visitors who do go through and those who do not, the concept
of authority might suddenly signify differently—as arbitrary,
perhaps, or as ridiculous as the instruction to hum a tune. On
this particular placement of the work, Piper has recalled,

The suggestion to situate The Humming Room two-thirds
of the way through the exhibition, and to require viewers
to pass through it in order to access the final third of

the show, was Glenn [Lowry]’s brilliant idea. As soon as
he described it, I realized that we had to do it. The work
that precedes it is from the 1990s, a period in which

[ was battling American society literally every day, to
protect my civil rights as an American citizen and as

a high-functioning professional, as well as the singularity
of my personal identity and the value of my work. I was
acutely aware of being on the receiving end of repres-
sive forces from many different directions, and all of

this found expression in the work of that period. People
often say about it, “Why’s she so angry? She can pass

for white!”—as though somehow that were cause for less
anger rather than more. But if you take the aggressiveness
and confrontationality of the work as a measure of the
aggressiveness and confrontationality of the racist and
misogynistic attacks I was fighting, it becomes clear

that the work is a fully proportional and justifiable reac-
tion to them. This reaction is what viewers of this work
are required to deal with and absorb as they move through
this part of the exhibition, regardless of whether they
themselves have racist and misogynistic attitudes or not!
It’s a very intense and difficult journey for any viewer. It’s
why I refer to this section of the exhibition as the Corridor
of Pain. Following it with the empty, inviting, cheerful
space of The Humming Room provides an open environ-
ment for relaxed improvisation, a kind of pressure valve
that allows viewers to let off steam, to release the anger
and tension and anxiety that always build up in reaction
to the work of the 1990s, by humming. Instead of shouting
or having a heart attack or punching one of the guards

or posting a virulent message on social media or writing
a scathing review in order to release that anger, viewers
can transform it into a tune that they like and that they
can hum as long and as loud as need be, until that dark
cloud of pent-up emotion floats up on the air and dissi-
pates into music. This interlude makes it so much easier
to perceive clearly and on its own terms the more recent
work of the 2000s, which moves beyond those issues—
in the same way and at the same time that [ was moving
beyond American society and preparing to emigrate to
Germany. In a way The Humming Room is like the depar-
ture hall at airport check-in, where you sit and wait

and make ready to leave; you let go of the preoccupations
attached to where you've been, in order to refocus your
attention on where you're going. In the final third of

the exhibition, you find out where I'm going, and where
that more recent work is taking you.?

Piper’s work has confronted viewers in similar ways in earlier
pieces, notably in Food for the Spirit (1971) (fig. 4 and pages 186-93),
a sequence of fourteen gelatin silver prints showing a mirror
reflection of Piper holding a camera pointed at herself, in

the mirror, and at the viewer: always in the same pose, with

or without clothing, in various degrees of darkness. The work
came about during a summer when Piper was obsessively
studying Immanuel Kant’s Critique of Pure Reason and felt her-
self in danger of disappearing:

I rigged up a camera and tape recorder next to the mir-
ror so that every time the fear of losing myself overtook
me and drove me to the “reality check” of the mirror, I
was able both to record my physical appearance objec-
tively, and also record myself on tape repeating the
passage in the Critique that was currently driving me to
self-transcendence.®

But in the photographs Piper seems to stare as much at us as
at herself, so that the work ultimately feels less about depicting
the artist than about bringing us into the work. When we lock
gazes with the artist, we become the object of her camera.

The photographs become an improbable mirror image of the
viewer on the verge of disappearance not only literally, into
the darkness of the room, but also metaphorically, forcing us
back on to the question of how, often unconsciously, we dif-
ferentiate ourselves. Captured by the camera pointed toward
us but perhaps not resembling the person represented in the
image facing us, we nevertheless, despite all evidence, become
her reflection, and she becomes ours.

From very early on in Piper’s practice, the relationship
between viewers—exhibition visitors, passersby, or fixed
audience—and artwork has been paramount. Piper belongs to
a generation of artists who emerged in New York right after
the advent of what is called (much too reductively) Minimalism,
in which works of art exist through their spatial surroundings,
often completed by the viewer’s physical engagement with
them. In many ways Piper, in parallel with artists such as
Hanne Darboven, Dan Graham, and Vito Acconci, liberated
themselves from Minimalism by pushing its logic further.
Some of them rejected the object altogether. By not necessarily



Fig. 4

Food for the Spirit #8.1971

Gelatin silver print (printed 1997)

14% s x 14'%6 in. (37 x 37.7 cm)

The Museum of Modern Art, New York. The Family of Man Fund
Detail: one of fourteen
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producing material things to be looked at or by shifting their
focus to things not always understood as objects—such

as, in Piper’s work, a sheet of paper—this generation moved
away from the museum and the gallery and explored new
venues for art, such as the pages of magazines, the street,
and the theater.

One particularly telling example is Untitled Performance
at Max’s Kansas City (figs. 5,6 and pages 178,179), Piper’s first public
performance. It was realized on May 2, 1970, in the eponymous
New York bar, a popular gathering place for artists and musi-
cians, as part of The Saturday Afternoon Show, a one-hour
group exhibition of performance-based works, organized by
the American poet Hannah Weiner. The artist walked around
the bar wearing long gloves, high boots, earplugs, a nose plug,
a long-sleeved shirt, and a blindfold.” Piper, in this perfor-
mance, isolated herself completely from her surroundings,
unable to see, touch, hear, and smell, putting herself deliber-
ately in a particularly vulnerable situation that was reinforced
by her youth, gender, and sheer presence in a bar infamous
for its regular brawls. One of the work’s most striking aspects
was the way in which it wholly disconnected performer from
(unsuspecting) audience and questioned its own existence. Did
the work exist only in the perception of the bar patrons who,
with a sense of disbelief, watched someone clearly not inebri-
ated but entirely alienated from her environment, occasionally
stumbling over the furniture or onto people? Or did it lie in the
mind of the performer anxiously moving around an utterly for-
eign space, struggling to grasp the world around her, constantly
juggling so as not to lose track of time? The experiences could
not be farther apart, with performer and audience sharing only
the fact of being—either literally or metaphorically—kept in
the dark. As The Humming Room does, Untitled Performance at
Max’s Kansas City throws into question the roles of the viewer
and the performer/artist, and their relationship.

Untitled Performance at Max’s Kansas City is a profoundly
disenchanted work. It doesn’t lead to a moment of truth or
reconciliation, in which the performer ultimately reconnects
with the audience by, for example, removing her blindfold
and earplugs. The artist presents herself at a complete remove
from the public, numb to the environment around her, as if
the very roles of art in a modern society—such as promoting
social change and anticipating future progress—were relegated
to a distant past or place. The work ultimately posits the viewer
and the artist as inseparable, irreconcilable, as if head and
tail of a single coin.

In the same Saturday Afternoon Show, Acconci—the poet,
artist, and coeditor of the experimental magazine 0 TO 9, to
which Piper had previously contributed—performed Rubbing
Piece (1970) (fig. 7), which became one of his most notorious
works. The performance, Acconci explained, consisted in
“sitting alone at a booth, during the ordinary activity at the
restaurant. Rubbing my left forearm for an hour, gradually
producing a sore.”® The historian Nick Kaye, who approached
Conceptual art through the lens of performance and media
installation, noted about this work that

in his notes to the performance, [Acconci] recounts a logic
in which as artist, he becomes “Performer as producer
(I give myself the sore); performer as consumer (I receive

Figs. 5, 6

Untitled Performance at Max's Kansas City. 1970
Documentation of the performance. Four gelatin silver prints
Each 3% x 3%sin. (9 x 9 cm)

Photograph by Rosemary Mayer

Collection Adrian Piper Research Archive Foundation Berlin
Details:

photograph #4

photograph #2
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Fig.7

Vito Acconci

Rubbing Piece. 1970

Ten silver dye bleach prints and colored pencil on board

Overall 29'%6 x 40%s in. (76 x 102 cm)

The Museum of Modern Art, New York. Partial gift of the Daled Collection and
partial purchase through the generosity of Maja Oeri and Hans Bodenmann,
Sue and Edgar Wachenheim lll, Agnes Gund, Marlene Hess and James D. Zirin,
Marie-Josée and Henry R. Kravis, and Jerry |. Speyer and Katherine G. Farley
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the sore)” and in which “rather than do an act that takes
place elsewhere, my body can be a place on which an
event is enacted.” Here, Acconci acts out his body as the
material and place of the artwork, proposing that his
performance “consists in marking myself as performer:
marking time.” In the process, Acconci . . . works toward
imbrications of public and private activities and spaces.
In this private action in a public space, Acconci suggests,
he creates “a piece of biography that ordinarily would
not have become part of one’s active biography at all,”
where the exposure of the sore amounts to the “exposure
of a secret.” Indeed, this exposure of a private actin a
public work, Acconci supposes, produces “performance
as overlapping situations: one place in two different social

occasions at one time.”®

In a single hour at Max’s Kansas City, two groundbreaking
performances took place, remarkably different and at the same
time similar. Both used the body as material and simultane-
ously included and excluded their audience (in neither of them
was the public allowed to participate), but one—Acconci’s—
clearly marks time and opens a private sphere, while the
other—Piper’s—rejects time and any incursion of the audience
into the artist’s private life.

Much later, in the 2000s, Piper would articulate her
relationship to the viewer in a very different manner, not only
with works such as The Humming Room but also with The
Probable Trust Registry: The Rules of the Game #1-3 (figs. 8,9
and pages 308, 309), a participatory performance conceived and
first shown in a gallery setting—at Elizabeth Dee Gallery, in
New York, in 2013—and two years later at the Venice Biennale,
for which she received the Golden Lion award for the fair’s
best artist. As for The Humming Room, the work entirely relies
on audience participation; unlike Untitled Performance at Max’s
Kansas City, it aims to establish direct rapport within the public
and between the visitors and the artist. The work comprises
three desks at which visitors may sign an electronic contract
pledging a personal commitment to three things: “I will always
mean what I say,” “I will always be too expensive to buy,” and
“I will always do what I say I am going to do.” The relationship
between The Probable Trust Registry and The Humming Room,
according to Piper, is that

in some ways [they] are in harmony; in other ways they are
in counterpoint. I am not aware of any causal influence
between them. But both probably arise from my jaded
attitude toward institutional authority. The Probable Trust
Registry is in a way my response to the despair induced

by recognizing, at a deep level, that the human institutions
that are supposed to civilize and prepare us for a stable
community anchored in shared interests and values are
not working, and never have worked, because institutional
professions of commitment to those values almost always
mask a bottomless pit of need to accumulate, preserve,
and extend personal power. As usual, self-interest trumps
(you will pardon the pun) impartiality and greed trumps
the common good. The Probable Trust Registry reminds us
that there is more to human nature than that, and of what
the benefits would be if each and every one of us were

AYS B TOO EXPENSIVE TO

DO WHAT TSAY TAM GOING TO DO.

Figs.8,9

The Probable Trust Registry: The Rules of the Game #1-3. 2013

Installation and participatory group performance. Embossed gold vinyl
text on three walls with 70% gray paint, three circular gold reception desks
with stools, computer system, contracts, registry of contact data for
signatories, three administrators, and self-selected members of the public
Each desk 6 ft. Y in. (183 cm) diam. x 53 in (160 cm) high;

installation dimensions variable

Installation views in Adrian Piper: The Probable Trust Registry,

Elizabeth Dee Gallery, New York, May 3-31, 2014

Hamburger Bahnhof-Museum fur Gegenwart, Nationalgalerie,

Staatliche Museen, Berlin
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willing to put greed on hold, just for one minute, just for
this action right now, for the sake of the common good,
and it offers each participant the opportunity to explore
those other parts of human nature.

I think The Humming Room can be viewed as offering an
alternative path into that exploration, by poking gentle
fun at institutional authority rather than despairing over
its corruptions. After all, institutional representatives
are just trying to do their jobs the best way they can, no
matter how ridiculous or incompetent they may look

to a detached observer—just like the guard who orders us
to hum a tune, any tune, as a condition of admission to
the room. But both pieces are similar in that each creates
anew kind of elite: of those who are willing to make

a public commitment to live by their principles as best
they can in the case of The Probable Trust Registry, and
of those who are willing to take the risk of spontaneous
self-expression in the case of The Humming Room. In
that respect, both also bear a relationship to The Order
of Celestial Laughter, which creates an elite of humorous
humility. These are some elites worth joining.

The Order of Celestial Laughter (2017) (fig. 10) is, like the other
two works, a participatory group performance, but it is one
that exists solely in the mind of its participants rather than in
performative acts such as signing a contract or executing an
instruction. The Order of Celestial Laughter’s membership—
which, as it is in The Probable Trust Registry, is disclosed only
to its members but, contrarily to it, is open exclusively by
invitation—shares, according to the artist, “the rare capacity
to laugh at themselves” while making sure to stay away from
any form of “ridicule, mockery, scorn, or contempt.”™ In the
2000s Piper’s work has consistently attempted, through varied
approaches, to bring audiences together, to rally communities
around common values and ideas. In parallel with the aston-
ishing development of social media, Piper has pushed her work
into a new frontier, vaulting it into a world in which customary
notions of networks, communication, and civil engagement
are being redefined.

Like The Order of Celestial Laughter, The Humming Room
is full of irony, but it is also a work full of happiness, humor,
and the potential for self-enjoyment, a trait that is inter-
mittently woven into the fabric of Piper’s work. The sadness
brought on by the current state of our society—a feeling that
was particularly acute when The Humming Room was made,
in a year marked by senseless massacres, in the United States,
of children and moviegoers—has never been for Piper an
excuse for surrendering to melancholy. Humor can be a power-
ful tool for addressing difficult issues, such as the exercise
of institutional power and its potential abuses. The artist, poet,
and filmmaker Marcel Broodthaers, in spite of his own melan-
cholic tendencies, also confronted the economic structures and
critical authorities of his time and place—the late 1960s and
early 1970s in postwar Belgium—with a blend of provocation
and light humor.” Among the many examples that come to
mind is an untitled work referred to as “General with cigar,”
from 1970 (figs. 11,12), a work involving not a simple instruction
but a single gesture—the sticking of a cigar into the mouth

Fig.10

Logo of The Order of Celestial Laughter. 2017

Participatory group performance

No spatiotemporal dimensions

Collection Adrian Piper Research Archive Foundation Berlin
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Figs. 11,12

Marcel Broodthaers

Untitled (General with cigar). 1970

Found oil painting and cigar (recto and angled view)

15% x 11'346 x 2% in. (40 x 30 x 7 cm)

The Museum of Modern Art, New York. Partial gift of the Daled Collection and
partial purchase through the generosity of Maja Oeri and Hans Bodenmann,
Sue and Edgar Wachenheim Ill, Agnes Gund, Marlene Hess and James D. Zirin,
Marie-Josée and Henry R. Kravis, and Jerry |. Speyer and Katherine G. Farley

of a painted portrait of a military general that the artist had
bought at a flea market. Broodthaers later recalled of this work,

I made a little hole in the general’s pinched mouth so as

to insert a cigar butt. In this object-portrait, there is a
fortunate tonal harmony. The paint is brown, sort of pissy,
and so is the cigar butt. Not just any cigar would suit

any general’s mouth . . . the caliber of the cigar, the shape
of the mouth.™

The Humming Room takes a radically different approach. In
contrast with Broodthaers’s symbolical silencing of the general,
Piper aims to liberate the voices of visitors:

The voice occupies a special position in the range of cre-
ative human capabilities. It is the only instrument we can
play without the involvement of some external object, such
as a violin or a paintbrush or a computer. That gives it a
direct and immediate link to our fundamental impulse of
self-expression, which enables a greater degree of spon-
taneity in self-expression than with any other instrument.
At the same time, when we hum, we tame that instrument

in a manner that produces a clearly modulated sound, but
without needing to undergo the rigorous training that many
other instruments require. For that reason it is pleasur-
able and fulfilling in a modest but special way. Sometimes
when people have not been using their voice in that

way for a long time—perhaps even not since childhood—
they have to be coaxed into remembering its power as

an instrument of creative experience. They may even be
intimidated, by hearing the extraordinary performance

of a great opera or jazz singer, into thinking that they
don’t have that power at all, if they ever did. But of course
they did, and still do. For people who know this, and hum
regularly, The Humming Room will offer an opportunity to
revel in the enjoyment of exercising their instrument. But
for people who don’t know it, they’ll find out—that is, if
they want to get through to the last room of the exhibition
in the right sequence. For those people, perhaps they will,
indeed, remember the tune they hummed as the moment
they were forced to rediscover their own creative voice."

Music and rhythm have been an intrinsic part of Piper’s life,
beginning when she was seven years old, with piano lessons and
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Fig. 13

Funk Lessons. 1983-84

Documentation of the group performance at University of California, Berkeley,
November 6, 1983. Color photograph

Collection Adrian Piper Research Archive Foundation Berlin

ballet lessons, and leading to wide involvement with all kinds
of music, both as performer and composer.™ Rosemary Mayer,
the artist and a close friend of Piper, who documented a num-
ber of the Catalysis works in now-iconic photographs, recalled
Aretha Franklin Catalysis (1971-72):

Piper has performed her Aretha Franklin Piece several
times this past year. The piece began with Piper’s memo-
rizing “Respect” until she could hear the entire song

in her mind at will. The piece itself involved her listening
to the song in her mind and simultaneously dancing

to it. She dances a mixture of the Bugaloo, the Jerk, the
Lindy, the Strut and the Twist with lots of improvisation.
Piper performed the piece unannounced, while waiting
in line at the bank, at a bus stop, and in a public library."
The Aretha Franklin Piece opened the way for Piper’s first per-
formance for an audience, Some Reflective Surfaces (1975-76)
(page 216). In it, Piper, sporting glasses and crossing genders as
well as races in ambiguous attire and whiteface makeup,
appeared facing the audience under a spotlight. Various record-
ings played over the course of the work—the artist recalling

her experience as a discotheque dancer; Franklin’s “Respect,”
as Piper danced against the projection of a film of her and
some of her graduate-school classmates dancing; and, finally,
an eruptive voice-over of a man shouting at dancers to perform
with more elegance.®

In an earlier performance, Bach Whistled (1970), which
in many ways prefigured The Humming Room, Piper whistled
along with recordings of Johann Sebastian Bach’s Concertos
in D minor, A minor, and C major, such that, as the artist has
written, “at the beginning the whistling is relatively strong,
clear, and on key. As the performance progresses, it becomes
wealker, flatter, and more like plaintive cheeping.”’” The perfor-
mance Funk Lessons (1983-84) (fig. 13) conveys both musicality
and direct engagement with the viewer; as the curator Maurice
Berger has recalled,

Funk Lessons took the form of a participatory schol-
arly demonstration. The artist was the instructor;
audience members were her students. She distributed
a photocopied bibliography and a list of some of the
characteristics of funk dance and music. She began by
attempting to free her students of their presumptions
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and misperceptions about funk music, elucidating both its
fact and its fiction. . . . Finally, the students practiced
dance movements with musical accompaniment. Because
Piper did not want to intimidate her audience, she
attempted to design a “comfortable and safe” format for
people to explore their apprehensions about the music
and their ability to soul dance. . . . Still, individual audi-
ence reactions ranged from enmity and resistance to
euphoria. Successful performances ended up as a jubilant
dance party; failed ones degenerated into an atmosphere
of confusion and resentment.’

Funk Lessons, like The Humming Room, recruited the public
to be its performers (although unlike The Humming Room,
it was videotaped). In the former, Piper also clearly opened the
discourse to the issue of race, but this is directed primarily
at the performing students and only secondarily to any future
viewers of the film. The continued existence of Funk Lessons
as a work of art is supported only by its documentation; Piper
does not wish it to be enacted again, as it was conceived not as
a performance but rather as an action in the world. The video
allows Funk Lessons to reconnect with an art environment, but
the particularity of the work, as it was for Untitled Performance
at Max’s Kansas City, was to exist outside the realm of art. Funk
Lessons presented the powerful notion that an artwork can
be constituted by an artist leading the public through a process,
a groundbreaking idea that supposes nothing less than a
renegotiation of the role of the artist, who is cast here as an
enlightened educator or, as the critic Robert Storr has said,
“as an agent of social change.”" In contrast to early twentieth-
century artists, whose options were to oppose, support, or
turn a blind eye to the transformation of the society around
them, Piper’s generation shared the belief that art can provide
an adequate platform for activism, and that art itself could be
an agent of social change, but few of the artists whose history
is interwoven with the advent of Conceptual art have kept such
a belief alive through the years. In the early 1970s Conceptual
art found its way into the commercial world, irrevocably dis-
tancing itself from the public it had hoped to reach, but Piper
has never compromised her mission. Her work—in contrast
with that of most of her peers, and despite the expectations of
the art world—as it changes, continues to challenge society as
it changes. One can only hope that future historians will prove
her right: that it did make a difference in our world.

While The Humming Room further articulates ideas
that had already been present in Piper’s work, it also points
toward a web of conceptual practices that emerged in the
late 1950s and ripened through the 1960s and '70s. It is not,
for example, the first artwork to use humming as a mode
of self-expression. In 1965 the American artist Bob Sheff made
awork called Hum (fig. 14), which was published around 1968
in Flux Year Box 2, a box, designed by George Maciunas, con-
taining a number of editioned works (small publications, games,
films, instructions) by artists associated with the Fluxus move-
ment. Hum took the form of an instruction piece typeset on
a piece of paper:

[And] if you don’t know much about music but you really
like a tune you can HUM, then now is high time to

HUM.

-instructions-

Detach a paper, lick lips, bend paper across its longest
part, attach to both sprongs of comb between and

HUM.
If you run out of paper or don’t have a comb, take one of
those candy boxes which have a large cellophane trans-
parency, bend one end very slightly, blow and

HUM.
And when you don’t have any of these go right ahead and

HUM.

In genuine expression, HUM can be done by any number
of people.?’

Sheff specifically opens the possibility for HUM to be performed
by a group—like many Fluxus works of that period—which
anticipates the way in which Piper, without knowing of Sheft’s
piece, later defined The Humming Room: a work that can be
performed by more than one person at a time, even though
humming is a largely solitary practice.

The idea that a space can be filled with something other
than objects finds a historical counterpart in Yves Klein’s 1958
exhibition at Galerie Iris Clert, Paris, which bore the lengthy
title La Spécialisation de la sensibilité a I'état de matiére premiére
en sensibilité picturale stabilisée (The specialization of sensibil-
ity in the raw material state into stabilized pictorial sensibility),
often simply referred to as Le Vide (The void). The short title is,
however, misleading in French: the exhibition was not meant
to be empty (another meaning of the French word vide) but
to be filled by an immaterial void, in which the visitors of the
show could submerge themselves. The Humming Room, also
an immersive environment activated by its viewers, builds on
such an idea, despite Piper’s limited knowledge of Klein’s work
at the time.* For both Klein and Piper the relation to viewers
is critical, even if for the latter both method and message are
approached from a much more straightforward point of view:

I put work into the world for two reasons: first, because

I feel compelled to; and second, as an act of communi-
cation. I have done work in which I myself am the target
of communication, where there is something I can only
clarify to myself by putting it outside my mind, out in the
world with its own material boundaries. But the temp-
tation is always there to take that process of self-inquiry
a step further: Now that I have gotten clear about that
idea or image or thing that was in my mind, what will be
its relation to other minds? Will it clarify something for
them, too? Will they experience it as I do, or in a com-
pletely different way? This is part of how I discover who

I am, simultaneously with my discovery of who others are:
the work enables us to find out what we have in common
and what differentiates us from one another, through our
similar or dissimilar responses to it. At this point, every
work is nothing without the visitors who view it. Any work
that exists in its own space implicitly invites us all into a
shared space in which we experience it.??
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... and if you don't know much about music
but you really like a tune you can HUM,
then now is high time to

HUM

-instructions~

Detach a paper,
lick lips, bend
paper across its
longest part,
attach to both
sprongs of comb
between and

HUM.

If you run out

of paper or

don't have a

comb, take one

of those candy
boxes which have

a large cellophane
transparency, bend
one end very
slightly, blow and

HUM.

And when you don't
have any of these
go right ahead and

HUM.

Fig. 14

Bob Sheff

Hum (1965), from Flux Year Box 2. c. 1968

Cigarette papers and pressure-sensitive tape on mimeographed paper
6% x 66 in. (17.2 x 17 cm)

The Museum of Modern Art, New York. The Gilbert and Lila Silverman
Fluxus Collection Gift

In genuine ex-
pression, HUM
can be done by
any number of
people.

Bob Sheff,
Ann Arbor, 1965.
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Uncanny similarities persist, however, between The Humming
Room and Le Vide, such as Piper’s placement of a security offi-
cer in front of the installation’s door, echoing the two uniformed
Republican Guards posted by Klein in front of the gallery on
opening night. Klein had also hired two additional guards in
order to restrict attendance in the exhibition space, and he him-
self did not hesitate to expel a visitor who was drawing on one
of the walls.?® But it is not Le Vide's sense of antiquated solem-
nity that greets the visitor to The Humming Room; rather it
is an indisputable signal of authority, with an outcome made
clear in Piper’s installation drawing: surrounded by large signs
in capital letters, the uniformed guard, hands crossed behind
his back, blocks the room’s entrance with his body. It’s up to
the viewer to demonstrate a willingness to conform to Piper’s
instructions before entering. Such a requirement echoes the
many nonnegotiable situations in our daily lives in which we
must take certain actions in order to gain access, from airport
screening (taking off shoes, allowing ourselves to be patted
down) to paying tolls. It might be a cliché but is nevertheless
a fact that in modern times artists and authority do not play
well together, and Piper is, of course, no exception. Her work
regularly takes authority and its many abuses—as directed, for
example, against gender and race—as one of its subjects.
Piper’s recent work Howdy #6 (page 310), realized for the
first time at the Berlin Biennale, in 2016, meets the viewer very
much as The Humming Room does, with a contradiction. It con-
sists of a “no entry” symbol (a red circle with a white horizontal
line) projected on a locked door, with the word “HOWDY”—the
colloquial contraction for “How do you do?” that is particularly
common in the western United States—appearing within the
sign’s white rectangle. The pictogram for barred access is thus
turned into a framing device for the eruption of a contradiction.
Visitors are simultaneously greeted—in a particularly welcom-
ing way, even—and immediately forbidden to advance further.
Piper heightened the irony by asking for the work to be installed
on a door that cannot be opened by visitors, making the no-
entry sign as pointless as the welcome. Of the first presentation
of Howdy #6, Piper has recalled,

The Berlin Biennale gave me my first opportunity to
realize this piece. I had been doing studies of that par-
ticular sign—making drawings, taking photos—for a while,
and thinking about the kinds of installations in which

[ would like to situate it. By that time, [ was so far away
from an attitude of respectful deference to institutional
authority that nothing but demonstrated integrity and
excellence could ever bring me back, and I certainly
wasn’t expecting that any time soon. Berlin Biennale 9
offered two perfect projection sites for this image—one

on a door leading nowhere at the top of a very long stair-
well, the other on a closed basement door at the bottom

of a very long stairwell. They could not have been better.
My preoccupation with that sign had a lot to do with

what [ was sensing in many countries in their reactions
to the refugee crisis at that moment: an official, adminis-
trative ambivalence that combined compassion with fear,
welcome with rejection, curiosity with distaste. Aside
from the compassion part, I had sensed that same ambiva-
lence in official, administrative American reactions to me

when I lived there. And now I, too, was an immigrant, had
fled from conflicts with authoritative American institu-
tions that had exposed the malevolent underside of their
benevolent exteriors.**

The Humming Room is not a forbidden space, but rather one
that can be entered if the viewer agrees to submit to authority
without any form of explanation or legitimization. Does the
guard who stands in front of the room speak on behalf of the art
space where the work is shown, the artist, the owner of the
work, or all of them at once? How can he enforce his authority?
Can he physically block a person from entering the room or
evict an uncooperative viewer from the show? Or is he just an
actor devoid of any real authority? The answers to these ques-
tions might not be of such importance, however; the success of
the work seems to be predicated more on the sense of incredu-
lity it instills in viewers. The Humming Room’s larger question
is aimed at our natural obedience to apparently arbitrary forms
of authority. The viewer’s choice to play along or turn around
is made even more significant by the especial benevolence

of the instruction: to hum a tune while occupying the room,

but its particular and contrasting resonance is due to its

being located within a cultural institution and pointing to the
underlying and often disguised authoritative nature of such
institutions. From the security guards, who guide and control
the viewers, to the art selected to be exhibited by the cura-

tors (which also guides and controls), a museum functions as

a social space that generally abides by the same rules of the
society of which it is the product. On the presence of security
officers in museums, Piper has recalled,

When I was growing up, through my parents [ knew a lot of
African-American artists who worked as museum guards;
and also Sol [LeWitt] worked as a museum guard at one
point. I can only speak to how museum guards affect my
own experience of work in a museum. I'm always inter-
ested in them, and wonder what they do when they are not
guarding other artists’ artwork. I tend to project onto them
the kind of lives and interests of people I have known who
have been museum guards. [ hope whoever guards The
Humming Room at MoMA will get a kick out of making
people hum a tune in order to get through the show.?®

The Humming Room demonstrates very clearly the function of
museums as social spaces, but it also opens the possibility for
viewers to escape the constraints of institutional realities as
well as the constraints of the self. Hummers are often uncon-
scious of the fact that they are humming. If humming can fill
avoid of silence or block the sounds of the outside world, it
may also, and perhaps more significantly, allow the individual
to transcend the ego, like the chanting that is part of the prac-
tice of yoga—a practice well known to the artist. As Piper has
explained, the interiority of humming carries a special reso-
nance for her:

Ayoga class or darshana meeting usually ends with the
chant of OM. You chant OM by taking in a long, deep
breath, first filling your belly, then your diaphragm, then
your lungs; then, as you open your mouth to form the
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vowel and gradually close it around the consonant, you
very gradually expel the breath, starting in reverse order,
first from the lungs, then from the diaphragm, then from
the belly, while you draw out the consonant into a long
mmmmmmmmm, until you have completely expelled all
the breath you needed to hum the sound. This humming
sound replicates a background vibration that is much
lower than the human ear can register, and deeper than
the human voice can make, but that can be accessed in
deep states of meditation. That is why the OM has such

a calming, grounding effect on the self at the end of a yoga
class. But you can also find that hum in other spiritual
traditions, e.g. Gregorian chant. The function is always the
same, to anchor the individual ego in deeper levels of the
self that transcends it.%%

Over the duration of the act, the humming person is gradu-

ally taken away from everyday thoughts and somehow puts

the conscious mind in check, and thus is able to connect more

intensely or directly with another, often physical task being per-

formed, such as sawing, eating—or encountering a work of art.
Allan Kaprow, the pioneer of performance art, who devel-

oped the notions of Environments and Happenings, focused

a considerable amount of his work on the relationship between

art and the everyday. Grounding his approach in the reading

of Erving Goffman’s The Presentation of Self in Everyday Life,*

which postulates that ordinary routines of everyday life are

similar to performances—although the performers are unaware

of it—Kaprow explained,

The performance of everyday routines, of course, is not
really the same as acting a written script, since conscious
intent is absent. There is a phenomenal and experien-

tial difference. Being a performer (like being a lawyer)
involves responsibility for what the word performer may
mean and what being a performer may entail. Nor are
everyday routines managed by a stage director, although
within the theatrical metaphor parents, officials, teachers,
guides, and bosses may be construed as equivalents. But
again, these mentors would have to see themselves as
directors of performance rather than instructors in social
mores and professions outside the arts. What is interest-
ing to art, though, is that everyday routines could be used
as real offstage performances. An artist would then be

engaged in performing a “performance.”®

For many people, humming is an everyday routine. What Piper’s
Humming Room accomplishes with remarkable efficiency is

to change the frame of perception around an absolutely other-
wise mundane act. Visitors become performers as they enter
the room: they—not the artist—turn what would otherwise

be an everyday routine into a performance. Humming in itself,
as the anthropologist Michael Taussig has explained, is similar
to many everyday sounds, such as that of bees or traffic, belong-
ing to the “sounds that fill the void, sounds that don’t really
count, background, we might say, stuff for the likes of John Cage
who taunted the line demarcating sound from music.”*® He
further notes that humming implies rhythm. We might say that

humming is mostly a rhythm for lips that remain closed, as if
incapable or unwilling to vocalize distinct sounds. It is, as
noted above, a primarily self-absorbed action, often performed
while doing particularly repetitive or long-lasting tasks. As a
result humming, largely an introverted practice, allows a form
of expression directed toward the self rather than the public,
not unlike a prayer. It is a practice that isolates the individual,
although in a manner, in both kind and degree, that is much
different from some of Piper’s older works, particularly Untitled
Performance at Max’s Kansas City. A humming person remains
aware of and connected to the environment but at the same
time mysterious to it. The tune being hummed is often difficult
for proximate others to identify, and the action has the poten-
tial to bring out in them very different responses: perhaps

it suggests a kind of benign distancing from the world; or a
comforting thought, of family, of a grandmother knitting; or
something as fraught as a repressed memory of exploitation,
such as the songs hummed by slaves picking cotton under

a harsh sun. But despite these responses, in the end, hum-
ming is all in the ear of the hummer. The psychiatrist Karen
Hopenwasser has observed,

Early in the film 12 Years a Slave,* based upon the life

of Solomon Northup, we see Northup’s intense emotional
struggle with his loss of freedom. Standing at a graveside
with other slaves, we watch him listening but resisting
participation in the song “Roll Jordan Roll.” Slowly

the song rises up from within him until we see him sing
forcefully in unison with the others. At that moment

we can appreciate the power of communal voices in build-
ing resilience and supporting survival. Elsewhere in the
film we see the same impact of humming—fostering resil-
ience and survival. The musical complexity of this film
addresses the dialectics of slave songs as both resistance

and “imagined reconciliation.”!

This leads Hopenwasser to wonder what makes humans hum,
if it is not to communicate:

We hum when we feel well. We hum when we need to

feel better. And we hum when the silence of helplessness
would otherwise be lethal. The precursor of sorrow songs,
in the various languages of enslaved Africans, evolved
into the sorrow songs of slavery, the gospel, blues, the
jazz of postbellum America and the freedom songs of the
American Civil Rights Movement.*?

Indeed, humming is not devoid of revolutionary or dissident
capacities; it might obscure, for example, defiant lyrics from an
overseer. You might hum because you could not or would not
dare to sing aloud. As Piper has noted,

It’s potentially a very subversive weapon on its own, even
without any lyrics. Imagine that you're sitting in a packed
auditorium, forced to listen to a very pompous reigning
authority deliver a stupid, witless, and self-aggrandizing
lecture, and you start humming the tune of “Nobody
Knows the Trouble I've Seen.” Actually humming any tune
at all under those circumstances could be much more
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effective than shouting down the speaker, which is
antidemocratic.®®

The Humming Room’s participants are directed to follow an
instruction whose role seems not only to be weighed against
the very arbitrariness of authority displayed to enforce it

but also to liberate a sense of their own selves. Piper’s work
turns the idea of authority upside-down, achieving an almost
laughable effect and, perhaps more important, inverting its
very objective. Marcel Duchamp, an artist whose influence on
the practices of first-generation Conceptual artists cannot be
overstated, used such a strategy early in the twentieth cen-
tury, but he lived in a very different time. For him authority
was represented by science, a fairly newly invented discipline
that radically changed the way human beings related to their
environment. [t was Duchamp who came up with the concept of
“silly physics,” upturning its logic and transforming its out-
come.?* And it might be no coincidence that Piper, when asked
to describe The Humming Room, referred to it in a tongue-in-
cheek manner, as an exercise in “silly authority.”*® She has
further noted,

The Humming Room offers a more distanced and compas-
sionate standpoint on those situations of conflict and
violence. Policemen are never just figures of authority or
emblematic of violence. They are also individuals with
families and friends and personal histories, and who often
have been brutalized themselves by those in their envi-
ronments. [t is a very great shame that we need policemen
at all to make us do what our conscience tells us to do.
When policemen try to make us do what our conscience
tells us not to do, just get out of their way and remember
that at that moment, some of them probably hate their jobs
and their lives, wish they didn't need the money, and are
rabidly afraid of the victims they think they need to beat or
kick or shoot in the back. They are living in a haze of fear of
their own collaborative construction; they can’t get out and
you can’t get in. Then you have to weigh the costs of resist-
ing against the costs of hating yourself for betraying your
values and becoming like them. It’s never an easy choice.*®

It is interesting that a work as immaterial as The Humming
Room—as effortless in appearance as it is conceptually pro-
found, as likely to generate laughter as anger, as well as being
entirely dependent on the participation and willingness of
visitors—has somehow become, over the planning of Piper’s
retrospective exhibition at MoMA, over multiple iterations

of the floor plans and checklists, the crux of the show: the only
work that compels visitors to understand that authority can
only be truly understood when literally exercised. Its greatest
achievement may be, however, that it is less a demonstration
of the mechanisms of authority than their comic deconstruction.
It is nothing else than the work’s very instructions that under-
mine its authority.

And we, the curators of the exhibition, are ultimately the
“silly authority” in charge of the project. Curators are invested
with expertise, with control, but both are meaningless if not
in service of artists and their work. We sometimes entertain the
notion that a show can be “defining” for an artist, when to the

contrary, some of the most influential artists of the twentieth
century—such as Duchamp, Klein, and Broodthaers—have
consistently worked against the very idea of definition, instead
allowing, even encouraging, multiple interpretations of their
work, allowing it to exist in an infinity of contexts. Piper is
certainly one such artist. Instead of letting herself be defined
by curatorial practices, she has proposed her own definition of
the role of curators, dividing them into two categories, artistic
curators and admin-curators:

Artistic curators intuitively understand the authorial divi-
sion of labor between artist and curator, and are skilled
at mediating between artist and venue. They are transpar-
ent and forthright as to what they can and cannot offer.
Our relationship is amicable and rational, whether or

not we always agree. [ always aim to protect the integrity
of my work. But [ usually defer to the curator’s judgment
about its installation and presentation. A healthy collab-
oration means clear communication, successful problem
solving, and a final product we both can be proud of.

Other curators have a more distanced relationship to their
own creativity, and function primarily as institutional
administrators. They aim to produce an exhibition that
puts the artist, the work, and the installation in

the service of an institutional, professional, or personal
agenda. Institutional agendas might include strengthening
the institution’s profile in regional art, or competing for
government funding. Professional agendas might include
networking with peers in a specialized area, or winning
promotion. Personal agendas might include promoting
artists from one’s own class background or diminishing
the artist’s professional independence. Admin-curators
usually cannot state these agendas to the artist explicitly
without damaging their relationship, and artists thwart
them by insisting on the primacy of the work itself.

The result is often poor communication, seemingly arbi-
trary or perfunctory institutional decisions, backhanded
manipulation, and mistrust. Artistic collaboration and
institutional mediation are harder with admin-curators.
They do best dealing with dead artists.*

To select and arrange for display work that devolves, such as
in Piper’s case, a very specific kind of agency to the viewers
entails a charged kind of responsibility, one that from the start
we have thought to share with others. To plumb as thoroughly
as possible the complex significations of Piper’s work—the
phenomenological structures, the ethical choices, the intimacy
with which she urges change upon her viewers—we have
published Adrian Piper: A Reader in addition to this catalogue,
containing in-depth essays by art historians and philosophers.
Together with the texts in the present volume, by the exhibi-
tion’s curators and the artist herself, these essays cover Piper’s
most salient ideas: becoming an object, embodying social
change, being and perceiving anomalies, and—one of her most
pressing themes, treated elegantly and precisely in her own
essay—how we approach art in our indexical present, in order
to perceive ourselves without self-deception and be most open
to what the artwork has to offer.
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The Adrian Piper Research Archive Foundation Berlin (APRA)
maintains copious volumes of the artist’s earliest childhood
drawings, produced in the early 1950s in her Washington
Heights home and at New Lincoln School, which had campuses
on Manhattan’s Upper West and Upper East Sides.! At APRA,
too, are notebooks from the 1960s documenting Piper’s

time at New York’s School of Visual Arts (SVA), rooms of

file cabinets containing writings and preparatory materials

for individual works, and racks of videotapes and media
works, in addition to storage for finished artworks, from her
earliest to her most recent.

Spending time at APRA, studying Piper’s work in depth,
one comes to see consistent themes. Race, gender, and xenopho-
bia are the topics most frequently noted by scholars and critics,
but while this trinity of systems is indeed the subject of much
of Piper’s work between 1976 and 1996, it does not cover all of it.
Another thread that winds and leads through her work from
the mid-1960s to the present has been a rigorous commitment
to and inquiry into the tenets and systems of Conceptual art.

Piper’s artistic strategies, graphic sensibility, and
root precepts of production are those of a first-generation
Conceptual artist who came of age in the mid-1960s. In the
opening of her richly detailed 1974 narrative “Talking to
Myself: The Ongoing Autobiography of an Art Object,” Piper
concisely frames her organic shift from an illustrator with
remarkable drafting skills to an artist whose vision and fertile
ideas grounded her firmly in an emerging artistic movement:

In my second year at Visual Arts [ had a teacher, Joseph Raffaele,
who insisted that we go to approximately fifteen galleries every
two weeks, and write about what we had seen. . . . In that year

I assimilated more, comprehended more, and produced more
work than I had in all the previous years I had been working.

Having this experience solved a problem which had brought me
to an impasse in my work. . . . I had been totally committed to
figurative art. But at the same time, I found myself interested
in problems which had little to do with the content of particular
work: problems which I later learned . . . to describe as e.g. illu-
sionistic by non-perspectival space, colors versus form, the
displacement of environmental space, etc. . . . Being exposed

to contemporary art, e.g. Frank Stella, Carl Andre, Tony Smith,
Don Judd, Kenneth Noland, etc. gave me the formal tools—
hard-edge and color field painting, minimal sculpture—with
which to treat these ideas.

In addition, the work I saw demonstrated the possibility of pos-
ing entirely new problems as aesthetic concerns. I think the work
of Sol LeWitt, especially his “46 Variations on Three Different
Kinds of Cube” exhibit was the single most profound educational
experience I had.? This, plus reading his “Notes on Conceptual
Art”. .. did far more for my artistic development than the previ-
ous eleven years I had spent drawing nudes. From this point on,
I felt freed, not only from the technical and formal constraints
of figurative art, but also from my preconceptions about what art
had to be.?

“Talking to Myself” introduces Piper’s late-adolescent years
as an artist, starting in 1966, in an era that for her—as well as

for the whole of conceptualism—was a critical nexus in the
emergence of an art that would break with the primacy of craft
and the preciousness of execution and move toward one in
which, as LeWitt asserted in “Paragraphs on Conceptual Art,”
in 1967, “the idea or concept is the most important aspect of the
work.”* In this declaration, LeWitt positioned himself, and a
host of similarly engaged artists, as the progenitors of a cere-
bral art, one that eschewed using raw optical gratification as
the principal method of determining the quality, and hence the
inherent artistic and monetary value, of an artwork—an ethos
that remains entirely present throughout Piper’s work, from the
mid-1960s to today.

For Piper this contrast first materialized in a mind-body
disjuncture that she had addressed in 1965 and 1966, even
before arriving at SVA, in a series of paintings and drawings
whose titles are all preceded by the abbreviation LSD. In
an interview with the artist and historian Matteo Guarnaccia,
in 2003, Piper recalled her experiences with the drug,
which she used six times over a period of six months, during
her immersion in the 1960s counterculture. She relayed to
Guarnaccia how it changed her optical, spiritual, and intellec-
tual perceptions, influencing her and her art at the time:

The paintings are very much about what it was like for me to go
beyond the surfaces of things—to concentrate so intently on the
fine detail and structure of a meditational object—on any object,
really, any perceptual reality—that all of its surface sensory
qualities, its conventional meanings and uses, its psychological
associations and conceptual significance, all begin to move,
breathe, vibrate, break up, and fall away. That’s when you start
to realize how much of “ordinary” reality is nothing more than
a subjective mental construct. When the surfaces of perceptual
reality start to hum and crack open to reveal what lies beyond
them, that’s where the deep insights live that are beyond words
or concepts.?

She continued, “[None] of them [the LSD works] were done
during psychedelic experiences, although they were influenced
by what I learned during them.” The majority of them are
optically kaleidoscopic, corresponding to how the artist expe-
rienced the world while using the hallucinogen, although

their subjects are indubitably not what she “saw”; rather,

LSD acted as a tool for her understanding of alternative means
of perception. Piper developed such learned experiences

into a formal approach to systematizing otherwise indiscernible
perspectives of the world in her art. At the same time she
found nonchemical means of expanding her mind and body,
by exploring transcendental realities through study of

the Upanishads, the Bhagavad-Gita, and the Yoga Sutra, and
intensive practices in meditation and yoga, both of which

have remained lifelong passions.® Subsequent paintings such
as LSD Womb (page 99), LSD Bloodstream (page 102), and LSD
Abstraction (all 1965) feature hypnotic swirling patterns over-
laying paisley-shaped and stained glass-like abstractions,

a style also prevalent then in the brightly colored and high-
contrast concert posters designed by the San Francisco-based
graphic artists Alton Kelley, Rick Griffin, Wes Wilson, and
Stanley Mouse, as well as Victor Moscoso, a former student of
Josef Albers at Yale University.
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This chapter in Piper’s career was not limited to LSD-
inspired abstraction; she often incorporated the human form
in myriad ways as both compositional and graphic tools, using
her own body in self-portraits such as LSD Mirror Self-Portrait
(1965) (page 95), Negative Self-Portrait (1966) (page 97), and LSD
Self-Portrait from the Inside Out (1966) (page 97). In the first,
drawn in graphite, Piper appears behind a piano stool in front
of a mirror that we see only partly, suggested by its vertical
sides and the curved lower edge of its frame. Her head, floating
above the rendering of the stool, is the only visible part of
her body. An unidentifiable draped object, perhaps a discarded
sheet of paper, in the lower-right corner of the mirror adds
another level of dimension to the image. A large, intricate pais-
ley pattern, in shades of yellow, green, and ocher, swirls around
Piper, partially covering the right side of her face; within the
pattern one might see three small female heads almost entirely
camouflaged by the swirls. The drawing has a surreal quality
in the amorphous way that the picture plane is divided into
five different depths presented by Piper’s head, the stool, the
unidentified object, the frame of the mirror, and the wispy,
smoky colors that unify these strata. Negative Self-Portrait—an
inked image of the nude artist sitting in a windowlike frame—
as well as the painting for which it was a study, LSD Self-Portrait
from the Inside Out, similarly employ multiple levels of dimen-
sionality. Both are reversed like a photographic negative, with
the presence of light turned to darkness.

Other works in the sequence include a portrait of her
boyfriend, Steve Shomstein, painted in a stained-glass style,
depicting him as he would have appeared to a viewer under
the effects of the drug, as well as LSD Self-Portrait with Tamiko
(page 101), which includes her cat. As the series came to a
close, in 1966, Piper completed a triptych of paintings called
Alice in Wonderland, with its separate parts individually
titled Alice Down the Rabbit Hole, The Mad Hatter’s Tea Party,
and Alice and the Pack of Cards (figs.1-3 and page 103). Their
trippy narrative hews to that of Lewis Carroll’s fantastical
mid-nineteenth-century children’s novel, Alice’s Adventures in
Wonderland, which was popular in the countercultural envi-
ronment of the 1960s for its suggestions of mind expansion and
enlightenment achieved through drug use, and which found
its way into the mainstream when the psychedelic rock band
Jefferson Airplane performed “White Rabbit” on the television
show The Smothers Brothers Comedy Hour, in 1967.

Piper was not the only artist at SVA thinking about
the dynamics of actualizing metaphysical conceptions into
works of art. Her fellow students Joseph Kosuth and Christine
Kozlov were also developing work that broke away from
trying to approximate an idea or object on paper or canvas
through the precision of rote draftsmanship. Mel Bochner, who
was teaching art history at SVA at the time, was writing about
and producing artwork that considered solipsism—“The theory,
assumption, or belief: [a] That the self knows and can know
nothing but its own modifications and states. [b] That the self
is the only existent thing, or, inaccurately, that all reality is
subjective”—as a means of realizing art objects that defined the
intersection of the rationality of time and space and our limited
capacity to recognize nonmaterial subjective concepts.” Piper
would later delve far more deeply into solipsism in her work
and writing. In “Moving from Solipsism to Self-Consciousness,”

written in September 1972 while studying philosophy at City
College of New York, she concludes,

The problem has become that of the balance between self and
other within a single—my own—consciousness. Formerly the
problem was that of solipsism, i.e. the balance between my own
consciousness and a problematic external world. That seems

to have resolved itself by the possibility of assimilating as much
of that external world, as other, into my sense of myself. The
more [ assimilate, the more easily I am able to see myself as “an

object in the world among others.”®

This heady thinking would become increasingly apparent in
Piper’s subsequent works, in particular with her performative
pieces, but this theoretical position was already beginning
to form in Piper’s earliest moments at SVA in the mid-1960s.

Closely following her LSD drawings and paintings was
a set of thirty-five ink-and-pencil drawings titled The Barbie
Doll Drawings (1967) (pages 108-10), which deftly combine three-
dimensional structures in space with episodic time frames.”
The sequence, excised from one of Piper’s many spiral-bound
sketchbooks from the 1960s, is viscerally charged by its con-
flicting subjective and objective propositions. In precisely
rendered fine lines, the drawings depict what appear to be
awkwardly reassembled doll parts, sometimes with heads and
body parts tied like balloons and occasionally floating over
crevasses, accompanied by grotesque puppet heads and dis-
embodied limbs. But it is entirely possible to recognize the
carefully executed amalgams not simply as haphazard assem-
blages of doll parts, but as discrete, finely tuned compositional
structures. This becomes more apparent toward the end of
the series, when the disembodied parts begin to align intellec-
tually and morph visually into what would be Piper’s earliest
Minimalist sculptures. And the series has an undeniable
and overt sense of humor, if a rather grim one, although as
in other of Piper’s works, it is often obscured by the gravity
of the immediate subject matter or the critical context.

The Barbie Doll Drawings were created at a moment
of the artist’s general shift from object to idea. The individual
drawings in the sequence are both what they seem to be—
works about gender—and what they seem not to be—pure,
system-based Conceptual works, utilizing a fixed set of
iconographic materials familiar to viewers permutated in
combinations with no two results being wholly alike. A number
of paintings, including Self-Portrait at Age 5 with Doll (page 106)
and Barbara Epstein with Doll (page 107) (both 1966), incorpo-
rated actual dolls, which function as dimensional objects that
project off the flat picture plane and out into space. These are
precursors of works that express dimensionality, as is Untitled
Planes Painting (1966) (page 105), which achieved a similar effect
by forwarding and recessing three male heads, this time painted
on separate canvases in unaligned planes, such that the heads
hover like faces in a crowd, each in its own physical universe.

The approach of producing a sequence of works anchored
in a basic idea or set of parameters in a multitude of permuta-
tions remained a principal one for Piper. Drawings about
Paper and Writings about Words (pages 112-27), a sequence of more
than fifty individual works, demonstrates her turn from objec-
tive representation toward permutations of color, materiality,
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LSD Alice sketch #3.1966

8% x 5% in. (21.6 x 14 cm)
Rapidograph pen and ink on paper
Collection Adrian Piper Research
Archive Foundation Berlin

LSD Alice sketch #1.1966 LSD Alice sketch #2.1966
8%2x5%in. (21.6 x 14 cm) 8%2x 5%2in. (21.6 x 14 cm)
Rapidograph pen and ink on paper Rapidograph pen and ink on paper
Collection Adrian Piper Research Collection Adrian Piper Research
Archive Foundation Berlin Archive Foundation Berlin

surface, texture, and spatial relationships, all within the fixed
area of a standard 8%z by 11-inch sheet of paper. The contrasts
between The Barbie Doll Drawings and Drawings about Paper
and Writings about Words—figuration versus abstraction, line
drawing versus collage, shading, and contours—are formal
distinctions; what remains absolutely consistent, however, is
how riotously inventive both series are in exploring a system
and the extent to which comprehension relies on a viewer’s
immediate recognition of its units, and Piper’s play in develop-
ing nonrepeating structures using them. Similarly, the creation
of a new element in a series relies on the logical reimagining
of a preceding element, so that the result is an expanded object
with qualities inherited from a predecessor—not unlike genetic
code passed from generation to generation, acquiring new traits
through the injection of new code, mutating through happen-
stance and age. Among the individual drawings in Drawings
about Paper and Writings about Words, and even in a single
sheet, it is immediately clear that Piper is exploring how three
dimensions can be materialized from a standard two-dimen-
sional space using only collage, perspectival techniques, and
subtle coloring but eschewing other facilities for the repre-
sentational rendering of objects, thus, in a way, producing

The Barbie Doll Drawings but without dolls, floating heads, or
geometric structures found in our observable world.

Conceptualism, Beyond the Confines of a Picture Plane
Piper’s pursuit of ways to visually define conceptual space
was not limited to works on paper. In 1967 and 1968 she began
to produce paintings and sculptures that took this exploration

further, starting with works such as Untitled Planes Painting
and the wall- and floor-based sculptures Double Recess (page 129),
Protruded Rectangle Canvas, and Recessed Square (page 128),

all three from 1967. In contrast to the purity of Donald Judd’s
declaration that “a work needs only to be interesting,” John
McCracken’s cool, fetishized execution, Carl Andre’s unadorned
materiality, and Robert Smithson’s serial translations of math-
ematical and organic geometries into sculpture, Piper pursued
an art that could express or actualize an ideal, something more
infinite than what it is possible to manifest in a single, hermet-
ically constrained art object.'® Nine-Part Floating Square (1967)
(page 131), like some of her earlier works, operates formally as

a study of linkages between a work’s physicality and its levels
of not just physical but indeed conceptual depth. Objectively
described, it comprises nine 18 by 18-inch (45.7 by 45.7-cm)
canvases, each additionally divided by light pencil lines into
nine 6 by 6-inch (15.2 by 15.2-cm) squares. A light gesso square
of 36 by 36 inches (91.4 by 91.4 cm) is painted across the nine
panels, not quite in the center but rather offset by six inches at
the top and six inches at the right. The nine canvases are
installed in three rows of three, separated by six inches, with
aruled grid penciled directly on the wall such that it precisely
joins the penciled grids on the canvases.

As a study of the intersection of an ideal’s recognition—the
intellectualized ideal of joined elevations—with the realization
of a three-dimensional artwork that demonstrates it, Nine-Part
Floating Square manifests ideas Piper was working out in her
early writing:
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I believe very strongly in the necessity of the physical realization
of an idea: First, I am convinced that the final, concretized form
of an idea is the true existence, in that it is then subject only

to the physical laws of the deterioration of the material form and
no longer the inevitable inconsistencies and fluctuations of the
only-human artistic mind; second, if there exists any ultimately
objective reality of an art at all (and I can’t give any opinion as

to whether there does or not), I'm sure it can exist only as a total
additive vision in which everyone participates, and towards this
end there must necessarily be a physical form that everyone can
perceive and formulate a vision of.™

Piper thus formulated her exploration of dimensionality,

using artistic tools to reason her way toward the fabrication of
artistic objects. As the Drawings about Paper, Writings about
Words works reveal in their similarities with and contrasts to
The Barbie Doll Drawings, Nine-Part Floating Square shares and
builds on what germinated in Untitled Planes Painting. Both sets
of works conjure infrastructures that postulate a transparent
analogue between defining space in a tactile manner and defin-
ing it against intellectual constructs.

Piper’s interest in LeWitt’s writing, which she first
encountered in 1967, would seem to suggest that when she made
Nine-Part Floating Square she was familiar with his wall draw-
ings and temporal installations. But it wasn’t until 1968 that
LeWitt developed his instruction-based art, in Wall Drawing 1:
Drawing Series 11 18 (A & B), placing Piper very much in the
vanguard of such work. The relationship of LeWitt’s writing
to his actualized artwork inspired a host of artists, including
Piper, who recognized his thinking—and vocabulary—as criti-
cal to the development of their skills of exposition and artistic
output. In February 1968 Piper saw LeWitt’s 46 Three-Part
Variations on 3 Different Kinds of Cubes at Dwan Gallery, in
New York. The exhibition featured forty-six white-painted
rectangular aluminum structures, each one built out of three
stacked cubic units—different combinations of solid cubes,
cubes with one side removed, or cubes with two parallel sides
removed—following a logical progression such that no two
structures were identical. The work’s title, like those of Piper’s
previous works and ones that would follow, articulates the
totality of the program that realizes and makes the work con-
crete. That is, the title of the object defines the object, and
the object memorializes its title. Piper continued to develop
her ideas about planned serial progressions throughout
1968, in works such as Sixteen Permutations of a Planar Analysis
of a Square (pages 136, 137), which paired a diagram showing all
the possible permutations of the interior divisions of a square
with a sculptural realization of one of those permutations,
as well as A Three-Dimensional Representation of Infinite
Divisibility, (page 132) with its floor-based sculptural companion,
Infinitely Divisible Floor Construction (page 133), each one a
clearly constructed demonstration of a logical translation of
geometric systems.

A wry sense of humor makes an occasional appearance in
Piper’s work, sometimes yielding a sliver of information about
her personal life, although never straying from her systematic
conceptualist mandate. Meat into Meat (1968) (pages 142, 143),
originally titled Five Unrelated Time Pieces, is a vivid merging
of time-based art with Piper’s growing political awareness and

interpersonal relationships, staged as a private performance
over three days, from October 11 to October 13.* Its narrative,
recorded on a typewritten sheet of paper and in eight color
snapshots, taken by Piper, concerns a pound of packaged
ground beef shown on a dinning table at 3:15 p.m. on Friday;

as four raw hamburger patties on a plate at 11:35 a.m. on
Saturday; and frying in a pan on Saturday at 11:48 a.m.;
followed by four images of David Rosner, her boyfriend at the
time, wearing a white shirt with rolled-up sleeves and red tie
while consuming the meat over a duration of six minutes.'

In contrast to the many dry, frequently pseudoscientific concep-
tualist works being made at the time by male artists, Meat into
Meat treats the female labor of preparing a meal for a boyfriend
as a pointed, sinisterly comical slaying of time-based art: the
parlaying of mundane activities—cooking and eating—into work
that devours preconceptions about how art should formally
manifest and palpably address its subject matter objectively.
Piper would later describe the work with a flourish:

I thought I was performing an abstract metaphysical investiga-
tion into the nature of space and time, but the subtext was

my relationship with David. David was a good Marxist and a very
committed political person and I was starting to get interested
in feminism, going to my first consciousness-raising groups,
doing yoga and this weirdo art, and being a vegetarian. Although
David was always helping me do my work, there was always

this running commentary about all this weirdo stuff and what
did it mean and it was all silly to do it. So, in this piece in partic-
ular, I retaliated with my own running commentary about

what it meant to be on the one hand a committed Marxist and
on the other hand to be consuming enough meat to feed a small
third-world country for a month.*

A set of color photocopies of the Meat into Meat photographs
in the Adrian Piper Research Archive, in Berlin, is accompanied
by a typewritten label that gives the work additional context:

Found private confrontational perform-
ance [see Five Unrelated Time Pieces]

A. Piper, D. Rosner, 11b. hamburger.
Topic: Marxism vs. vegetarianism

The orderly serial progression of Meat into Meat clearly fits
in the same vein as Piper’s prior systematic works: taking a
singular idea and developing it in stages toward a conclusion,
while allowing the internal permutations of the work to be
exposed, step-by-step, from the conception—here, elements
of interpersonal relationships and philosophical differences
(as expressed by the obvious annoyance on Rosner’s face

and Piper’s revealing of the flaws in his intellectual underpin-
nings). Piper later recognized Meat into Meat to be her first
performance work, preceding those that would extend into
the video works and meta-performances of the 1980s onward.'

Demonstrating Hypothesis
For the Hypothesis series, a body of work executed between
1968 and 1970, Piper relied on the same continuous temporal
progression that was the foundation of Meat into Meat, using
photography to document, preserve, and slice up time—all
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Hypothesis: Situation #10.1968-69

Typescript on mimeographed paper; gelatin silver prints and ink on graph paper; and two photolithograph pages
11 x 8%2in. (27.9 x 21.6 cm); 11 x 17%s in. (27.9 x 43.6 cm); and each 11 x 8%z in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan to the Museum der Moderne Salzburg
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actions inherent in a medium that captures an image in a frac-
tion of a second.

Each work in the series is presented as three panels in
simple frames, with one of the panels always containing a pair
of text pages that lays out the series’ fixed parameters. The
remaining two panels contain a set of photographs mounted
horizontally on a long piece of graph paper and a single type-
written index of the photographs, with descriptive text and
time references. In these works Piper makes visible how a time
continuum and space continuum can operate in simultaneity.
The artist’s subjectivity is also situated within this schema,
albeit far more subtly. Hypothesis Situation #10 (1968) (fig. 4), as
an exemplar of the series, surveys a one-minute-long television
commercial for Bufferin pain medication, which Piper indexed
with five black-and-white stills taken successively, the first
at 9:15:09 p.m., and then the following four shot at random over
the next fifty-one seconds. With the snapshots arranged and
mounted sequentially along the bottom of the horizontal graph
paper, Piper drew, in black ink, a single horizontal axis, label-
ing it “space continuum,” and an intersecting perpendicular
vertical axis for the “time continuum,” a format she repeated
in each Hypothesis work. In Hypothesis Situation #10 an addi-
tional set of two vertical lines are labeled “television screen”
and “Bufferin commercial,” and a single horizontal line, scaling
time as %20 of an inch per second, documents the moment that
Piper pressed the camera’s shutter. Along that line, descending
from each of the five points marking the snapshots’ times, are
short lines that contain the advertisement’s audio from those
synchronic moments against Piper’s diagrammatic charting and
inlaid video stills:

“If you had taken Bufferin ...
“...just two tablets...”
“...fast-acting Bufferin. ..
“Doctors specify Bufferin most.”
“...onyour way to relief...”

Also descending from these five points are five diagonal rules
that connect the time to the corresponding photographs: a
woman, hand against her head, apparently suffering from a
headache, at “:09,” a hand holding a Bufferin tablet; a Bufferin
bottle; the words “Doctors specify Bufferin most,” and, in the
final frame, the woman from the first image, now looking less
aggrieved, at “:60,” showing how quickly she has been relieved of
her pain. The nineteen works in the Hypothesis series all involve
Piper’s authenticating her personal surroundings in this way,
with the camera’s lens, and by extension, verifying her own body
“as equally a concrete physical object that could refer to itself
as well as to other objects, and . . . finding the points of similar-
ity and difference. . . . What I did was to document the contents
of my consciousness at specific time intervals as the particular
feature that distinguished me from other objects in the world.”*®
In the Hypothesis works Piper parses what would other-
wise be inconsequential punctuations in time and memorializes
them as frames in a single work: significant, but only appre-
ciable as parts of something larger. If a single photographic
snapshot were removed from its context, it would lose its struc-
tural relevance and become nothing more than a forgotten slice
of time. By contrast, when set according to Piper’s rules, as laid

out in the text panel that accompanies each work in the series,
the photographs reveal the unity and logic of the way she uses
the camera to place herself in the position of an introspective
observer: indexing the codifications of the world around
her—be they cityscapes, her apartment, or images on a televi-
sion screen—and essentially documenting her relationship
to the physicality of the material world against the unceasing
linearity of the passage of time. Piper noted the importance
of the series, saying it was “the crucial link between the earlier
conceptual work and the later, more political work I did having
to do with race and gender objectification, otherness, identity,
and xenophobia.”"?

The Hypothesis series can be thematically coupled with
the singular portfolio Here and Now (1968) (figs. 5, 6 and page 135),
a set of sixty-four unbound sheets.'® Here and Now merges
the precept raised in Nine-Part Floating Square—a grid that
lends substance to an abstraction more comprehensible
through science and philosophy than art—with the temporal
element of the Hypothesis series. What’s new here is how time
is linked to the grid without any associated reference points,
either figurative or photographic: each moment is set in indi-
vidual 1-inch squares within a grid of sixty-four, over the course
of sixty-four mimeographed sheets. Piper devised an utterly
simple—but by no means obvious—way to accentuate the
paradox of the movement of time tied to a specific unchanging
place, by having each page’s single occupied square contain
typewritten text defining its precise location. A text on the title
page reads “not here,” and, as Piper explained in “Xenophobia
and the Indexical Present II: Lecture,” of 1992, “The reason is
because the text on the page does not refer to its own location,
to its own position in space and time. It refers to the person who
did the project, namely me, and to the time when it was done,
namely November 1968.”*® On the first interior page, within the
first square of the sixty-four-square grid, a text reads,

HERE: the sq
uare area in
top row, righ
t corner of
page.

Variations on this text appear, page by page, square by square,
from right to left on each line of the grid:

HERE: the sq
uare area i

n 3rd row f
rom top, 4th
from right
side.

This continues until the sixty-fourth square on the sixty-fourth
page, which concludes,

HERE: the sq
uare area i

n bottom ro
w, left corn
er of page.
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Through this block-by-block narrative, Here and Now system-
izes a temporal presence, as the reader moves laterally from
page to page, at the same time quantifying the nonpresence—
the dematerialization of the nonobject—of the artist, who

has, in a previous place and time, used signifiers of language
against a defined location in space. The stacked pages can

be understood as a demonstration of time rendered against
location at any point along a timeline, of any given moment
being here and now.?! Seriation #1: Lecture and Seriation #2:
Now, two sound works from 1968, present aural complements
to this idea, by substituting the sound of language for physical
work. In the former, Piper used a rotary telephone to call for
the time—an automated service that announced the time of day
in ten-second intervals—and recorded twenty-nine minutes
and seventeen seconds of the female voice reciting the hours
and minutes; the effect of the work is a perceptual shift for the

listener, who inhabits a time nonsynchronic with the recording.

In the latter, Piper declaims the word “now,” drawing it out
in progressively shorter intervals, from a minute to a second,
over the course of seventeen minutes and thirty-six seconds,
in a further, and more ethereal, distillation of the concept.?’

Beyond Constraints
Throughout 1969 and after graduating from SVA that year,
Piper sought new avenues and mediums for her ideas, two
of which were artists’ books and ephemeral works. These
seem a natural extension of her new consideration of the
location of time as a fourth dimension. The utility of inexpen-
sive, easy-to-disseminate work was particularly well suited
to page-by-page serial narrative constructions, and added a
layer of transparency to the notion of “reading” art. Although
many artists were producing books or projects for publica-
tion at that time (including John Baldessari, Robert Barry,
Bochner, Stanley Brouwn, James Lee Byars, Hanne Darboven,
Peter Downsbrough, Gilbert & George, Dan Graham, Kosuth,
LeWitt, Lucy Lippard, Ed Ruscha, Smithson, Athena Tacha,
and Lawrence Weiner), one of the medium’s key figures was not
an artist but the dealer Seth Siegelaub. Siegelaub, through the
books he published, made the argument that the book format
was the natural evolution of the dematerialized artwork and an
appropriate conceptual alternative to physical gallery spaces—
the artist’s book wasn’t just a book: it was an exhibition venue.

Piper’s contact with Siegelaub came about not through
publishing with him but by working as a receptionist and
administrative assistant in his gallery, at 44 East Fifty-second
Street, in New York, during the exhibition January 5-31,

1969 (also known as the January Show) (fig.7).** From that van-
tage point she frequently interacted with the artists in the
exhibition—Barry, Douglas Huebler, Kosuth, and Weiner, most
of whom she had previously known—and encountered a broad
spectrum of visitors. Piper’s role there was largely invisible,

as the archetypal girl at the front desk, rather than that of an
artistic peer making work that directly corresponded with, and
even surpassed, that of the men being exhibited.?*

Piper was never included in any of Siegelaub’s exhibi-
tions.? In fact, only a single woman, Kozlov, appeared in any
of his conceptualist exhibitions, contributing a single page to
the March 1969 publication.** While working for him, how-
ever, Piper’s first two publication projects were published in
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Here and Now. 1968

Cardboard portfolio with text on graph paper and text on mimeographed paper
taped to box; and text on sixty-four loose sheets of mimeographed paper

Each sheet 9 x 9in. (22.9 x 22.9 cm)

Collection Alan Cravitz and Shashi Caudill

Details:

page 43

page 20
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the fifth issue of 0 TO 9, a journal begun by Vito Acconci and
Bernadette Mayer in April 1967.%° Her connection to the journal
was through Rosemary Mayer, Piper’s fellow student at SVA,
Acconci’s wife at the time, and the sister of Bernadette. 0 TO 9
was launched as a mimeographed and stapled edited selection
of poems by, for the most part, emerging authors. By the fifth
issue Acconci and Mayer had taken a more expansive edito-
rial stance: to reflect the intersections of literature, theory,

and text-based art, they invited visual artists—some of whom,
such as LeWitt and Smithson, were contributors to Siegelaub’s
publications—to submit pageworks.?® In addition to Piper’s
works, there were contributions from Richard Johnny John and
Jerome Rothenberg, Smithson, John Perreault, Yvonne Rainer,
Bernadette Mayer, Clark Coolidge, Acconci, Hannah Weiner,
Les Levine, Eduardo Costa, Kenneth Koch, Philip Corner, Jack
Anderson, Rosemary Mayer, and John Inslee.

One of Piper’s pageworks, which she would later title
Untitled (“Ifyou are a slow reader . . . ”) (page 157), is an expression
of the intellectual meeting point of text composition, reader
comprehension, and the passage of time.?” Its first two sen-
tences, each constituting a whole paragraph, declare how long
it takes to read them: a slow reader will need approximately
five seconds to read the first, quite simple sentence, of seven-
teen words, and a fast reader will need the same amount of
time to read the second, more complex sentence, of thirty-nine
words. The final sentence and paragraph of the work adds a
mathematical problem to the question of how long it takes to
be read. Beyond its droll humor, which is found in many of
Piper’s text-based works of that period, Untitled (“If you are a
slow reader. .. ") pushes at time’s boundaries, at the difference
between the way it is fixed, like a clock or a metronome, and the
way individuals operate within it and perceive its progression,
in a similar manner to the Hypothesis works but with the map-
ping of sequential photographs swapped out for a block of text.
In both, the structural components mark a system for testing
the constraints of understanding the relationship between see-
ing information and experiencing it. The harmony of this work
would not have been missed by those engaged in the temporal
process of reading it in a literary journal.

0 TO 9’s sixth and final issue, published in July 1969, was
something of an extravaganza, with contributions by Jasper
Johns, Rainer, Alan Sondheim, Lee Lozano, Lawrence Weiner,
Bernar Venet, Barry, Graham, Corner, John Giorno, Huebler,
Perreault, Smithson, Karen Pirups-Hvarre, Michael Heizer,
Coolidge, Nels Richardson, Larry Fagin, Rosemary Mayer, Bern
Porter, Hannah Weiner, and LeWitt, in addition to those of
Acconci, Bernadette Mayer, and Piper, all of whom would soon
be recognized as significant visual artists and poets of the era.
Piper contributed two pieces to this issue, neither of which
were announced by a title on the magazine’s table of contents.
Street Works, a supplement published as a coda to this final
issue, contained documentation of artist-produced flyers, press
releases, and handouts for a series of performances, organized
by the artist Marjorie Strider and the poets Perreault and
Hannah Weiner, that took place in Manhattan on March 15,
1969, April 18, 1969, and May 25, 1969. Each piece of ephemera
in the volume represented the works of various artists and
poets, but each date’s performances bore the same Manhattan
locations and hours. Street Works 11, for example, took place

Fig.7

Installation view of January 5-31, 1969, 44 East Fifty-second Street, New York,
with Piper at the reception desk

Seth Siegelaub Papers. Gift of Seth Siegelaub and the Stichting Egress
Foundation, Amsterdam, |.A.40. The Museum of Modern Art Archives, New York

Fig. 8

Installation view of Information, The Museum of Modern Art, New York,
July 2-September 20, 1970

Left to right: Andy Warhol, IN THE FUTURE EVERYONE WILL BE WORLD
FAMOUS FOR FIFTEEN MINUTES (n.d.); Adrian Piper, Context #7 (1970);
and Carl Andre, Seven Books of Poetry (1969)

The Museum of Modern Art Archives, New York
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on April 18, 1969, on the sidewalks of the city block defined

by Sixth and Fifth Avenues from Thirteenth to Fourteenth
Streets, during the one-hour span between 5 and 6 p.m. On
that cool spring evening Piper presented Untitled (“Street
Works: Friday, April 18, 1969, 5-6 PM . ..") (page 169)—three pro-
posals for actions printed on a flyer that she distributed among
the crowd, along with ephemera materials by many of the
other participating artists.

One week prior to the announced time of the perfor-
mance, Piper spent two hours traversing the area where the
events would take place, “recording whatever occurred” on a
portable tape deck, carrying on conversations with Richard
Van Buren, Edwin Ruda, and Acconci; with Acconci some of
the chatter takes on “interpersonal overtones I was completely
unaware of at the time.””® Returning to the same location the
following week to perform in Street Works II, a one-hour series
of events, Piper brought with her the same tape deck. Setting
the speed to double, she played back the earlier recording while
walking the same route, no doubt to an audience of confused
passersby unable to garner much from its chipmunklike sounds
mingling with the real-time street noises. The temporal dis-
placement and confusion must have pleased Piper; it was very
much the effect she was anticipating, as she herself noted in
the recording, which she later issued as a nearly two-hour
audio work, Streetwork Streettracks I-11 (1969).2° Thus one work
is transformed into another, with the removal of something
specific from one moment, the transfer and compression of that
thing exactly one week later, and the later re-revealing of it as
a stand-alone audio work, freed from the constrained condi-
tions of live playback. This elasticity of time and place, a work
transported to another time in another place, removes it from
the performative structure it was crafted for, so that it becomes
both performance relic and work to engage with in the present:
the experience of an artist discussing a work that does not yet
fully exist. It is, in effect, a work documenting its own creation.

These organized street works can also be understood as
extensions of both the Pop art Happenings of the earlier 1960s
and the street protests taking place in New York and through-
out the country during the 1968 elections, the Civil Rights
Movement, and the Vietnam War. Whereas the Happenings
usually took place in galleries and performance spaces, the
street works were unconfined by physically walled-in spaces.
Enacted in open environments, comingled with the natural
flow of pedestrians, these performances created unlimited
possibilities for happenstance; with the sidewalk as the stage
and the city as backdrop, the inhabitants of New York became
active participants, willingly or not.

Piper, Rosemary Mayer, and the poet Aram Saroyan would
be the only three artists and writers other than Acconci and
Bernadette Mayer to publish their own books under the 0 TO 9
imprint. Three Untitled Projects [for 0 to 9]: Some Areas in
the New York Area (1969), a set of three untitled books intended
as independent works, expands Piper’s inquiry into spatial
relationships as fixed constructions defined by the limits of
the human mind of Here and Now. The work was widely seen,
thanks to Piper’s singular distribution of the books. The set
of three volumes, packed in a manila envelope, was sent by
mail—as an independent mail-art exhibition—to 162 artists, col-
lectors, critics, curators, dealers, friends, writers, and others.*°

The names and addresses of those being sent the books were
indexed in two columns on both sides of a loose sheet of
paper that was included in the envelope, with a red dot placed
next to the recipient’s name on the list in the packet that he
or she received: each one thus was designated as a location of
the exhibition.®!

Each of these four elements—the three books and the
index of names—demonstrates a distinct means of documenting
and naming locations. The first book records the locations
found at the intersections of horizontal and vertical creases
on a standard Hagstrom map of New York’s boroughs; the
second book illustrates the area of a randomly chosen block
of a map of Manhattan—the area between Second and Third
Avenues bordered by East Forty-seventh and East Forty-
eighth streets, identically marked in red ink in each copy—
proportionally translated into increasingly smaller dimensions;
the third book deconstructs four sheets of graph paper, using
descending grid sizes and various measurements for the
boxes on each of the four sheets (% inch, 1 pica, % inch, and
ten squares to 1inch, plus an equation to show how the fixed
gridded scales could theoretically be extended to larger dimen-
sions); and the sheet of the recipients’ names and locations
places the work in the here and now of the tangible world.

The effect of the second book is not unlike that of Kees Boeke’s
Cosmic View: The Universe in Forty Jumps, which in forty
“jumps” take a reader from a woman sitting in a chair with a
baby in her arms to outer space, 2 billion light years away.*?
By putting the project directly in the hands of her influen-

tial intended recipients, Piper utilized one of the significant
strengths of artists’ books, which is to extend works of

art to people—domestically and internationally—who might
not otherwise see the work in a gallery setting.

In the remaining months of 1969 and through 1970,
Piper’s work was featured in some of the earliest and most
important international exhibitions of Conceptual art,
including Language I11, at Dwan Gallery, New York; 557,087,
organized by Lucy Lippard, at the Seattle Art Museum Pavilion;
Konzeption/Conception: Dokumentation einer heutigen
Kunstrichtung/Documentation of To-day’s Art Tendency, orga-
nized by Rolf Wedewer and Konrad Fischer, at Stadtisches
Museum, Leverkusen, Germany; 955,000, Lippard’s expanded
and updated version of her earlier exhibition, at Vancouver
Art Gallery; Art in the Mind, organized by Athena Tacha Spear,
at the Allen Memorial Art Museum, Oberlin College, Ohio;
Conceptual Art and Conceptual Aspects, organized by Kosuth
and Donald Karshan, at New York Cultural Center; and
Information, Kynaston McShine’s curatorial opus, at The
Museum of Modern Art, New York. In all of these shows Piper
would be one of only a handful of women, the only African
American, and, with only two exceptions in the Information
exhibition, the youngest artist in each of the exhibitions.*®

Almost all of these shows were accompanied by catalogues
that provided the artists with pages to be used as additional
project space. Concurrent with Number 7, at Paula Cooper
Gallery (May 18-June 15, 1969), and Language I1I, at Dwan
Gallery (May 24-June 18, 1969), Piper independently produced
Untitled (“The area described by the periphery of this ad . . .”)/
Area Relocation Series #2 (page 171), a newspaper-page project
that appeared on the Galleries page of the May 29 issue of
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the Village Voice, alongside traditional advertisements for exhi-
bitions at Leo Castelli, Paula Cooper, Judson, Howard Wise, and
other galleries. Piper’s artwork for the page—small, unadorned
typewritten text held within the confines of a ruled rectangular
box—read,

The area described by
the periphery of this
ad has been relocated
from Sheridan Square
New York, N.Y.

to (your address) .
—area relocation #2
A. Piper

As an artwork hiding in plain sight, “the newspaper project”
logically took Piper’s concerns with relocations of space and
applied them to a vastly larger venue, via the sheer scale of
distribution of the Village Voice, whose weekly combined New
York City, domestic, and international circulation of more
than 130,000 copies constituted an audience vastly larger than
a week’s worth of regular gallery-goers or visitors to MoMA.3*
While Piper was not the first to deploy mass-market periodi-
cals as an alternative space to show artwork—Dan Graham and
Stephen Kaltenbach had been among the pioneers of artworks
crafted for advertising space, in 1968—her work appeared only
shortly after theirs and proved just as adept in occupying its
new environment, outside the narrow confines of the art world’s
well-demarcated spaces and limited (predominantly white,
middle-class) audience, to reach those who would not travel in
any case to see physical exhibitions.?

Defining Context
With her Context works, Piper made a significant shift, from
the model of art made under the sole authorship of an artist
for passive consumption by an audience to one of works that
not only invited audience participation but demanded it, as
an external means of creation. In the Context works, the actions
of others lent the art its content and material substance, with-
out any filter on the part of the artist. The works were operating,
in fact, as living objects. Context #6 began its life as four pages
in the Art in the Mind exhibition catalogue. The first page reads,

I AM COLLECTING INFORMATION
You are requested to

1) write, draw, or otherwise indicate any information
suggested by the above statement on the following
pages;

2) detach pages at perforation and mail to
Adrian Piper
117 Hester Street

New York, N.Y. 10002

The ensuing three leaves are labeled “context #6” at the top-left
corner and have a line of faux perforations running down the

left edge of each sheet. Thus, anyone willing to remove the
pages from the publication would be directly collaborating with
the artist to finish the piece, an action without which the work
could not exist. In a vacuum, without such contingent participa-
tion, the work would not be activated, would not become an
object responsive to its context.

Piper’s contribution to the show perfectly mirrored
Spear’s original invitation to each participant:

In the last couple of years a new kind of art—"“idea” art—has
developed alongside painting and sculpture, we feel that

the limitations of an exhibition [of painting and sculpture]

(in fact the limitations of a visual arts museum altogether)
prevent us from showing to our students an important part

of the present art scene. The work of a great number of good
young artists is no longer exhibitable. Therefore, we have
decided to have . .. an “imaginary” exhibition, Art in the Mind.
A number of artists who are working in this new direction are
being invited to send work which can adequately be described
on typewriter size paper and xeroxed in any number of copies.
The work could be grouped under such categories as these:
conceptual art; language art; projects for street works; projects
for ecological art; project for space art.*®

In Context #7, for the Information show, Piper used a sim-
ilar tactic, situating it as a dynamic, living, growing component
of the exhibition. A text, mounted above a table where a three-
ring binder filled with unprinted pages rested, read,

You (the viewer) are requested to write, draw, or otherwise
indicate any response suggested by this situation (this
statement, the blank notebook and pen, the museum context,
your immediate state of mind, etc.) in the pages of this note-
book beneath this sign.

The information entered in the notebook will not be altered
or utilized in any way.

Set between an enlargement of Andy Warhol’s infamous quote,
published in the exhibition catalogue for his 1968 Moderna
Museet show, “In the future everybody will be world famous for
fifteen minutes” and a table holding Andre’s Seven Books of
Poetry (1969), Context #7 changed throughout the exhibition’s
eighty-day run (fig. 8).>” As suggested by the title, it was the
context that gave shape to the work, as visitors added their
multiplicity of responses. The lethal war in Vietnam, the inva-
sion of Cambodia, President Richard Nixon, MoMA, music,
drugs, sexuality, Information itself—whatever was pertinent

to viewers as they encountered this work among the others in
the exhibition—all came in for comment on the binder’s accu-
mulating pages, ultimately filling 1,903 pages in seven binders
with critical, funny, heartfelt, profane, sarcastic, silly, and
politically piercing responses, thus completing Piper’s artwork
(pages 176,177). As an open and unfiltered system for the contri-
butions of viewers, Context #7, as well as the other Context
works, differed substantially from projects that entailed artists
soliciting, editing, and compiling works by other artists, such
as Bochner’s Working Drawings and Other Visible Things on
Paper Not Necessarily Meant to Be Viewed as Art (1966) (fig. 9),
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also presented in plain black three-ring binders, or, indeed,
the staple-bound volumes of 0 TO 9.%® As works whose times
and locations were the perpetual indexical present of each
viewer, the Context series unmistakably shared elements with
Piper’s preceding works; their substantial departure was the
addition of active participation by viewers, each of whom rec-
ognizes their own present differently. The relaying of time
and space, as reflected in Piper’s introductory text, is a particu-
larly lucid demonstration of this ideal.

The politically charged atmosphere of 1970s New York
did not escape Piper’s notice, but it was not only city and
national politics that interested her; she was also involved with
the Art Workers’ Coalition (AWC), which attempted to turn
the attention of artists, cultural workers, and art institutions
to the exclusionary practices of the art world. At protests at
the city’s three major museums—MoMA, the Whitney Museum
of American Art, and the Metropolitan Museum of Art—and
an “opening hearing,” held in the SVA auditorium on April 10,
1969, AWC members demanded the presence of people of
color and women on boards of trustees, the ceding to artists of
sacrosanct institutional control over the acquisition, display,
and programming of art, and the elimination of paid admission.
Every speech at the open hearing called for greater cooperation,
responsibility, and transparency on the part of the museums.*®
This broadest possible framing of an all-inclusive community
of artists and cultural institutions—MoMA in particular—would
be sustained explicitly by these actions.

In this period of increasing discord, Piper withdrew
her work from Conceptual Art and Conceptual Aspects, at
the New York Cultural Center, in August of that year. Instead,
she produced a statement, multiple drafts of which are con-
tained in Context #9, to draw attention to the conditions beyond
the limited, hermetic framework of the art world:

The work originally intended for this space has been withdrawn.
The decision to withdraw has been taken as a proactive measure
against the increasingly pervasive conditions of fear. Rather than
submit the work to the deadly and poisoning influence of these
conditions, I submit its absence as evidence of the conditions
other than those of peace, equality, truth, trust and freedom.

The Artist’s Body in Public Spaces
In the spring of 1970 Piper made another paradigm shift,
moving her practice off the static surface of sheets of paper
and turning instead to performance, to identifying her body as
a structural object among people, places, other objects, and
the construct of time. The opportunity to actualize this shift was
Hannah Weiner’s invitation to participate, along with thirteen
other artists, in The Saturday Afternoon Show, an offshoot of
the Street Works projects, this time held indoors at Max’s Kansas
City, a popular art-world hangout, on May 2, 1970, between
2 and 3 p.m.*® Amid a cacophony of simultaneous performative
works, Piper enacted Untitled Performance at Max’s Kansas
City (pages 178,179), a performance inspired conceptually by the
Hypothesis works.*!

In a sequence of photographs taken that day by Rosemary
Mayer, we see Piper wearing a blindfold, a nose clip, wad-
ded earplugs, a pair of long gloves over the long sleeves of

Fig. 9

Mel Bochner

Working Drawings and Other Visible Things on Paper Not Necessarily Meant to
Be Viewed as Art. 1966

Four identical loose-leaf notebooks, each with one hundred Xeroxed copies of
studio notes, working drawings, and diagrams collected and Xeroxed by the artist,
displayed on four sculpture stands

Each notebook 11% x 11%2 x 3% in. (29.8 x 29.2 x 7.9 cm)

Installation view at Working Drawings and Other Visible Things on Paper Not
Necessarily Meant to Be Viewed as Art, School of Visual Arts, New York,
December 2-23, 1966

The Museum of Modern Art, New York. Gift of Dr. Kuo Yu-Shou (by exchange),
Jill and Peter Kraus and Committee on Drawings Fund in honor of Connie Butler

Fig.10

Donald Judd

Untitled (Progression). 1965

Lacquer and enamel on aluminum

8% in. x 13 ft. 5in. x 8% in (20.9 x 408 x 20.9 cm)

The Ohio State University, Columbus. Courtesy Wexner Center for the Arts
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a sweatshirt, and knee-high boots into which her pants are
stuffed.*? She circulates through the restaurant, passing groups
of men and women sitting at tables and at the bar, who watch
her and the photographer—who should be considered part of
the action—with confused expressions. Piper advances blindly
through the narrow confines of the bar and walks unguided
into a service area, past two racks of glassware. Mayer, the
embodiment of the camera, trails alongside Piper, capturing
thin slices of time, measured in fractions of a second during the
one-hour performance. In a remarkable juxtaposition, two of
the photographs show, in the background, an equally lonely and
awkwardly sited artwork, Judd's first Progression work (fig. 10),
mounted on one of the restaurant’s walls.**

Perreault wrote a lengthy account of the show in the
Village Voice, taking note of both the successes and some of the
amusing misfires:

As far as I can report it, what happened was this. Vito Acconci,
formerly Vito Hannibal Acconci, sat in a booth and rubbed

his arm for one hour, causing a large red blotch to appear, which
incidentally although photographed on the hour has not yet
healed (see page 19). The image generated by this activity was not
without overt references to masturbation, a practice [formerly]
thought to lead to moronism. . .. Eduardo Costa, who was absent
because of illness, arranged for the notorious Mr. T. and a friend
to have dinner at Max’s, thus continuing his interest in socially
useful art works. (A practice more artists should be engaged in.)
Ira Joel Haber played the same record over and over again on
the juke box: “Let’s Spend the Night Together” by the [Rolling]
Stones, altering the environment in a non-visual but clearly
perceptible (audible) way. Deborah Hay drank one glass of red
wine in slow motion for an entire hour. Stephen Kaltenbach

and Frank Owen tried to set up a string of very bright lights,

but their collaboration became a piece about fuses and fuse
boxes because the lights kept blowing out all the fuses. Abraham
Lubelski had himself and his wife and his two children filmed
while eating dinner. Scott Burton did not do the brilliant work
he had originally planned. Hannah Weiner read aloud the
official instructions to waitresses at Max’s. Paul Pechter installed
one of his permanent installations by discreetly drilling a hole
in the floor and then plugging it up with a piece of lead. Adrian
Piper plugged her ears and nose and shielded her eyes and
wandered around the place for an hour, bumping into people,
being bumped into, and creating a startling image. (I thought
that a good piece would be not to tell her when three o’clock
finally arrived. Ira Joel Haber announced that he had turned
Adrian Piper into an illustration because at one point when

she was stumbling around—quite beautifully—the sound to her
sight, via juke box, was the Who’s “Touch Me” from “Tommy.”)**

Piper expressed to Mayer her frustrations with the event,

which Mayer recorded in a postcard to her sister: “Adrian was
blindfolded, nose & ear stoppered. But she wasn’t happy bcs.
she thought she didn’t bump into enough people.”* “I didn’t like
the idea that most everyone seemed to have been sitting down
watching the performance instead of milling around at Max’s

as they usually do,” Piper told the curator and art historian John
Bowles. “I remember feeling a bit frustrated that I'd designed
the piece for a bar but unbeknownst to me the bar had turned

Fig. 11

Gilbert & George

The Singing Sculpture. 1969

Performance view at Sonnabend Gallery, New York, September 25-October 8, 1971
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into a stage.”*® Because the performance took place on an early
Saturday afternoon, in the lull between gallery hopping and that
evening’s openings and parties, the images of that day’s per-
formances reflect a lightly populated bar with viewers largely
inattentive to the actions of The Saturday Afternoon Show hap-
pening around them.

A year before Gilbert & George would premiere The
Singing Sculpture (fig. 11) in the United States, Untitled
Performance at Max’s Kansas City anticipated the concerns
about objectification and the nature of self that the British
artists would flatfootedly put forward.*” Gilbert & George
defined their unification as consisting of two people but
a single artist, asking to be considered “living sculptures”—
sculpture being, for them, the highest form of art. After her
performance at Max’s Kansas City, Piper defined a starting
place for her Catalysis works with characteristic clarity: “I
was thinking here more and more about myself as a three-
dimensional object, and I was interested in exploring the
difference between human objects, that is, objects that have
subjectivity, and other kinds of objects that do not, other
kinds of nonsentient objects.”*® Thus, she brokers a contrast
between the Judd on the wall and the Piper within the walls
of the restaurant—or indeed the Piper in the broader indices
of the tangible world. Untitled Performance at Max’s Kansas City
can also be understood as a structured engagement with alien-
ation from the artist’s surroundings. This, in turn, suggests
an external realization of an interior experience: removing
herself from all points of contact with her surroundings, while
simultaneously walling off everyone around her from seeing
her as unique living being rather than an object to be observed.

The title of Piper’s Catalysis works evokes the step in a
scientific experiment when a chemical is added to a secondary
body to bring about a complex physical reaction—the artist
as the pinch of salt dropped in a pot of water on a stove to
accelerate boiling: Piper, in these works, activating her body
and personal space. In Catalysis I1I (August 1970) (page 180) she
wore a hand-painted “WET PAINT” sign and clothing coated
with sticky white paint to walk past throngs of shoppers on
Fourteenth Street, provoking confused and chagrined stares
from passersby, as seen in the photographs taken by Rosemary
Mayer.*® The next catalytic situation was Catalysis IV (1970)
(page 181), for which she “dressed very conservatively, but stuffed
alarge red bath towel into the sides of my mouth until my
cheeks bulged to about twice their normal size, letting the
rest of it hang down my front, and riding the bus, subway, and
Empire State Building elevator.”®® In five photographs by Mayer,
we see women surrounding Piper on a bus, averting their
gaze from her. In only one frame does a fellow passenger look
directly at Piper, with a somber and disdainful glare.

Part of Piper’s intent for the Catalysis works was to craft
circumstances that would allow her to interact with the public
without the public identifying the interaction as an artwork.

If the patrons at Max’s Kansas City encountering The Saturday
Afternoon Show were aware that what was happening around
them was art—too aware, perhaps, to react or even notice—then
moving out into a public sphere, away from such a knowing

and jaded audience, had the potential to catalyze a greater reac-
tion. There is no photographic documentation of Piper’s other
Catalysis works, but they may have been even more provocative.

Perreault has described performances in which Piper would
“appear in various bookstores smeared with smelly grease.. ..
sit in libraries with a concealed tape recording of consistent
burping. I'm sure any man with male chauvinist pig designs
on her would be repulsed as soon as he came within striking
distance.”® On the sidewalk or in a bus, bookstore, department
store, or library, Piper sought out reactive environments and
situations in which passersby would not recognize that they
had become active participants in these performances, while
Piper witnessed the results like a scientist watching the bubbles
in a test tube. In the Catalysis works Piper recognized, as she
had with her projects for publications, the restrictions of the
gallery exhibition and of the art world, populated as it was by
people in the know. That closed world created an echo chamber
that constrained the possibilities for artistic engagement and
experimentation, limiting them to what might be presented
within a conceptualized art-world context, compared with the
boundless access, experiences, and opportunities offered by
performing in public.

Beyond making art on the graph paper-like grid of New
York City streets, in the Catalysis works Piper, as the catalyst,
created the conditions inhabited by an outcast or social pariah,
thus compelling viewers to deal with their fear of an individual
utterly unlike themselves, whatever their own gender or race.
But Piper was also pushing against different boundaries, some-
thing more like those found in Michael Fried’s controversial
essay “Art and Objecthood,” which had appeared in the Summer
1967 issue of Artforum.? Fried argued that an individual’s reac-
tion to Minimalism—to works of sculpture in particular—could
only be subjective, because the work offers no discernable
narrative qualities: “The answer I want to propose is this: the
literalist espousal of objecthood amounts to nothing other
than a plea for a new genre of theatre; and theatre is now the
negation of art. Literalist sensibility is theatrical because, to
begin with, it is concerned with the actual circumstances in
which the beholder encounters literalist work.” In the Catalysis
works Piper broke free of this quandary by activating the
space around her, turning herself into the catalytic agent for
the public to respond to, and superseding the dominance of
Minimalist sculptural icons by inserting the human form as
a theatrical object to be reconsidered.” Fried postulates that
viewers must project substance onto anti-illusionist objects—
that is, to clothe artworks in a skin to give them meaning;
Piper, in the Catalysis works, inanimated herself, changing
her outward appearance in order to guise herself as a contrary
object, a disruptive element onto which spectators could
cast interpretations.

Objecthood and Objectivity
Piper’s exploration of other means of researching art and
objecthood intensified in the summer of 1970. By herself, in
her Hester Street loft, she was deeply engaged in a work of
profound introspection that formed a diametric contrast with
her very public Catalysis activities. In both Concrete Infinity
Documentation Piece (1970) (pages 182-85) and Food for the Spirit
(1971) (pages 186-93) she systematically deconstructed the study
of her body as a material object, although she did so in ways that
could not be actualized outside of these “private loft perfor-
mances.” The works are different in format and presentation,
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but for both of them Piper photographed herself in the same
dark, static location, looking at herself head-on in a mirror
while holding a Kodak Hawkeye Instamatic R4 camera. The
camera was the performances’ only witness, recording the
artist from her knees to just above her head, in various states
of dress, from fully clothed to nude. When she first presented
these works, in the Spring 1981 issue of High Performance,
she titled the essay “Food for the Spirit July 1971, but the four
images published with it were drawn from Concrete Infinity
Documentation Piece.’* What separates the two performances is
ayear, the different bodies of texts associated with each work,
the different performances that occasioned and are documented
in each, the different visual qualities of the images, the string
suspending her camera in the former work but not in the latter,
and the artist’s frame of mind as she produced each one.

In Concrete Infinity Documentation Piece, which began on
June 1 and concluded on July 7, 1970, Piper recorded a series
of neutral facts about her physical state over fifty-six sheets of
graph paper. Each sheet that marks a day has a black-and-white
photograph of the artist affixed to its top-right corner, a hand-
written date above the image, and, in her neat handwriting, a
single day’s documentary details, composed according to style
guidelines on a fifty-seventh sheet, which bears the heading
“Object Maintenance”:

Write everything I do. Temp & weight on rising
& going to bed. Picture once a day.

No subject

One verb/sentence

No incoming information, environmental
conditions, sensory input (saw, heard, smelled,
touched, tasted)

Ate: O.K. Read: O.K.
Restrict content whenever possible.

By excluding all external conditions from her documen-
tation, Piper recorded only objective truths. On June 1 she
photographed herself wearing only underwear and a blank
expression, and then proceeded to document what the
object Adrian Piper had done that day, without subjectivity,
thus divorcing her mind from her body:

Got up at 6am. Weighed 99 Ibs. Ate three teaspoons of soya
lecithin. Drank a glass of orange juice mixed with rice polish,
yeast, and bone meal. Swallowed a teaspoon of cod liver oil,
and a teaspoon of wheat germ oil. Turned on radio to WNCN.
Washed up. Swallowed one multiple vitamin, two B-complex
and C vitamins, eight amino acid pills. Drank a glass of Te
Kuanyin tea. Made bed. Shat. Brushed hair. Took picture. Got
dressed. Listened to “Medical Week”. Turned off radio. Wrote
in diary. Crammed for Astronomy final. Turned on news.
Peed. Drank a glass of Guo Jing tea with lemon. Brushed teeth.
Crammed for astronomy final. Washed glass. Shat and peed.
Crammed for Astronomy final. Retyped raw page. Peed. Weighed
98lbs. Crammed for astronomy final. Went down to grocery,
collected mail, bought grapefruit juice, talked to Mrs. Brumer.

Came back to upstairs. Opened mail. Drank a glass of rosehips
tea. Called Dwan Gallery. Called Vito Acconci. Brushed teeth.
Crammed for Astronomy final. Ate a bowl of cottage cheese
mixed with soya granules. Washed bowl. Drank a glass of kelp
and onion broth. Washed glass and spoon. Spoke to Vito Acconci
on the phone. Crammed for Astronomy final. Peed and shat.
Changed clothes. Called Dwan Gallery. Washed up. Called Vito
Acconci. Turned on radio. Left house with “Context #8” piece.
Met Vito Acconci on the subway. Went up to Dwan gallery. Spoke
to superintendent. Spoke to freight elevator man. Went to coffee
shop. Drank a glass of ice tea with lemon. Went to first stationary
store. Went to second stationary store. Wrote three drafts of
anote to Kay Epstein. Helped Vito Acconci draw instructions

on his piece. Helped Vito Acconci wrap both pieces. Walked with
Vito Acconci back to gallery building. Took subway downtown
with Vito Acconci. Continued downtown to Grand St. station.
Returned home. Took off clothes. Peed. Weighed 98 lbs. Turned
off radio. Washed up. Ate two tablespoonfuls of wheatgerm.
Drank seed papaya fruit water. Crammed for Astronomy final.
Washed spoons, glass jar. Did exercises. Watched news. Peed.
Drank seaweed and onion soup. Washed glass. Drank broc-

coli and parsley soup. Washed glass. Ate three teaspoons rice
polish. Drank a glass of black lichee tea. Washed glass. Drank

a glass of bouillon. Turned off TV. Brushed teeth. Watched
sunset. Crammed for Astronomy final. Swallowed eight amino
acid pills. Crammed for Astronomy final. Washed glass. Fixed
light cord. Peed. Brushed teeth. Crammed for Astronomy final.
Peed. Weighed 101 Ibs. Drank a glass of Te Kuanyin Tea with
lemon. Brushed hair. Crammed for Astronomy final. Took phone
off hook. Crammed for Astronomy final. Washed glass. Sipped
orange and grapefruit juice. Washed up. Brushed teeth. Peed.
Weighed 100. Went to bed at 10:40. Body temperature: 91.5 F

When Piper made this stripped-down work, she was engrossed
in her studies at the City College of New York, where she had
been pursuing a degree in philosophy, with a minor in medi-
eval and Renaissance musicology, since 1970.%® The work’s

title makes clear that Piper was extending her Concrete Infinity
works of 1968, including Concrete Infinity 6-inch Square [“This
square should be read as a whole . . .”] (page 153) and Concrete 8"
Square [“The sides of this square measure 8" . ..”] (page 152), which
both used pure language to self-referentially build the type-
written form of the area defined by its own description, thus
documenting itself “simultaneously to this abstract system.”*®
Here she turned herself, a specific object, into part of a logical
system in much the same way as in the Concrete Infinity works,
with language and numerical measuring systems—by defining
the contours of what an object is without providing the inner
workings that take place behind the sheet of paper or the artist’s
internal monologue. This, too, draws on the dichotomy between
two states of being, as in Plato’s Allegory of the Cave: the ideal-
ized object is but a shadow made by the complex qualities that
provide an actual object with material substance.

In the following year Piper’s philosophical work and
personal artistic investigations into the nature of selfhood
accelerated dramatically. Encouraged by her best friend,

Phillip Zohn, Piper embarked on what would become an ongo-
ing obsessive professional study of Immanuel Kant’s profound
Critique of Pure Reason, the work that eventually led to her
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doctorate in philosophy, at Harvard University, in 1981 It was
this work, too, that in July 1971 led Piper back to the ideas she
had explored in Concrete Infinity Documentation Piece, this time
in an even more austere format. Throughout that hot month,
she became deeply and intensely engaged in Critique of Pure
Reason, losing herself in its complexities. She took breaks only
for yoga or to leave her loft for groceries or meditative walks.
She saw no friends during this time, and depended on juice and
water alone for corporeal nourishment. As she slipped deeper
into the book, Piper has recalled, “I thought I was losing my
mind, in fact losing my sense of self completely.”*®

Food for the Spirit came into existence in this moment
of crisis, in order to “anchor [herself] in the physical world.”*®
Over the course of the summer, in the same place in her loft
where she had taken the photographs for Concrete Infinity
Documentation Piece, Piper photographed a sequence of four-
teen black-and-white images showing herself, again, in various
states of dress and undress. In each image, the bottom of the
frame cuts across Piper’s knees, and her head is set almost dead
center, surrounded by shadowy details of the loft. A backlit
window, with frosted safety glass and security bars, is clearly
visible to the left of the artist in the first four images; in the rest
of the sequence it fades in and out of the darkness, suggesting
that the latter photographs were taken at night. In some of the
better-lit images, we can make out a large metal bracket with
a wire dangling from it, just to the right of the mirror at almost
the same height as Piper’s head. In only one image, the second
in the sequence, which appears to be illuminated by a light
near the ceiling and by daylight filtered through the window, is
a fully packed bookshelf visible, reflected in the mirror behind
Piper. In all of the images, as in Concrete Infinity Documentation
Piece, Piper’s face in the mirror is emotionless, and her cam-
era, held with both hands, is positioned at her torso’s midpoint.
Throughout the sequence, the photographs become incremen-
tally darker and denser, pulling the artist into their shadowy
depths. Space, time, and seriality are the overriding thematic
thread, materialized as sequential self-documentation by
images, in Food for the Spirit, and in written record, in Concrete
Infinity Documentation Piece.

Food for the Spirit’s first public presentation, in 1987,
included the photographs, a black three-ring binder with
pages torn from Piper’s edition of Norman Kemp Smith’s 1929
translation of the Critique of Pure Reason, with her handwritten
marginalia inscribed in ink, contained in plastic sleeves and
16 by 20-inch (40.6 by 50.8-cm) “photodocumentation for
performance photograph,” as well as commentary on the work
that Piper had written and published in High Performance.
A set of smaller photographs, perhaps printed at a drugstore,
are interspersed among the pages of Kant and commentary
in the binder.®® (An audio tape, later recorded over and thus
destroyed, was also part of the original work in which Piper
recorded herself “repeating the passage in the Critique that
was currently driving me to self-transcendence.”)®

“I have always had a strong mystical streak,” Piper wrote,
in a text accompanying the work’s first public exhibition,
in 1987.%% Of her physical self becoming a kind of apparition
in her own mind, she said, she believed she may have been
“abdicating my individual self on every level, becoming Kant’s
analysis of Transcendental Unity of Apperception in the

Synthesis of Appearances according to the Rules Given by
the Understanding for Reflective Self-Consciousness.”®

If in Concrete Infinity Documentation Piece Piper was focused

on strictly describing herself as a resolutely impersonal

object, lacking internal dialogue processing the thoughts behind
her physical actions, in Food for the Spirit she turned her
attention to the unity of her body and mind, with all that unity’s
inherent conflicts, which she sought to reconcile under the

gaze of Kant.

Deepening Contexts
LeWitt lived a few floors below Piper, on Hester Street. He was
twenty years and nine days older than Piper, but they were
good friends, a relationship based on respect for each other’s
art, ideas, musical interests, and, no doubt, their fastidious
Virgo personalities. In May 1969 Piper assisted with the execu-
tion of LeWitt’s Wall Drawing 11: A wall divided horizontally
and vertically into four equal parts. Within each part, three of
the four kinds of lines are superimposed., for Paula Cooper’s
Number 7 exhibition, and two additional drawings on large,
white-painted aluminum boxes at Dwan Gallery in September
of the same year.%*

Conceptual art was frequently chastised in the 1960s
and '70s for what was perceived as a lack of humanistic interest,
for the distillation of pure information into pseudoscience
for misguided philosophical ends.®® The removal of the self from
the art object was understood not just as a dematerialization
of the materiality of art but also as a negation of the artist’s
hand and the human qualities of pure beauty, form, and sub-
stance that had traditionally been expected of an artwork. Even
some of the artists included under the rubric of Conceptual
art—both at the time and retrospectively—were critical of
it, such as Lee Lozano, who in the first of her private diaries
jotted down,

Kosuth’s art it seems to me is more about words than it is

about ideas. The words he picks have already been explored
(e.g. “Abstract” (N.Y.C. Art), “Water,” “Positive,” “Negative”
(science), or a quote directly from Warhol). The objects he hangs
his words on are too close to paintings to be revolutionary.
Aside from dumping the objects entirely, possibly the only inter-
esting way he could go would be for him to find some brand

new words, words that relate to the art of the future, or even to
invent some words of his own.%¢

Kosuth did not hesitate to praise the work of Piper and others
for their “development in a purer form of ‘conceptual art,”
while at the same time he called out artists such as Baldessari
and Bochner, whose work did not align with his own ideals.*”

It would be myopic to say that the Conceptual artists
sought to scrub their work of aesthetics and humanity, or to hew
only to objective ideals of quality. The work of Piper, Acconci,
Bas Jan Ader, Eleanor Antin, Hans Haacke, Huebler, Martha
Rosler, and other first-generation conceptualists recognized the
interconnections between artist, objecthood, and the ingrained
social contract, and considered them elemental material condi-
tions in their practices.®®

In LeWitt’s loft resided a sculptural object that resonated
with his interest with the human body and systems. Muybridge I
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(Schematic Representation) (1964), a long rectangular black-
painted wooden box could be mistaken for a Minimalist work, but
for a power cord that dangled from where it was mounted on the
wall with ten evenly spaced small holes drilled in its front. When
the work was switched on, the holes revealed ten illuminated
interior spaces, each one independently flashing at random, one
second on and a quarter second off, flickering like the shutter

of a movie projector.®® By putting an eye to each hole, a viewer
could see that the work’s stark exterior belied what was inside:
ten black-and-white photographs of a nude woman against a
black background, appearing to walk closer to the viewer (or to
the photographer, Barbara Brown, who shot the images of an
anonymous model) with each successive viewing hole, from a
substantial distance away to close enough that the frame is filled
by the area surrounding the model’s belly button (fig. 12).”

As is noted in the work’s title, LeWitt’s piece is an homage
to Eadweard Muybridge, the British photographer who, in the
1870s, used multiple cameras to document human and animal
locomotion, including similar series showing men and women
walking. LeWitt later wrote,

The work of Eadweard Muybridge has had a great impact on

my thinking. This piece was done after some years of thought
and experimentation and was the source of much of the serial
work. At this time there was a search for a more objective
method of organization as a reaction against the idea that art
was composed with great sensitivity by the artist throughout

the production of the work. This reaction eventually led to

a theory of art that offered the idea that the original conception
(perhaps intuition) of the work of art was of primary importance;
the work would be carried through without deviation. It pro
posed the notion of the artist as a thinker and originator of ideas
rather than a craftsman.”

Muybridge I (Schematic Representation) was one of LeWitt’s ear-

liest pieces featuring modular, serial objects, a stepping-stone

toward 46 Three-Part Variations on 3 Different Kinds of Cubes.
Where LeWitt’s work is open to subjective readings—a

reconfiguration of Muybridge images for new audiences,

a prurient peep show—Food for the Spirit was conceived not

for an audience but for the artist herself, and can be under-

stood objectively, as a work reflecting Piper as she was at a fixed

moment in time and space. While in Muybridge’s and LeWitt’s

works the movement of time is based on or communicated

by the forward motion of models over a few seconds, for Piper’s

it is the variables of light that relay the passing of time.

What Do You Represent and How Do You Represent It?
From 1946 to 1961, periodicals such as P.M., Art News, and others
ran a comic strip by Ad Reinhardt called “How to Look” (fig. 13).
In a panel that appears in many of its iterations, a simply drawn
man, wearing a hat, points at a rectangular abstract painting.
To the right of his head, representing either his thoughts or voice,
a text reads, “Ha ha what does this represent?” Directly below
this, we see that the painting has sprouted legs, a scowling face,
narrowed eyes, a comically large nose, and an arm and finger
pointing back at the man with enough force to throw him off
balance, sending his hat flying off his head. Shocked, he falls

backward, as the painting responds, “What do you represent?”"

Fig.12

Sol LeWitt

Muybridge | (Schematic Representation). 1964

Painted wood with ten compartments containing photographs by
Barbara Brown and flashing lights

Each compartment 10% in. x 8 ft. Y2 in. x 9-%2in. (26.9 x 244 x 241 cm)
LeWitt Collection, Chester, Connecticut

Detail: photograph by Barbara Brown as seen through drilled hole
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From the LSD works, which transformed the possibility
for transcendent experience into palpable, vivid drawings
and paintings, to Food for the Spirit, which recognizes the image
of the artist—not unlike Reinhardt’s reactive painting—as
aresponsive object with a specific objective, the trajectory of
Piper’s work has been unwavering. Using systems, permuta-
tions within sequences, and rational, serial confrontations with
the indexical present, Piper has incrementally and logically—
and uniquely among her peers—advanced a holistic pattern of
system-based art, intricately balancing, as she did with The
Barbie Doll Drawings, what can be seen and knowingly catego-
rized with the proposition that there also exists a plane that
can only be understood through intuitive logic. Meat into Meat
and the Context works deftly applied new gravity to this pattern
by adding the agency of other parties, an element of controlled
but ultimately unpredictable chance. With Untitled Performance
at Max’s Kansas City and then the Catalysis performances,
Piper introduced herself as a specific object, to be considered
rationally, as one would analyze a mathematical formula—as
an integral, integrated, structural component in the artwork,
rather than a person. Where Concrete 8" Square [“The sides
of this square measure 8" . .."] is comprehended through a set
pattern of math and a vocabulary of definitional language,
Untitled Performance at Max’s Kansas City and the Catalysis
works use photographic images to reflect the way time and
space may be defined as durational units that can only exist
within a fixed logical construct.

Concrete Infinity Documentation Piece and Food for the
Spirit build from the same roots. In each, Piper materializes
and forefronts herself, questioning the constraints of what can
be ascertained through objective facts. From a more distant
perspective, one pulled even farther from the vagaries and
misinterpretations we bring to photographic images of people
other than ourselves, she becomes an infinitely changeable
variation on a cube, a catalyzing agent—an element of a larger
system that comes into definition the farther back we step.

Like Reinhardt’s angry painting, Piper’s work inverts the
role of the viewer from passive recipient to engaged partici-
pant. Using conceptualist tools as an extended arm and pointed
finger, Piper tested the environment for the creation of work
that went beyond the constraining conditions and traditional
narratives of the art that had come before her, and in doing
so she solidified a framework for the works that would follow.

Fig.13
Ad Reinhardt’s comic “How to Look” (detail), published in PM. magazine,
May 12,1946
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I listened to Aretha’s version of “Respect” until I had it completely
memorized and could hear the entire song in my mind at will.
Sometimes it “turned itself on” without my willing it. However,

the piece was performed only at those times when I did will it.

The piece consisted of my listening to the song in my mind

and simultaneously dancing to it. I did a mixture of the Bugaloo,
the Jerk, the Lindy, the Charleston, and the Twist, with a high
degree of improvisation. I performed the piece while waiting on
line at the bank, at a bus stop, and in the Public Library.

— Adrian Piper!

Aretha Franklin’s anthem marked its fiftieth anniversary in
2017, a year of right-wing political revolution in the United
States and around the world. The occasion of Adrian Piper’s
fifty-year retrospective exhibition lands in the United States
at a moment when the national conversation about race,
identity, immigration, and the golden rule are singularly
and urgently unfolding in real time, embroiled in a cultural
mood and climate of fear that is being fed from the top ranks
of the government. What is striking when considering Piper’s
complex and uncompromising body of work over the course
of her career is her devotion to a handful of ideas that remain
as urgent and powerful now as they were in 1968, the year in
which her work began to turn toward indexical public address.
The strategies of directly addressing viewers in order to locate
them in the here and now, rather than in the past or future,
and employing a conceptual idiolect while also situating a
deeply political and subjective response to the world are at the
center of her practice and are essential to the ongoing impact,
the contemporaneity, of her work. Piper has honed these strate-
gies, in her art, writing, and life, for more than five decades.

Although Piper’s practice is fundamentally conceptual,
hers is a visual language, using appropriated photographs, text,
installation, video, and performance. In this merging of the
conceptual and visual, her work, deploying a realism appro-
priated from current social and political discourses, confronts
viewers with directness and clarity that is startling among
contemporary artists. Her imagined audience is a responsible
viewer, one who, in a place of civil discourse, meets her and
is willing to engage. Piper laid out the ideal effect of her work
in the 1989 text “Xenophobia and the Indexical Present 1”:
“I want my work to contribute to the creation of a society in
which racism and racial stereotyping no longer exist. In such
a society, the prevailing attitude to cultural and ethnic others
would be one not of tolerance but of acceptance.”®

Not one to shy away from complicated and sometimes
painful content, she goes on to articulate why this distinction,
between tolerance and acceptance, is indeed important,
a precise parsing of language that characterizes much of her
practice as a writer and an artist. Her insistence on it speaks
to an ethics of responsibility that underlies her work, a moral
imperative that Piper moves from subject to viewer, as well
as to a challenge she issues over and over again. Piper’s voice
as an artist and acute social critic has never been more relevant
or more potent.

Invitation to Dance
Piper first danced to her internal Aretha Franklin in one of the
Catalysis street performances in 1972. In 1975 she performed

as the Mythic Being on the streets of Cambridge, Massachusetts,
where she was living at the time. That same year at Artists
Space in New York, she presented Some Reflective Surfaces

(fig. 1), a multilayered audience-oriented performance that
included the song and featured a double-drag femme version
of the artist’s Mythic Being persona—with chalk-white pancake
makeup, pencil mustache, starred beauty mark, and reflective
sunglasses—and presented this performance again in 1976

at the Whitney Museum of American Art. So the male persona
was activated in a number of different guises. In a text about
Aretha Franklin Catalysis and Some Reflective Surfaces, Piper
recalls being interested in popular “disco” dance figures as

a form of ritualized sexual and political confrontation: “This
type of dance was capable of expressing a whole spectrum

of feelings people have about their own bodies—all the more
eloquently because the rhythms of disco music (which I define
to include . . . disco, funk, soul, Motown, salsa, and disco-jazz),
while complex and densely textured, tend to be repetitive

and to transform gradually, rather than being discontinuous
and rhythmically simple like much rock music.”

In both performances of Some Reflective Surfaces the artist
danced to “Respect” against a film, projected behind her, of her
dancing to the same music on another occasion, with a group of
fellow graduate students in the Harvard University philosophy
department. The soundtrack also included a voiceover of Piper
narrating an incident that took place during a period when, to
support herself, she worked as a disco dancer in New York’s
Ginza and Entre Nous nightclubs (thanks to a fake cabaret
license). She describes collaborating with two other dancers to
choreograph a routine to perform together, rather than impro-
vising individually, thus granting them a collective power:
objectified for the pleasure of others, the dancers transformed
themselves into empowered bodies.

Social dancing, dancing in public, as a subject for art
was for Piper a natural extension of this labor and of her
thinking about the political potential of disco and funk: “To
succeed in dancing to disco music, and to perform the full
spectrum of figures and gestures that are part of that, is to
express one’s sexuality, one’s separateness, one’s inner unity
with one’s own body; and in a sexually repressive, WASP-
dominated culture, this is to express defiance.”* Much the way
Franklin turned Otis Redding’s bluesy admonition, meant to
coax a woman into sexy submission, into a feminist power bal-
lad that has inspired people to dance and resist for fifty years,
Piper’s narrative transforms the conditions of dancing as sexy
objects into the performances of powerful subjects. And she
deploys this story, in her characteristically precise language,
to get her audience moving.

In these works, her first foray into the political potential
of dance, Piper’s interpretation of “Respect,” her dance stylings,
and her monologue posit labor and self-fashioning at the core
of artistic identity: what does it mean to put your body on the
line as a medium of economic exchange? How does a (woman)
artist perform her identity, and for whom? Must she perform
an identity in order to have one? Although aware of the issues
of power at stake for her personally, as a woman and an artist of
acknowledged African descent, Piper incites nothing less than
consideration of the most basic questions of gender and biolog-
ical identity. Mixing and sorting the vernaculars of embedded
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Fig.1

Some Reflective Surfaces. 1975-76

Documentation of the audience-oriented performance at the Whitney Museum of American Art, New York,
February 28, 1976. Two gelatin silver prints and 16mm film transferred to video (color, sound), 00:15:27
Prints 19% x 15 in. (49.5 x 38.1 cm) and 15 x 19%2in. (38.1 x 49.5 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Detail: print #2
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racism, xenophobia, and sexism, Piper re-presents the images
we have of ourselves, leading us to ask how we see difference,
how we understand and name ourselves and one another.
And, in the well-known words of Rodney King in the midst of
the 1992 Los Angeles uprising, why can’t we all just get along?®

Just as her personal political politics were manifest in
her commitment to the Civil Rights Movement in the early
1960s, Piper’s discovery, a decade later, of the collective power
of dance put social engagement at the center of her practice.
Using her body as a vehicle for disarming her public into direct
engagement, Piper exploits its power—that of hers and of
the viewer’s—as a locus for meaning. Participation, one of the
primary legacies of first-generation political Conceptual art,
is a means of both democratizing the meaning of art and giving
agency to its audience; and Piper’s contribution to Information,
organized by Kynaston McShine at The Museum of Modern
Art in 1970, is another early work evidencing such an invitation,
in the form of a set of empty notebooks in the gallery that
viewers were encouraged to fill with whatever they liked
(pages 176,177). The notebooks predated the visitor books now
found in most art galleries, and in 1970 they advanced a much
more earnest attempt at engagement. The solicitation of
opinion and its subsequent expression, something not usually
encouraged within the hallowed context of an institution, extends
a political laying of claims, an invitation to conversation, an
empowering of the audience in a way then unprecedented.

The genealogy of Piper’s public engagement and indexical
direct address extends back to her earliest conceptualist works,
most explicitly in the text-based proposals of the Concrete
Space-Time-Infinity pieces (1968-69). Reading, Piper shows,
is a social act: the text is the vehicle for her voice, which acti-
vates the reader by heightening the self-awareness of mental
activity. Many of her typewritten pageworks can be read
as outer-directed assertions of fact, both personal and public.
The Concrete Space-Time-Infinity works, among others, are
objects that refer both to themselves and also, as Piper has said
of the Hypothesis series (1968-70) (pages 144-47), “outward, to
the world of abstract, symbolic meaning.”” In the storage note-
book entitled Nineteen Concrete Space-Time-Infinity Pieces, we
find a statement by the artist about her work. Its title is Untitled
Statement (“My present work is involved. . . . ”) (1968). This state-
ment describes a transfer of action, through the act of reading,
from the artist’s conception of the work to the viewer’s con-
struction of its meaning:

My present work is involved with the general nature of time
and/or space. In any specific form, there is an infinite amount
of information that can be conveyed about it, and an infinite
number of permutations of it. These possibilities are obviously
suggested only by the structure of the language used in dealing
with or identifying its general character, and not through direct
perception. One could continue to supply verbal information
about it indefinitely. Therefore, it seems most logical to allow the
physical boundaries of the specific form used to limit how much
is stated about it. Another way of imposing limitations is to

have the person to whom I'm giving the piece arbitrarily decide
a) whether they want the piece to exist in time or space (thus
deciding the nature of the medium used); b) the number of units
of that medium they want the information carried to.?

1f yeu are a slew resder, it will take yeu sppreximately five ssccmds te resd
thin ventence,

If, en tue ether hand, you are 2 fast reader, it will very likely take you
thke same ameunt of time te read this sentence, since it has mere words im it,
in additien te s few subsrdinate clauses,

If you ara sn aversge resder, you wmugt set up & ratie of the uumber of werds
in tihe first semtemce over the time it takee & slew readsr to recd it(five se-
conds) te the mumber of werds im the firet sentence ever ths time it weuld take
& fast resder te vesd them(umknown quantity x ), selve ths ratie, add the twe
times, divide tue sum by twe, divide the dividead(the average time ebiuined)
inte thke ssme erigimal number of werds, wuliiply tae new dividend by the tetsl
number of werds im tkis sentence, and you will them knew hew leng it has taken
you teo read tnis sentence.

ariwn Fiper(.5 vecend)

Fig. 2

Nineteen Concrete Space-Time-Infinity Pieces. 1968-69

Notebook with fifteen pageworks. Ring binder with nineteen pages
in plastic sleeves

Each page 11 x 8%2in. (27.9 x 21.6 cm); binder 11'3%46 x 10%6 x 1%z in.
(26.8 x 30 x3.9cm)

Detail: Untitled (“If you are a slow reader ..."). 1968

Typescript page

Generali Foundation Collection—Permanent Loan to the

Museum der Moderne Salzburg
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This statement refers to artworks Piper was producing during
this period: single-page documents containing a performative
potentiality—literally the possibility of movement of action

or cognition from artist to viewer. These works form part of
Conceptual art’s history of interpersonal engagement. Some of
Piper’s texts are autological and take place in real time: “The
time needed to read a line of print depends on the content and
structure of the line” (page 158), and “If you are a slow reader it
will take you five seconds to read this sentence” (fig. 2). The work
presumes a reader, but its punctum lies in the indication, both
modest and descriptive, of an action, the “maybe” of potential
engagement and outcome. In the analog spirit of much early
Conceptual art, the act of reading the text is intimate, but it is
also conditional, based on the viewer’s choice whether or not
to do it. In spite of the work’s ethical rigor and deadpan quality,
there is also a sense of humor that has been largely eclipsed by
the precision and seriousness of the voice. This humor is often
clear in Piper’s critical writing about her own work but also
breaks through and, especially in recent works, reaches a level
of transcendence and joy.

By 1969, in works such as those collected in the storage
notebook entitled Nine Abstract Space-Time-Infinity Pieces, the
performative potential has moved beyond the limited concep-
tual field of the page, from the internal and self-referential act
of reading, to the viewer’s immediate surroundings, external
to the page. One of the nine pieces reads, “Proposal: to exhibit
this piece whenever the opportunity presents itself” (page 168).
And in April 1969, as part of Street Works, Piper outlined
various ways for nine participants to move around four des-
ignated blocks in Manhattan—running, walking, riding a
bicycle—recording the view from the midpoint of each block
with a Polaroid camera (fig. 3). The participants would distribute
the proposal—an open invitation to others to participate—
on Fourteenth Street between Fifth and Sixth Avenues. Like
her colleagues Vito Acconci and Robert Smithson, whose
urban-mapping projects moved them out of the studio and
into the public and even, in Smithson’s case, into the frontiers
of New Jersey and, later, the American West, Piper, through
these projects, located her body and those of others in the
public sphere.

The trope of the directive or administrative was common
among first-generation Conceptual artists, an impulse that
extended, in part, from those artists’ desire to think about
the nature and value of artistic labor. Piper’s friend and men-
tor Sol LeWitt, as well as many other artists with whose work
Piper’s was shown, including Dan Graham, Lee Lozano, John
Baldessari, and Mierle Ukeles, developed task-based strategies
that adapted what the curator Helen Molesworth has called
the “language and logic of work.”® By contrast, Piper extended
the conceptual framework of image and text by turning to
aural methods of communication. In the Seriation sound
works, of 1968, she signified the administrative with generic
prerecorded voices. Seriation #1: Lecture features the blank
recorded voice reached by dialing “Time” on the telephone—
the “speaking clock” that intones “At the tone, the time will be
12:00"—delivering the time at ten-second intervals for a
half-hour. The voice, extracted from its original context, has
an almost forensic quality, foregrounding our rule-based,
if arbitrary, relationship with the mechanized world and the

Street Worke: Friday, april 18, 1969, 5 - 6 P
designated block: 13th - 14th Sts./5th - 6th Aves,

seProposal £1
1. On Friday, April 11 from 4:30 to 6:30 PM, walk around outer sidewalk bound-
aries acrose the street from designated block,
Record 1200 ft. of tepe at 1 7/8 IPS (two hours) of undiffarentiated noise,
2, On Fridey, April 18 from 5 to 6 PM, walk around inner sidewalk boundaries
on designated block,
Play back previously-recorded undifferentiated noiss at 3 3/4 IPS (ome hour),

Proposal #2
I, Take one photo from each of the following locations with s poleroid camera:
#1 - four blocks N of designated block: S side of W, 18th St, between 5th and 6th
Aves,, midpoint of block.
#2 ~ four blocke ® of designated block: W side of 3rd Ave. between E, 13th and
14tk Sts., midpoint of bdlock,
+#3 - four hlock! S of designeted block: N side of W. 9th St, between 5th and 6th
Aves,, midpoint of block.
#4 - four b’ocks W of designated bdlock: ¥ side of Washington St, between %, 13th
and 14th Sts,, aidpoint of block,
2. On Friday, April 18, at 5 PM, attach
Photo #1 to S side W, lhth St. bstvoer 5th and 6th Aves, at mldpaint of block
" #2 to W side 5th ive, batween W, 13th and 1lth Sts. "
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Proposal #3 (for nine participants)
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Distribute this page on 1bth St, betwsen 5th and 6th Aves. from 5 to 6 PM.

*s P

Locate designated block on a New York City streetmap., Divide block cross-
wise into four equal sections, Extend perpendicular lines to edges of map.
Using lines as guide, cut map into four unequal rectangles, Each rectangle will
contain one corner of designated block,

Indicate corner of block on sach section of map. Identify each section of
map by the location of that corner in space (NW, NE, SW, SE), Attach each section
to corresponding corner of actual dlock.

Adrian Piper

*% carried ocut

Fig.3

Nine Abstract Space-Time-Infinity Pieces. 1968-69

Notebook with eight pageworks. Ring binder with twenty-nine sheets
in plastic sleeves

Each page 11 x 8%z in. (27.9 x 21.6 cm); binder 11'346 x 10%e x 1%2in.
(26.8 x 30 x 3.9 cm)

Detail: Untitled (“Street Works: Friday, April 18, 1969, 5-6 PM..."). 1969
Typescript page

Generali Foundation Collection—Permanent Loan to the

Museum der Moderne Salzburg
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measurement of time, which we thus experience indexically.
Seriation #1, as Piper has said, is “directed towards giving a
direct experience of the duration of the half hour.”*® The work
also slyly suggests the absurdity of confirming our faith in an
absolute such as time by listening to a recorded voice marking
its passing—an idea that now seems quaint and nearly unimag-
inable as well (though the speaking telephonic clock is still
available). The recorded voice here is the medium but is not
itself the message: Piper is not enamored of technology as an
end in itself, and her work has remained staunchly low-tech,
deploying whatever is most expedient—in this case to elicit
what she refers to in another work as “tools for listening.”"*

In Seriation #2: Now, the here and now is accentuated by
the artist’s intoning the word “now” between intervals of silence
that diminish, according to a serial algorithmic function, from
one minute to one second long, for a total of eighteen minutes.
Piper has noted that some listeners have imparted a sexual
meaning to the work, perhaps alluding to the slow crescendo of
the “now.” Although she denies this was her intent, the intervals
between the artist’s voice—the anticipation of its reappearance—
do feel at least anxious, nearly excruciating. The systematic
variation in intervals nevertheless prevents listeners from
becoming accustomed to a pattern, lengthening their attention
and testing the limits of what can be managed and compre-
hended; the elasticity of silence becomes a structural element
through which meaning can be conveyed. This cadence of
silence and speech is developed in other conversational works,
such as My Calling (Card) #1 and #2 (1986-90) and Cornered
(1988), which will be discussed later in this essay, and in which
direct address is punctuated by meaningful pauses filled
with the potential of individual and political transformation.
Seriation #2: Now, like Seriation #1, can also be understood
in terms of trust and endurance: the listener, by participating,
has to have faith in the gesture and its execution—in the artist
who disappears and reappears, punctuating the stretches
of silence with moments of rupture. Such trust is experienced
differently now, in our digital age, but it continues to be a way
of constituting community, an approach that returns later
in Piper’s career. But in this work, the artist/listener relation-
ship is intimate, extending across the silences and delay of
the recorded conversation, and this intimacy, too, is a kind of
trust, a kind of faith—like that of dialing out for a culturally
agreed-upon signal of time.

Piper’s references in the Seriation works range from
the experimental compositions of John Cage to the automated
worlds of Isaac Asimov’s science fiction.'” The year before,
she had been listening to the composers Arnold Schoenberg,
Karlheinz Stockhausen, and Cage, as well as to her contempo-
raries LaMonte Young, Terry Riley, and Steve Reich.™ Reich,
in his Minimalist compositions, also experimented with auto-
mated and found sound. Certainly Cage’s 4'33", a symphony
composed of a silence during which one or more instruments
are not played for the duration of the work, also enlists the
idea that bodies occupying a space together and sharing an
absence, in this case the absence of sound, constitutes a social
act. Cage’s transference of the action of performance from
musicians to audience is a profound gesture of faith. Cage, of
course, also used silence and withdrawal, but Piper’s particular
and singular contribution lies in the attribution of meaning

to those elements by situating the viewer’s subjectivity at
the center of them. Sound, like video, for many Conceptual
artists provided a cheap, easy way to communicate more
broadly, and these time-based mediums could also be mar-
shaled toward an aesthetics of boredom and monotony,
such as Piper’s nascent consideration of what an audience
would be able to endure.

Politics and Conceptual Art
Although it is common to ascribe political motivations to
Conceptual works of the 1960s, Piper resists such claims for
her early work. And, indeed, the typewritten pages and single-
listener audio works, and the scope of activity they initiate,
bespeak a certain insularity; they are modest in their reach,
as though Piper sought not to change the world but to intervene
one viewer/listener at a time. This one-on-one relationship
with the viewer has continued throughout her career and into
the present: a politics of engagement and transference of
agency whose early roots are found in the Catalysis works and
Infiltration, 6/71, an unrealized performance of 1971 (figs. 4, 5).
On two pages of typed text Piper proposes the parameters
of a “Week-Long Population Catalysis Designed for the Town
of New Haven and About 100 Participants,” constituting inter-
ventions, or “alterations,” to be carried out by participants
at locations of business and leisure (bus station, post office,
art galleries, museums, public library, movie house, restau-
rant), ranging from the humorous to the ridiculous and absurd.
They seem meant to initiate some response by disrupting the
banality of the day: “Cheeks smeared with vaseline and stuffed
to bursting with cloth; small harmonica held between teeth
or lips, sounded breath expelled”; “Chew large wads of bubble
gum; blow large bubbles, allowing them to adhere to face, neck,
clothes”; “Marinate clothes thoroughly in 1) Gallo wine, or
2) Cheap perfume, or 3) Sour milk.” Piper extracts a high level
of commitment from her participants, both deliberate view-
ers and unwitting passersby. Infiltration’s actions are exactly
those that Piper had already executed in her solo Catalysis
performances of 1970, some of which are documented in black-
and-white photographs (pages 180, 181). The Catalysis works of
1970-73 marked a significant shift in Piper’s practice, as she
distanced herself from making objects, interrogating that very
process by deploying her body as an object. What appear to
be Dada-like street actions—jarring and absurdist elements
activated by the artist with the backdrop of an everyday place or
situation—are in fact works executed with her body, as an alter-
able form, in close proximity to the body of the public. In 1971,
thinking about how to use her body in order to get a response—
as a kind of direct address—Piper wrote,

I can no longer see discrete forms or objects in art as viable
reflections or expressions of what seems to me to be going on

in this society: They refer back to conditions of separateness,
order, exclusivity, and the stability of easily accepted functional
identities that no longer exist. . . . Making artificial and nonfunc-
tional plastic alterations in my own bodily presence of the same
kind as those I formerly made on inanimate or nonart materials.
Here the art-making process and end product has the immediacy
of being in the same time and space continuum as the viewer."*
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Although Piper had actively participated in the politics of the
Vietnam War and Civil Rights Movement before 1970, she had
not consciously brought them into her art. When, in an inter-
view in 1972, the critic and curator Lucy Lippard proposed that
the Catalysis works were politically motivated, Piper clearly
said that they were not.” Piper and Lippard, a leading curator
and advocate of Conceptual art and one of Piper’s significant
interlocutors, were both active in the Art Workers’ Coalition
(AWC), which Piper joined in 1970; each was negotiating the
relationship between their political and artistic lives. Lippard
included Piper in 557,087; 955,000; and c. 7,500, three of her
groundbreaking “numbers exhibitions” of Conceptual art,
organized between 1969 and 1974; the exhibition names refer
to the populations of the cities in which they took place (in
this case, Seattle, Vancouver, and Valencia, California). The last
of the three was the only exhibition comprising work by all
women artists—Lippard’s riposte to the commonly held notion
that women did not make Conceptual art. Lippard’s focus had
turned toward feminism in 1970, when she began to ask how
the very parameters and definition of Conceptual art might be
opened up through the practices of artists such as Piper, who
had introduced subjectivity and the social into the narrowly
defined range of strategies and aesthetics.

In 1969, the year before the Catalysis works, Lippard
invited Piper to participate in two exhibitions. The first, in
May of that year, was Number 7, at Paula Cooper Gallery, orga-
nized in support of the AWC and framed as an exhibition
not against the war but rather in favor of peace—with its austere
Minimalist aesthetic intended as a salvo against the overt and
conventionally figurative nature of the era’s protest art."® LeWitt
made his first wall drawing for this exhibition, and Piper has
credited him with initially suggesting her work to Lippard."”
The second exhibition, in November, was Groups, at the School
of Visual Arts Gallery, in New York. Piper was the only woman
artist in a group show of her peers, including Robert Barry,
Jonathan Borofsky, Steve Gianakos, Douglas Huebler, and
Alex Katz."® Each artist was asked to photograph a group or
groups of people, known to the artist or not, every day for
aweek. Published later in Studio International magazine, with
both the instructional text and each artist’s results, Groups can
be understood as an attempt to make an archive of the pub-
lic through the photographic document. Piper’s work, a set of
seven Polaroid photographs of friends in her loft (pages 174, 175),
represents one of her earliest forays into photography. The
texts that accompany them describe the materiality and content
of the images in strictly formal and objectively measurable
terms: the physical dimensions of the “object” (the snapshot
itself), the tactile qualities of that object, and the estimated
distribution and dimensions of the grayscale tones to be found
on its surface. The fact that she chose to photograph friends
in her loft, however, rather than strangers on the street, thus
constructing a representation of social relationships, seems like
a critical juncture in a previously solitary practice and marks
an early moment of reckoning with her immediate public—her
friends and interlocutors."

Piper’s break with strictly conceptual practice was not
only about moving away from making objects; it was also about
the world crashing in on this hermetically indexical practice.
She later described the genesis of this break:

In the spring of 1970 a number of events occurred that changed
everything for me: (1) The invasion of Cambodia; (2) The
Women’s Movement; (3) Kent State and Jackson State; (4) The
closing of CCNY, where [ was in my first term as a philosophy
major, during the student rebellion. . . . Mostly I did a lot of
thinking about my position as an artist, a woman, and a black;
and about the natural disadvantages of those attributes. . ..

I see now that the crisis and solution was the result of the inva-
sion by the “outside world” of my aesthetic isolation.?®

Although Piper was one of the few women who moved easily
within the boys’ club of Conceptual art and her racial identity
was not an issue because it was not visible, this moment of
rupture—the beginning of undoing the reductive strictures of
pure conceptual idiom—was a common refrain of resistance
among women artists, a reaction to the exclusions of the
advanced art of the late 1960s. Piper wouldn’t turn to identity
and race as subjects for her work until 1979, with the poignant
Political Self-Portrait works (pages 220-22), in which different
snapshot images of Piper, altered by graphic interventions, are
overlaid with first-person texts recounting episodes of sexist,
racist, and class-discriminatory behavior she had experienced.
The narrative voice is a measured one, distanced in time from
the original incidents, so that the text becomes more universal,
more accessible, if all the more poignant because the incidents
are real. Her awareness of her racial identity, and of the ways in
which it was consequential to others and therefore affected her,
would begin to find expression in her writings in the late 1970s.

Inner World to Outer Public
In the Catalysis works Piper used her body as an object, mov-
ing outside the art world’s spaces and audience to make more
immediate contact with a public:

It seems that since I've stopped using gallery space, and stopped
announcing the pieces, I've stopped using art frameworks. There
is very little that separates what I'm doing from quirky personal
activity. Except I've been thinking a lot about the fact that I relate
what I'm doing to people. ... I subscribe to the idea that art
reflects the society to a certain extent, and I feel as though a lot
of the work I'm doing is being done because I am a paradigm of
what the society is.*!

Her move from solitary private performances, such as the
Catalysis works, to works for which a reactive public was a key
component pivoted on her coming to understand herself as
a “self-conscious object.”** Of greatest interest for the purposes
of this text is Piper’s fashioning of her various performance
personae as she moved into the world as a self-conscious,
self-realized object, and her exploitation of dance as a medium
through which to do this. With her confidence, elastic articu-
lation, and knowledge of dance as a discursive form with
a history and practice, she has engaged with audiences in a
visceral, physical way, as part of a larger project of transferring
to and eventually embedding in them complex ideas about
race and class.

To talk about personae is to talk about roles, and in
various autobiographical texts, Piper has considered the many
roles she has inhabited since her childhood. She returns to



58  WAKEUPAND GETDOWN

autobiography in order to reflect upon the ways in which her
identity as an artist, a woman, and a person of acknowledged
African descent was formed and has informed her work.

Her most recent effort is Escape to Berlin: A Travel Memoir,
published in 2018, which tracks the recent decades of her life,
including her move from the United States to Berlin, in text
interspersed with images by the artist; it is an autobiographical
work as self-portrait. The various personae inventoried in her
work and writings constitute a socially constructed self that
includes musical prodigy, fashion model, street performer, dis-
cotheque dancer, analysand, artist, and yogi.?® Autobiography
as a form of writing exists outside Piper’s artistic production,
as a backdrop informed by a deep interest in popular forms

of culture, and it is interspersed with references to music

and dance, both of which were eventually integrated into the
performance-lecture format that she invented to contain
them.?* “Kinds of Performing Objects I Have Been,” one of her
inventories of experience, of 1972, functions as an index for
the Mythic Being, the persona in which Piper’s ideas about
objecthood and personhood were exteriorized in the form of
an alter ego: a straight man who shares Piper’s genetic his-
tory but whose experience of society and sexual politics is
completely different. (In one iteration he gazes at the viewer,
holding a cigarette to his lips, with a thought bubble declaring
“I embody everything you most hate and fear.” (page 207).) Piper
considered her self-fashioning of the Mythic Being while
fighting off a headache from the dual rigors of her modeling
job and the birthing of a new persona. She should be in drag,
but should he have a personal history? What does a “static
emblem of alien confrontation” wear??® She found it exhausting
to fully inhabit such a character—learning to walk in a mascu-
line way, concealing her gender through the mantle of his

bad taste and heterosexual swagger—and wondered if it would
be the end of her art making.

The character of the Mythic Being would figure in various
forms, in works in different mediums, from 1973 to 1976. He
first appeared on the streets of New York; then in a series of
ads in the pages of the Village Voice (pages 194-98); and later
evolved into the transgender central protagonist in both ver-
sions of Some Reflective Surfaces and It’s Just Art (1980)

(pages 218, 219). In his first street performances, appearing in an
afro wig, applied mustache, and oversized mirrored shades,
the Mythic Being moved through the streets reciting various
monologues, including a rant about his mother excerpted
from Piper’s journal—personal content turned into pithy,
disjunctive commentary delivered with the seriousness of a
conjuring, a mantra that allowed the character to move from
Piper’s apartment to the sidewalk, into public space, among an
audience—from inner world to outer public. The journal texts
also appeared in the Village Voice ads, in cartoonish thought
bubbles crudely superimposed onto the photographs, creating
a bizarre juxtaposition of diaristic musings with the almost
ethereal presence of a shadowy male figure peering out from a
crowded page of gallery ads. As if observing him as a conceptual
and aesthetic problem, Piper said of the Mythic Being,

1. Twould never dress that way if I were a man; nor would I ever
be attracted to someone who dressed that way.
2. He is more than an outer shell, surprisingly. It takes more

energy to sustain his attitudes, mannerisms, movements, etc.,
than I thought.

3. I find myself getting very involved in this mental framework.
Chanting the mantra suspends me in a tightrope between two
personalities.?®

Suspended between the character’s personality and the artist’s
intent, Piper channels the various mantras into direct address,
speaking to her audience as a self-conscious object, pushing
her subterranean thoughts out into public space. In the Village
Voice works this address is achieved through the formal device
of the thought bubble, which layers in the artist’s voice—an
interior voice, a narrative of subjectivity that dislodges the
work from being only about Piper or her experience but rather
negotiates something more abstract and therefore more gen-
eralized. The text of the bubbles, handwritten on a white
background, underscores its origin in the intimate milieu of
the journal entry, while also evoking the newspaper setting and,
after the fact, giving the works an almost filmic quality. Here the
Mythic Being’s interior is somewhat comically out of context:
prurient and slightly sleazy (as in a text that was censored by
the editors of the Village Voice—“Don’t feel particularly horny,
but feel I should masturbate anyway just because I feel so good
about doing it."—and replaced with a cryptic announcement
that the ad intended for that space was available at the Jaap
Rietmann bookstore in SoHo), but also poignant and specific
to the concerns of a struggling artist in downtown New York
(“I really wish I had a firmer grip on reality. Sometimes I think
I have better ideas than anyone else around with the exception
of Sol LeWitt and possibly Bob Smithson, whose ideas I really
respect.”) (fig. 6).%7

In the complexly layered It’s Just Art, which is organized
around video documentation of a performance at Allen
Memorial Art Museum, at Oberlin College, in 1980, a transgen-
dered permutation of the Mythic Being (with thin mustache
and Piper’s own long, wavy hair), serenely regards the viewer
from behind oversized sunglasses, while Piper, in voice-
over, reads “The End of Cambodia?,” an article by William
Shawcross, published in the New York Review of Books in
1980, on the genocide in Cambodia carried out by the Khmer
Rouge. As she reads, Rufus and Chaka Khan'’s disco ballad
“Do You Love What You Feel?” plays at the same time.?® The
visual component of the work is similarly collaged: a montage
of horrific news images of Cambodian refugees, the atrocities
of the Khmer Rouge, and the American invasion. It is a dis-
turbingly calm mash-up of violent images, coolly detached
reportage, and the eerie, almost ethereal presence of the
transgendered version of the Mythic Being, who stands in for
our own dissociative response to the real consequences of
war. The music is irresistible, and as we fall under the sway
of its rhythms, we are drawn further into the parade of vio-
lence. Here the thought balloons function again as a mode of
address, bringing the unspoken and the unconscious to the
surface, making them impossible to ignore, and heightening
“the self-conscious reaction of the actual viewing audience to
the political information being disseminated.” Abstracted
from his static position in the pages of the Voice, where he
initially appeared in 1973-75, occupying the disconnected place
between personal journal entries and overtly disturbing and



9 GURNELIABUILER

uncomfortable social situations, the passive, femme Mythic
Being of It’s Just Art cynically turns the viewer into a voyeur of
violence. The slippage between images, voiceover, and Piper’s
presence becomes a source of powerful tension.

Listening by Dancing
Piper’s autobiographical texts speak to a life inflected by music
and dance, including piano, violin, and ballet lessons, and her
stint as a discotheque dancer. In 1980 she was listening to Patti
Smith, The Police, and the Talking Heads; in 1981 she heard
Ornette Coleman perform live. The strong presence of funk
in It’s Just Art turns African-American popular music into a
key compositional and structural device. Piper recalls in her
chronology that when she performed it in Seattle, in 1981, a
member of the audience asked her why she was up on stage
shaking her booty.*°

Dance, with its particular balance of intimacy and
abstraction, provides another mode of direct address in Piper’s
work, as both performance and conceptual framework:

I was interested in further exploring the notion of dance as

a medium of performer-audience confrontation in the specific
context of the evasion of political responsibility. The use of
physical movements and gestures in dance as a medium of
communication is less explicit than speech and less intimate
than physical displays of affection, sexuality, or aggression.

At the same time it is more concrete than speech and more
conventionalized—and therefore intersubjectively accessible—
than physical displays of emotion.*

Funk Lessons, a collaborative performance staged seven times
between 1983 and 1984, is among Piper’s most iconic and most
popular works (pages 230, 231). It is now widely shown as Funk
Lessons with Adrian Piper, a film by Sam Samore of a perfor-
mance at the University of California, Berkeley (1983), and has
garnered a range of reactions, including being moved to tears.?
The accessibility of the work, both live and in documentation—
the music’s compelling, mesmerizing rhythm and deeply
American roots—is certainly part of the its longevity, but Funk
Lessons is also a brilliant piece of institutional and social
critique. Piper, in her disarming pedagogical persona, infil-
trates the arena of social dance to deliver an embodied cultural
education. The gold-embossed invitation mailed out as an
advertisement for the performance offers “music appreciation”
and “social dancing,” and promises that the artist “[has] rhythm,
will travel.” The poster for a performance at New Langton

Arts, San Francisco, featuring an image of Bootsy Collins, of
Parliament-Funkadelic, decked out in full funk regalia, also
advertised the performance as “a collaborative experiment in
cross-cultural transfusion” (fig. 7).

Piper’s invitation to dance constitutes an optional social
contract, an agreement entered into by the artist and any
willing participants. Opting out is always a possibility, and part
of the video’s charm is watching the public, some reluctant,
some eager to jump in, as they are drawn in by the irrepress-
ible syncopation of funk rhythms and the artist’s disarmingly
approachable address. The artist’s pedagogical voice in Funk
Lessons would be the formal and conceptual center of Piper’s
direct-address works going forward; patient, professorial, and
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almost overly expositional, she is also funny and sly, withhold-
ing her own much more extensive experience with the subject.
(That Piper is herself a great and exuberant dancer is revealed
in later works.) But the goal of the performance is much less A(lri'(]ll Piper
safe and more aspirational in its desire to destabilize received
notions about cultural identity: as identified by the artist in
the text “Notes on Funk,” it is nothing less than to “restructure
people’s social identities, by making accessible to them a
common medium of communication—funk music and dance—
that has been largely inaccessible to white culture and has
consequently exacerbated the xenophobic fear, hostility, and
incomprehension that generally characterize the reaction of
whites to black popular culture in this society.”®* Piper breaks
down the cultural history and mechanics of funk in a way her
audience can relate to, helping them move through any ini-
tial anxiety they may have, creating a situation in which the
participants might be able to understand and confront their
unacknowledged racist assumptions about African-American S pim. Friday, March 25,1084 11
popular culture and its associations with class, rhythm, sex- ;
uality, and violence. None of this is made explicit or is overtly
visible; nevertheless, the group ethos that forms as the artist
and her participants dance together is powerful and moving to
watch. There is, of course, no way to gauge social transforma-
tion. But in this, or indeed in any of Piper’s work, the insistent
clarity of her language and the trenchant and detailed cultural
analysis make Funk Lessons one of the most affecting works of
socially engaged art: it establishes a common ground, a meeting
place for a vexed subject and a social space, at a time when such
zones are rare indeed.

The success of Funk Lessons can be measured at least in

part by the negative reactions it provoked. At the Minneapolis Fig.7

College of Art and Design a poster advertising the event was Funk Lessons: A Collaborative Experiment in Cross-Cultural Transfusion. 1984
. g 8 ¥ Photolithograph

defa.ced with .Ver'nacu¥ar ]anguage calling a.ttentlon to t'he fact 24 x 18 in. (61 x 45.7 cm)

of Piper’s racial identity—exposing the racist assumption that The Museum of Modern Art Library, New York

her identity is something she would actively try to hide.*® This
response, of course, goes right to the heart of the matter: what
are the assumptions we make about one another? Piper’s danc-
ing public has reacted as well, with responses that range from
reluctant and uptight to what Piper calls “an antidote to the
syndrome of the Other: Fuck it. Let’s boogie.”*® Indeed, she has
framed the work as a developing language of communication:

Funk constitutes a language of interpersonal communication
and collective self-expression that has its origins in African
tribal music and dance and is the result of the increasing interest
of contemporary black musicians and the populace in those
sources elicited by the Civil Rights Movement of the 1960s and
early 1970s. . . . This medium of expression has been largely
inaccessible to white culture, in part because of the different
roles of social dance in white as opposed to black culture. . . .
My immediate aim in staging the large-scale performance. ..
was to enable everyone present to GET DOWN AND PARTY.
TOGETHER.*

This is a radical idea: empowerment through collective expe-
rience and the embodiment of history and politics by those
participating in it, toward the possibility of finding a place of
greater cultural understanding and overcoming racial barri-
ers. The consequences of transferring agency from artist to
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participant are subtle but potentially profound; what is trans-
ferred turns out to be the obligations and responsibilities of
nothing less than enlightenment. What are the implications
for an audience that internalizes a political and ethical ques-
tion? Piper has written of using “the performance situation
therapeutically, as a way of trying to come to terms with deeply
internalized racist stereotypes by which we are all victimized
in one way or another.”®® And all of this is brought about by
Piper’s particular form of experiential direct address; along
with funk music, it becomes a medium of communication. No
other artist in the early 1980s achieved such a deeply political
and subversive collectivity.

Piper’s relationship to funk, like Graham’s to rock music,
is an intervention in the history and reception of a popular
art form.?® But her activation of funk is as a physical medium,

a dance form that simultaneously allows one-on-one contact
and the building of something collective. Along with funk

music it makes up a social glue that is able to contain the mixed
responses to and anxieties about the cultural differences of

her participating public. In It’s Just Art this is carried out by the
soul queen Chaka Kahn, but there is an underlying harshness
in that work, in the slippage between the attraction of the music
and the repulsion of the violent and disturbing images. Viewers
drawn in by the music find themselves pushed out by the reality
of their own lassitude.

Piper’s meta-performances, participatory lectures based
on the reprising and augmenting of already existing works,
grew out of this lecture style—accessible, conversational, and
encouraging direct dialogue among groups of people. They
recall the teach-ins of the Vietnam era, both inspiring and
practical, a way to proactively address the political issues of
the 1960s in the consciousness-raising groups that became
a structural part of the feminist political movement at the end
of the decade. Piper was certainly familiar with these grass
roots strategies through her work in the Civil Rights Movement,
in consciousness-raising groups, in consciousness-raising
groups with the Art Worker’s Coalition, and as an organizer
herself, of a consciousness-raising group in 1971.#° The first
such performance, Funk Lessons Meta-Performance, in 1987,
was both pedagogical and participatory; the culminating meta-
performance, Shiva Dances with the Art Institute of Chicago, in
2004, was part lecture, part instruction, and part social dance—
one of the most powerful works of participatory art of the last
fifty years. This work, which provides the thematic origin of this
essay, is reconsidered later on.

Decide Who You Are
Piper kept some distance from the contentious culture wars
of the 1990s, but her works from that decade uniquely mark
the era’s discourses of race and xenophobia, through her own
experiences of blackness, whiteness, and otherness. Indeed,
her work so precisely reflects the questions of justice and equity
achieving wider attention now, in 2018, that it feels prescient.
Her discourse of resistance began with the “reactive guerrilla
performances . . . intervention in order to prevent co-optation”
of My Calling (Card) #1 and #2 (page 246).*' These performances
borrowed the form of the professional business card, that
predigital mode of social networking. Each card is printed in a
slightly different way. The first, given to people making racist

remarks (or tacitly agreeing with them) in Piper’s presence, is
on light- or medium-brown paper; the second, given to men
making unwanted advances in bars and discos, is on white card
stock and appears more like a standard business card.** The
text on both cards is written in the first person, and both are
very firm and polite. Both performances in effect turn the tables
on race- and gender-based assumptions with a transaction, one
initiated by a racist comment or unwanted come-on and com-
pleted with the taking of a card and the internalizing, or not, of
the information it contains.

In both cases, the direct address of the cards creates an
intimate confrontation. The one entailed by My Calling (Card) #1
is somewhat more complex, because the card gives the recip-
ient new information: that Piper is black. As the offender
absorbs the text on the card, the transaction is certainly likely
to activate change, whether through defensiveness, retreat,
or (perhaps) apology. Like the Catalysis performances, the
calling-card encounters were personal actions executed with
unsuspecting participants; as in those performances, an
exchange is initiated, a social turn is launched. My Calling
(Card) #1 and #2 are regularly shown in galleries, but such
display is only secondary to their functioning within the world
of human social relations—although, indeed, they retain their
remarkable power even in exhibition settings: Piper recedes
as the responsibility for respectful interaction is turned back
onto the viewer left holding the proverbial card. The hegemony
of the accepted art-viewing environment cannot remain intact
in the presence of such works.

Piper’s participatory modes became more pointed in the
1990s, and at the same time more ambitious in their invitation,
raising the conceptual and political stakes. The familiar archi-
tecture of the voting booth in Vote/Emote (1990) feels quaint
and oddly optimistic, in its nod to privacy and choice—belying,
of course, the history of voter exclusion and suppression. The
title, too, is somewhat provocative, suggesting that we vote with
something more (or less) than our rational minds, a binary
frequently found at the ethical center of Piper’s work. Each of
four booths contains a backlit image of protesters of visibly
African descent and a notebook in which viewers are instructed
to list “fears of what we might know about you,” “fears of how
we might treat you,” “fears of what we might think of you,”
and “fears of what we might do with your accumulations.” This
intimate space—a putative space of neutrality and privacy—
allows viewers to receive these direct instructions, which
challenge them to confess and reflect on their most privately
held notions about identity and character, in a way perhaps
less immediately destabilizing than direct conversation. Among
these provocations, the question of what might be done with
our accumulations is intriguing. Bodies and their residue,
the remains of a life, come up in several of Piper’s works from
around that time, including The Big Four Oh (1988) (page 249)
and What Will Become of Me (1985-ongoing) (pages 234, 235).
“Accumulations” may refer to the things that evidence a life.
But it may also refer to accumulations of people—to the power
of collective protest and representation, in the contexts of
both political protest and political art.*® In Vote/Emote Piper
again exploits the pull between the anonymous and the per-
sonal, between private and public ethics, challenging viewers
to put themselves on the line, to choose.
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The environment of Cornered (page 248) recalls the formal
and orderly qualities of a classroom: a video monitor positioned
in a gallery corner, isolated from the viewer by an overturned
wood table and faced by a triangular array of chairs. On the wall
behind the monitor, on either side of it, are copies of Piper’s
father’s two birth certificates, one identifying him as “white,”
the other as “octoroon.” In the video Piper calmly and insis-
tently interrogates her viewers about their racial presumptions.
Her congenial, professorial delivery and prim appearance, in
plain blue sweater and white pearls, are decidedly at odds with
the confrontational face-off set up by the installation: artist
and viewer are both cornered, divided by the table positioned
as a barricade, as if in self-defense. “I'm black,” Piper says in
the video. “Now let’s deal with this social fact and the fact of my
stating it together.” In Passing beyond Passing, a video of 2004,
she notes the varied reactions of Cornered’s viewers, who sort
themselves into various identities depending on their reactions
to the work; many of them, she observes, presume themselves
to be white.**

Cornered, Piper has said, faces “the illusion of otherness,
the illusion that each of us is defined not just by our individual
uniqueness but by our racial uniqueness. . . . In Cornered 1
try to undercut this ideology [of uniqueness] by exploding the
myth of racial separation.”* Viewer and artist occupy the space
together, but here it is the artist who speaks, in a relationship
that is contingent upon the silence of the audience, and the
fears and actions that this silence mitigates. Cornered remains
within Minimalism’s formal lexicon and is visually anchored
to the architecture of the gallery, a connection made overt
in one of the volumes of Piper’s writings, which places an image
of Out of the Corner, Piper’s 1990 update of the work, just below
one showing LeWitt’s 46 Three-Part Variations on 3 Different
Kinds of Cubes (1967) (figs. 8,9).*® In both Cornered and Out of the
Corner, the chairs extend out into the viewing space, inviting
viewers to sit and engage in an act of conscious listening. The
tension in these works lies precisely in the problem of listening
versus hearing, in whether or not viewers take the opportunity
for reflection, and this is what moves it into the participatory
sphere that Piper’s work continues to occupy.*’

In “The Triple Negation of Colored Women Artists,”
an essay from 1990, Piper looks at the way in which artwork
by CWAs (her acronym) is only ever discussed in light of
the artists’ identities, resulting in the “Eurocentric art world’s
negation of CWAs along three dimensions: as coloreds,
as women, and as artists.”*® She was responding to another
essay, the artist Howardena Pindell’s “Art World Racism:

A Documentation,” of 1989, which, by amassing art-world
statistics, tracked the exclusion of African-American artists
from mainstream art institutions. Piper was already cautious
about the art-world embrace of multiculturalism, the redress
and inclusion on the part of museums intended to respond

to decades, even centuries, of exclusion, and her text could be
a primer on the early years of the culture wars:

I am encouraged by this recent development, but I am also
suspicious of its long-term significance. It coincides too neatly
with an interest in difference and otherness in other fields
such as comparative literature, history, and anthropology, in
which the main subject of investigation is the person, not the

artifact. . . . The object of preoccupation defined by these issues

is not the artifact but rather its producer as “other.”*?

In the present, no curator or historian can claim to be unaware
of the artistic triple bind faced by women of color, but in

1990 the notion of turning that very disadvantage into a space
of empowerment was a radical proposal. What It’s Like,

What It Is #3 (1991) (pages 258, 259), created for the exhibition
Dislocations, organized by Robert Storr at MoMA, makes

plain this formula for erasure and negation inside the context
of the museum. Storr commissioned projects that critiqued
the history of and absences from institutions such as MoMA,
and the exhibition as a whole would later be understood as

a harbinger of the contentious decade to come. Projects were
dispersed in several locations throughout the building, includ-
ing the galleries dedicated to painting and sculpture. Works
by Piper, Chris Burden, and David Hammons were installed
on the third floor, and work by Bruce Nauman in the basement,
spaces frequently used for contemporary exhibitions. (That
What It’s Like, What It Is #3 would be reinstalled thirty years
later, for her retrospective, in MoMA'’s atrium, where Barnett
Newman'’s obelisk had been placed for the opening of the
Museum’s new Yoshio Taniguchi building, in 2004, functions
as a different kind of pointed institutional critique.)*

What It’s Like, What It Is #3 is a white cube—almost blin-
dingly white—containing a single square column with video
monitors installed on each of its sides, toward the top, with
stadium-style seating around it. Viewers seated in this anti-
septic environment find themselves faced with a talking
head—an African-American man—denying stereotypes about
his identity and blackness in a seemingly unending list, in
the same flat pedagogical voice used by Piper in Cornered:

“I'm not pushy. I'm not sneaky. 'm not lazy. I'm not noisy. I'm
not vulgar. I'm not rowdy. I'm not horny. I'm not scary. I'm not
shiftless. I'm not crazy. I'm not servile. I'm not stupid. I'm

not dirty. I'm not smelly. I'm not childish. I'm not evil.”®! These
derogatory epithets seem to trap the speaker—a black man

held within the constraints of the hegemonic institution, the
white cube standing in for museum architecture but also specif-
ically recalling LeWitt’s early serial plane sculptures. The work
implicates the viewer as well, who must contend with the blame
implied in the man’s insistent denial of these common racist
assumptions. A narrow strip of mirror surrounds the inside
perimeter of the work, infinitely reflecting and repeating the
talking head, and forcing the (overwhelmingly white) viewers

to watch themselves being directly addressed, both as a group
and one to one, effectively and firmly riveting them to their
seats.®® The highly structured inverted pyramid of What It’s
Like, What It Is #3 expands upon the shape and simple theatri-
cality of Cornered: a single voice, speaking plainly, in a highly
orchestrated environment, delivering uncomfortable truths.

Whom does Piper engage with this work? No viewer can
remain passive: each becomes a participant faced with ethical
choices about what to ignore and what to take away. The
receptive viewer is reminded that racial identity is as much of
a construction as the white cube—a now-formulaic under-
standing of identity that Piper’s proposals move beyond. The
assumed neutrality of the institution is a similar product of
cultural conditioning, received by one generation after another—



CORNELIABUTLER

Fig. 8

Sol LeWitt

46 Three-Part Variations on 3 Different Kinds of Cubes. 1967

Enamel on forty-six aluminum structures

Each 45 x 15 x 15 in. (114 x 38 x 38 cm)

Installation view in 46 Three-Part Variations on 3 Different Kinds of Cubes, Dwan Gallery, New York, February 3-28, 1968

Fig.9

Out of the Corner.1990

Video installation. Video (color, sound), 00:26:00, with seventeen monitors,
sixteen pedestals, table, seventeen chairs, and sixty-four gelatin silver prints
Dimensions variable

Whitney Museum of American Art, New York
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in fact, a myth. And while this may now seem trite, it is a post-
modern legacy that remains difficult for many people to accept,
as evidenced by the enormous backlash against immigrants
and people of color heightened by the election to the U.S. pres-
idency, in 2016, of Donald Trump, who himself rehearses, with
his vocal minority, the most primitively racist ideas.

Among the many early-1990s interventions into museum
institutions, by a generation of artists acting out against
the received binaries that dictated how race and class were
understood, the critique in Piper’s work remains the most
pointed and most uncompromising, in part because it insists
on interpersonal human confrontation, rather than formulaic
abstraction, to activate a shift in consciousness. It is star-
tling, now, with nearly thirty years of hindsight, to realize how
trenchant these works were at the time and how urgent they
still are. As the football star Colin Kaepernick continues to be
punished for refusing to stand during the National Anthem—
kneeling, instead, to highlight cultural indifference and racial
divisiveness—it is as critical as it ever was to dispel assump-
tions about African-American masculinity.

In his essay for the Dislocations catalogue, Storr considers
Piper’s relationship to abstraction, noting that it is retrospec-
tive, as she gave it up when she shifted from a purely conceptual
practice in pursuit of something rooted in the real. He quotes
from her text “Flying,” of 1987:

Abstraction is flying. Abstracting is ascending to higher and
higher levels of conceptual generalization; soaring back

and forth, reflectively circling around above the specificity
and immediacy of things and events in space and time. . ..
Abstraction is also flight. . . . Abstraction is freedom from the
socially prescribed and consensually accepted. . . . Abstraction
is a solitary journey through the conceptual universe, with no
anchors, no cues, no signposts, no maps.*

Piper’s movement away from abstraction evolved into direct
address to viewers, into locating us in the political and

social here and now. Her turn to the subjects of racism and
xenophobia—a response to the experience, as Piper has
described it, of other people’s need to assign her a racial cate-
gory, in essence to directly address her and “tell me who

and what [they] thought I was”— was a turn toward a realism
that specifically borrows images and text from the real world,
as a means of opening a conversation.**

In 1991 Anita Hill, a young African-American lawyer,
testified to being sexually harassed by Clarence Thomas, the
African-American nominee to the Supreme Court of the United
States. The televised confirmation hearings and the accompa-
nying media commentary were riveting and deeply disturbing,
as Hill was turned from victim into a racist and sexist carica-
ture of a scheming female—an infuriating pivot that for many
women was indelible and formative.?® It was a moment that
repositioned national discussion about race based on the power
dynamic between the powerful male Supreme Court nominee
and the lone female protagonist simply speaking the truth.

In Piper’s Decide Who You Are series, made the same year,
Hill is both concrete image and symbol of a lone but startlingly
frank voice, of an unassailable form of speech (pages 260-67).
She appears in nineteen of the twenty works, in a photograph

showing her as an eight-year-old child, a visual and ethical
anchor for the work and the symbolic center of the series.

Each work consists of framed magazine and newspaper
photographs set between two panels whose images remain
the same: Hill on the right and, on the left, a drawing by Piper
of a small soapstone Chinese sculpture, inherited from her
uncle, of the Three Wise Monkeys (see no evil, hear no evil,
speak no evil). The media images vary, but they can be read as
a constellation of victims and perpetrators of various kinds
of violence and class and racial conflict—police brutality, mur-
der, hunting, as well as the kind of white-collar crime whose
damage reaches down into the poorest families. Decide Who
You Are #19: Torch Song Alert (fig.10) groups an image of police
officers in riot helmets next to an overturned car with, above it,
close-up images of Clark Clifford, Charles Keating, and the
former U.S. President George H. W. Bush, all of them powerful
men who have remained unscathed by their various crimes.?®
The image of Anita Hill is overlaid with text, assembled by Piper
from comments by and conversations with her colleagues,
listing dismissive and defensive rejoinders to protests against
race or gender discrimination. Such speech, the Decide works
suggest, also inflicts violence. In Hill’s case this violence
was both explicit and implicit; the sexist and racist responses
to her claims allowed the public to instrumentalize her body
and privacy, opening them to discussion and judgment.

In the left-hand panels of the Decide works, overprinted
on the image of the three monkeys, are Piper’s personal writ-
ing.’” These texts, including that text printed on every iteration
of the Hill image, were published in 1992, by Paula Cooper
Gallery, with additional condensed texts that amplify the
problems of the misread and misrepresented body. The compi-
lation of defensive excuses, threats, and rationalizations that
overlays Hill's image, single spaced and all uppercased, pile up
relentlessly, assaulting viewers directly and adamantly insisting
that we take a side, that we choose a voice with which to align
and to consider why we have done so. How do we decide who
we are? The threshold of ethics, the moment when a viewer
must make a choice or consciously opt out, forms the structural
logic of many of Piper’s works from the 1990s to the present.
And the ethical choice is always clear. The Decide Who You Are
series concedes nothing. The gauge of complicity it proposes
is uncompromising; silence, it suggests, whether Hill’s or our
own, is not an option.

The Decide texts are deserving of a separate study of
their own, on the complex marshaling of different voices to
express acerbic, darkly ironic political satire (“How to Handle
Black People: A Beginner’s Manual,” “Field Work”) as well as
brutal violence (“Hardball,” “Parasite,” “Skinned Alive”). These
voices accumulate into an anthology of positions on power.
One of the texts, which reappears in Self-Portrait 2000 (2001),
beginning “HEY, GOD!,” curses an uncaring god, rattles our
cage with alliteration and profanity, and grapples directly
with a world without moral order—a world that seems to have
abandoned reason.’® It is as true and resonant now as it was
in 1992. In Please, God, a work from 1990, the appeal takes a very
different tone, tempered by the possibility of innocence, in
alooped video of scrolling text that asks for protection from the
treatment that young African-American girls will likely endure,
set against footage of nine-year-old girls dancing as Billie
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Decide Who You Are #19: Torch Song Alert. 1992

Screenprinted images and text printed on six sheets of paper, mounted on foam core
72 x 42in. (182.8 x 106.7 cm); 14 x 8! in. (35.6 x 21.6 cm); 142 x 9% in.

(36.8 x 24.8 cm); 14 x 13% in. (35.6 x 33.7 cm); 34% x 52 in. (87 x 132.1 cm);

and 72 x 42 in. (182.8 x 106.7 cm)

Solomon R. Guggenheim Museum, New York. Purchased with funds contributed by
the International Director’s Council and the Photography Council
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Holliday sings “God Bless the Child.”®® Piper’s works on race
operate both from a position of pessimism while also offering
the possibility of hope. They insist on the present as an ethical
compass, and are a reminder of where we have been.

Love, Peace, and Soul®®
The philosopher Diarmuid Costello, writing about Piper’s
meta-performances, has argued that the multiple roles of
philosopher, artist, and practitioner of yoga necessitate a multi-
valent practice that is itself a model of artistic self-fashioning.®!
The artist’s public identity can be conceived as a performative
part of her practice that is deeply informed by the Kantian idea
of an identity always in formation.®*

Shortly before she left the United States for good, in 2005,
Piper was invited to the Art Institute of Chicago to present
Shiva Dances with the Art Institute of Chicago, as part of a lecture
series on hip-hop and global culture, which now exists as
the meta-performance video of the same title (fig. 11). Piper pro-
jected the Color Wheel Series of digital images (pages 272, 273),
with music and light effects, as the backdrop to a lecture
performance. Piper has described this series in terms of the
intersection of the color wheel—a Western construction, used
for the display of the Pantone Matching System for the stan-
dardization and control of color—with Shiva, the Hindu god of
yoga and dance.®® Shiva, manifesting in the Color Wheel Series
as Lord Nataraja, dances away evil and “destroys all names
and forms,” an apt and beautiful metaphor for the kind of social
event proposed by Piper’s dance-based works: literally going
beyond language and joining bodies in movement to transcend
social boundaries and norms.®* Piper’s disposition of colors—
assigning them to the three Acting Heads in each image, using
more than a thousand of them to represent the concealment
of layers of identity, harnessing the idea of white as “the mis-
cegenation of all colors,” designating a specific set of works for
each event in which they are shown—provides an almost infinite
number of configurations.®® When shown as individual works,
the effect is different from that of being components of a meta-
performance, but the potential of dance to break down the
layers of illusion that stand between us and reality remains.

Shiva Dances with the Art Institute of Chicago was a per-
formance event that combined a lecture and demonstration on
funk music and dance, followed by a selection of film clips, at
the end of which the audience spontaneously begins to dance
along with her, the most stirring part of the work. The event
concludes with a conversation between the artist and her audi-
ence about the meaning of the preceding experiences. In
the first section, Piper breaks down funk as a dance form in a
movement-based call and response, in which she suggests that
her participants try out some dance elements, first nodding
their heads, then standing and bouncing. These movements,
she says, constitute tools for listening, as the body becomes
a vehicle for a multisensory experience facilitating “cross cul-
tural contact.”®® To watch the members of her audience—some
of whom appear to be listening to the music and, perhaps, try-
ing out these dance moves for the first time—is powerful. (Some
audience members may have been familiar with Piper’s work,
but it’s likely that many were there for the hip-hop, thus access-
ing Piper’s conceptual practice through the more immediately
accessible lens of current popular culture.)

A key part of the pedagogical portion of the lecture is
a quick lesson in cultural history, which Piper accomplishes
through a series of excerpts. First she shows the original
Funk Lessons video, which historically grounds her subject,
and as she is in that earlier work, Piper is disarming, friendly,
and succinct. This is followed by clips from five Hollywood
films that appropriate the device of teaching social dancing in
order to overcome cultural and racial differences. These clips,
in which hip-hop and funk function as critical protagonists,
include Honey (2003), in which the combination of dance moves
and basketball moves leads to a choreographed reconciliation;
Bringing Down the House (2003), in which Queen Latifah loosens
up a tightly wound Steve Martin; and a fantastically absurd
scene from Head of State (2003), in which Chris Rock gets a
room full of upper-middle-class white people to get down. The
last clip in the series comes from the 2002 British film The
Guru, in which an Indian dance teacher comes to New York City
to find his fortune. His mishaps as a foreigner, both ironic and
earnest, in white upper-middle-class culture lead to a hilarious,
and joyful, cultural mash-up that brings people together across
class and racial lines through dance. In all these films, it seems,
uptight white people need people of color to show them how
to relax. Dance is the social glue that brings together seemingly
irreconcilable groups; with a lesson in pop-cultural history and
a live demonstration, Piper posits dance as a defense against
and a corrective for racism.

The lecture-demonstration’s participatory aspect expands
unexpectedly when an African-American woman breaks free
of the gently moving, passively listening audience and climbs
onto the stage to dance with Piper. She is immediately followed
by more people, who seem jubilant, if a little surprised to find
themselves there. The soundtrack at this point is a hypnotic
section from Shiva DANCES, for God’s Sake (for John Talbert)
(2002), a sound work by Piper, which combines her voice with
piano, Hindu chanting, and electronic stylings. We are urged,
on the cover of the CD of the work, to “Wake Up and Get Down,”
to a melodic warm-up followed by ten minutes of “serious,
funky, get-down-and-party, multilayered r&b rhythms. . ..
Great for high-energy yoga, Dancekinetics, raves, world music
dance parties.”®”

Dance as celebration is at the center of Adrian Moves
to Berlin (page 304), a video created in 2007, two years after
Piper had permanently left the United States. In Berlin’s
Alexanderplatz, the urban meeting point of the former East
and West Germanys, she dances to the Euro beats of Berlin
house music from the early 2000s. Here we finally see, in a
looped, long-format video, what a skilled and graceful dancer
she is. Her joyful singular figure occupies the vast public
space—one that is strangely without scale in the peculiar
manner of many of the city’s public spaces after the fall of the
Berlin Wall and the subsequent two decades of reconstruction.
Piper has called this open-ended dance an improvisational
“endurance task performance,” and it is also, indeed, a rumina-
tion on artistic labor.%® The construction workers who wander
in and out of the video’s background are, like Adrian, part of a
process—Germany’s reunification—bigger than themselves. The
delight evident in the action and the location in which it takes
place suggest that Piper’s spirits have been lifted at the prospect
of living and working in a country where two sides of a cultural
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Fig. 11

Shiva Dances with the Art Institute of Chicago. 2004

Documentation of the participatory performance-lecture. Video (color, sound), 01:43:18
Collection Adrian Piper Research Archive Foundation Berlin

Detail: video still at 00:51:52



68  WAKEUPAND GETDOWN

divide can be bridged through the hard (and always imperfect)
work of individual citizens. The next chapter of her artistic and
philosophical production, in this new environment, seems to
open with new life and vigor, and a renewed sense of the possi-
bilities of a social practice such as hers.

Imagining a Future
In September of 2012, in Thwarted Projects, Dashed Hopes,

A Moment of Embarrassment (page 306), Piper announced that she
was retiring from being black. The work, in the form of a docu-
ment posted on her website, politely suggests the option of,

in the future, calling her The Artist Formerly Known as African
American, an echo of how the multitalented artist Prince was
famously referred to, from 1993 to 2000, a period in which he
adopted an unpronounceable glyph for his name, as “the Artist
Formerly Known as Prince.” While Prince’s reinvention was the
product of frustration with his record label, Piper’s provocative
conceptual gesture is not entirely dissimilar in its audacity.

The tone of its last line is ironic—“Please join me in celebrating
this exciting new adventure in pointless administrative pre-
cision and futile institutional control!”— but the work is very
much an aspirational and concrete challenge to the authority of
institutionalized identity formation. Thwarted Projects, Dashed
Hopes, A Moment of Embarrassment intervenes in the language
of identity and identity politics, which is too reductive and
inadequate to contain any one person’s biological heritage and
various social identifications, and, as well, ignores the system-
atic and institutional discrimination that is the result.

The latter disjuncture echoes the way in which the term
“post-black” was originally conceived by the curator Thelma
Golden and the artist Glenn Ligon, as a contradiction, to
describe artists who do not want to be limited to a racial
category but whose work is, Golden has said, “steeped. . . in
redefining complex notions of blackness.”®® We may well be, as
Piper tells us in Cornered, beyond absolutes of racial identity,
but the world is not beyond racism. Piper’s chutzpah in calling
out this idea both models it—in a way similar to its introduction,
in her professorial voice, in Cornered—and attempts to put it
to rest. Piper’s withdrawal came just as a new round of culture
wars was ignited in the United States, as activists—and media
attention—returned to the issue of ongoing police violence
against African-American men, reaching a crescendo not seen
since the 1960s. By releasing Thwarted Projects on her website,
Piper made canny use of digital media as a disembodied forum,
open sourced and accessible—a form that anticipates the cur-
rent rage for the genealogy websites that connect people with
their family ancestries. Thwarted Projects has also been repro-
duced in print and for exhibition, positioning and circulating its
declaration as a kind of manifesto to be activated depending on
the context.™

Local attention to race-based violence coalesced in 2013
with the foundation of the national organization Black Lives
Matter, which was formed in response to the acquittal of
George Zimmerman in the shooting death of Trayvon Martin,
an unarmed teenager. Piper intended Imagine [Trayvon Martin]
(2013) (fig. 12), a printed poster, to be distributed gratis from the
APRA Foundation Berlin website and by the galleries where
it was shown. The poster shows a ghosted image of the young
boy with crosshairs superimposed over his face and, along the

bottom of the image, the simple, first-person admonition to
“Imagine what it was like to be me.” Martin gazes levelly at the
viewer even as he disappears from view; his words remain,
suggesting an empathic moment of reckoning and also recalling
John Lennon’s emblematic anthem, written in 1971, at the height
of the Vietnam War, which exhorts us to dream of a world with-
out categories or restrictions. Imagine [Trayvon Martin] asks

us to think about and honor a little boy, an identity snuffed out
in an epidemic of violence that seems to know no end.

In “On Wearing Three Hats,” an essay of 1996, Piper
considers her varied practices as an artist, a philosopher, and
a yoga practitioner.” The three hats—a riff, in effect, on the
feminist trope of the constantly multitasking woman—can be
taken as a model for artistic self-fashioning, a way of rooting
one’s practice in the world. This has implications for current
art production, such as social practice, a discipline that devel-
oped in the early 2000s through works by Tania Bruguera,
Suzanne Lacey, and others, and through writings by the art
historians Claire Bishop and Shannon Jackson.” In social-
practice works these artists often intentionally take up roles
that fall outside of traditional studio practice, in order to reach
audiences and open conversations beyond the confines and
politics of the object-driven art economy. In her most recent
work, Piper brings her conceptual and participatory strategies
to questions of ethics, in which truth exists as something that
matters. The Probable Trust Registry: The Rules of the Game #1-3
(2013) (pages 308, 309), her most monumental participatory work
to date, is a social contract, a work fundamentally about trust—

the foundation of a society in which human transactions of

all kinds are conducted in a successful, peaceful, and orderly
manner. This is a society in which each individual can rely

on the others to abide by the same rules, and therefore one in
which justified expectations can be fulfilled. It offers to each
person the possibility of means to efficiently pursue and achieve
her or his personal goals, within a community in which each
supports this aspiration in the others.™

Viewers are invited to sign a contract that commits them to
three statements: “I will always be too expensive to buy. I will
always mean what I say. I will always do what I say I am going to
do.” These are simple ideas, but they bear profound ethical

and political implications, amounting to an invitation to form

a community based on honor and trust.

Through her art and her philosophical work, Piper
addresses an expanded public. Her yoga practice, to the degree
that it has been incorporated directly into her artwork and
moved beyond a solitary practice (which she also maintains),
becomes a vehicle for a radically reconfigured “we,” an abstrac-
tion of the audience she both engages and releases. This
longtime pursuit of transcendence has yielded a work on the
ethics of humor: The Order of Celestial Laughter, released at
her website in 2017, is defined by its Credo and is made up of
individuals who can laugh at themselves. The work is described
as a group performance with no spatiotemporal dimensions.
Membership is secret and by invitation only.™
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t it was like to be

Fig.12

Imagine [Trayvon Martin]. 2013

Photolithograph

10%se x 10% in. (26.5 x 27.3 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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[ would like to thank the British Society of Aesthetics for inviting me to deliver the
Empson Lecture at Cambridge University. It is a very great honor. And thanks to all

of you for coming to hear this talk. It is a wonderful opportunity to think about my
work in a new way, and I promise not to abuse it by descending into a paroxysm of self-
indulgent blather about that work!

Instead I would like to
lay the groundwork for my
later conclusions with a few
words about William Empson,
the renowned poet and
critic who both founded and
later dissented from the
New Criticism movement in
Anglo-American literature.
In 1925 Empson won an
undergraduate mathematics
scholarship to Cambridge.
He distinguished himself
in both mathematics and
English. As he didn’t have
the benefit of an APRA
Foundation Berlin Multi-
Disciplinary Fellowship
to encourage the develop-
ment of both talents (find out
more at adrianpiper.com),
he ultimately chose English
as his major. At the age
of twenty-three, he self-
published his first collection
of poems, followed by his
best-known work of literary
criticism, Seven Types
of Ambiguity, when he was twenty-four. Both works were groundbreaking in the clarity,
precision, and analytic detachment of their language. For the second, Empson was
nominated for a fellowship at Magdalene College.

Shortly thereafter, however, condoms were discovered in his dormitory room,
where he was purportedly caught in the act with a lady friend. For this university
offense of sexual misconduct, and despite his excellent academic record, Cambridge
stripped him of his scholarship, kicked him out of the university and banished him
from the city. He moved to Bloomsbury and in 1930 departed to Tokyo to teach. He
published his second groundbreaking book of poems and his second, equally revolu-
tionary work of criticism, Some Versions of the Pastoral, in 1935. In 1937 he was kicked
out of Japan for making a pass at a cabdriver, and moved on to a teaching position at
Peking University—only to be driven out by the Japanese invasion. So instead he trav-
eled in China for two years, itinerantly teaching English poetry entirely from memory.
During World War II he was back in London, working alongside George Orwell and
T. S. Eliot at the BBC and broadcasting to the Far East. After the war, he returned again
to Peking University, where he taught for five years, until increasingly onerous Maoist
restrictions on teaching and freedom of expression drove him back to England.

1. The Empson Lecture Caroline Auty and
2013, delivered to Maarten Steenhagen
the British Society of for providing admin-
Aesthetics Annual istrative and technical
Conference, Cambridge support, and Diarmuid
University, September 21, Costello and Jason
2013. I would par- Gaiger for moral and

ticularly like to thank scholarly support.
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Empson accepted a professorship in the English department at the University
of Sheffield in 1953 and remained there as its chair until his retirement, in 1972. With
honorary doctorates from the Universities of East Anglia in 1968, Bristol in 1971, and
Sheffield in 1974, Cambridge University joined the general acclaim with an honorary
doctorate in 1977, roughly fifty years after it had expelled him.

He was knighted by Queen Elizabeth two years later and, with his usual impec-
cable timing, saluted his friend Orwell one last time by dying in 1984. His serious and
long-standing interest in Buddhist philosophy and meditation helped him to navigate
the vicissitudes of his life with a mix of equanimity and satirical humor. The New York
Times describes his prose as “[combining] wisdom with shock value, snappy insults
with long-honed insights.”? I really like this guy.

So I am truly delighted to be
following in Empson’s footsteps,
at least as regards moving around
and getting kicked out of places.
But I am also going to try to emu-
late Empson in some other ways as
well. The title of my talk is taken
from Empson’s poem of the 1940s,
“Let It Go,” and I shall follow his
wise counsel at many points. I will
be responding to the very generous
request to address in this lecture
the relationship between my art
work and my philosophy work. I am
happy to rise to this challenge, even
though I am not publicly discuss-
ing my art work at this time. This
long-standing policy is fully consis-
tent with the substance of Empson’s
poem. He says,

2. Stephen Burt,
“Adventures in
Ambiguity,” New York
Times, September 10,
2006.
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It is this deep blankness is the real thing
strange.

The more things happen to you the more
you can’t

Tell or remember even what they were.

The contradictions cover such a range.

The talk would talk and go so far aslant.

You don’t want madhouse and the whole
thing there.?

When asked what this poem was about,
Empson is said to have replied that it
was about deciding not to write poetry
anymore. I don’t think this is what
the poem is about, and I don’t believe
Empson thought it was, either. I think he
said that in order to get rid of some-
one who was too lazy to do the work of
finding out what the poem was about for
himself, by reading it closely, thinking about it deeply, and giving it his own meaning.
I think Empson meant to suggest that questions like that one made him want to stop
writing poetry. Happily, he changed his mind and went on to write a great deal more.
It is not difficult to understand why he answered as he did. After having commu-
nicated and expressed himself in the poem, the question of what the poem was
about then called on him to explain at the meta-level what he had already communi-
cated and expressed in the poem.
This was tantamount to denying
that the poem had expressed and
communicated successfully in the
first place. Empson’s poem calls
our attention to something—this
deep blankness—that is ordinarily
obfuscated by the compulsion to
tell and remember and talk up.
So the request to talk up the poem
itself could hardly have been
welcome. By using poetic discourse
in a way that reveals rather than
obscures or tries to pin down
the real thing strange, the poem
becomes a plea on behalf of the
real, and on behalf of the strange.
Thus Empson’s answer protected
“this deep blankness . . . the real
thing strange” from precisely the
kind of discussion in which “the
talk would talk and go so far aslant”
that the work itself would disappear
from view.

3. William Empson,

“Let It Go,” 1949, in

The Complete Poems,

ed. John Haffenden
(London: Penguin, 2001).
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SHEER SPECULATION. YOU'RE AWFULLY QUICK TO CAST ASPERSIONS. 'YOU CAN'T PROVE THAT. I DON'T
NEED TO HEAR THIS. HOW DO YOU KNOW? THAT'S CRAZY. YOU'RE IMAGINING THINGS. THAT'S JUST
YOUR OPINION: NO, IT'S NOT THAT AT ALL. THAT HAS NOTHING TO DO WITH IT. THAT DOESN'T MEAN
ANYTHING. WELL, THAT'S A NATURAL REACTION. THAT DOESN'T MEAN WHAT YOU THINK IT MEANS.
THAT'S A SELF-SERVING EXPLANATION. WHY BRING THIS UP? YOU SEE EVERYTHING IN TERMS OF YOUR
OWN PROBLENWS. WHY IS THAT OBJECTIONABLE? YOU'RE COOKING UP PROBLEMS WHERE THERE ARE
NONE. YOU'RE MAKING THINGS UP, I DON'T BELIEVE THAT HAPPENED. I'M NOT SAYING YOU'RE LYING,
I'NM JUST SAYING YOUR PERCEPTIONS ARE DISTORTED. IT'S NOT NECESSARY TO SEE THINGS IN THAT
LIGHT. YOU'RE TOO UPSET TO THINK CLEARLY, WE'LL DISCUSS IT LATER. NO, NOT NOW, I'M BUSY.
STOP MAKING TROUBLE.  YOU'RE SEEING THINGS THAT AREN'T THERE. THIS IS RIDICULOUS. I DON'T
WANT TO TALK ABOUT IT. SO HOW ARE YOU OTHERWISE? I REFUSE TO DISCUSS THIS. WHAT'S SO
WRONG WITH THAT? CHANGE THE SUBJECT, PEOPLE HAVE A RIGHT TO EXPRESS THEMSELVES. I'M NOT
GOING TO LISTEN TO THIS. YOU TAKE EVERYTHING TOO PERSONALLY. YOU MUST HAVE PERCEIVED THAT
INCORRECTLY. I'M SURE YOU'RE MISTAKEN, 1I'M SURE THAT DIDN'T HAPPEN QUITE THE WAY YOU
DESCRIBE IT. SURELY YOU'RE EXAGGERATING JUST A LITTLE. YOU'RE BEING IRRATIONAL. YOU CAN'T
MAKE ME BELIEVE THAT. THIS IS SO UNNECESSARY. NOBODY WANTS TO HEAR THIS. ARE YOU TRYING TO
RUIN EVERYTHING? STOP INSISTING ON THIS IF YOU KNOW WHAT'S GOOD FOR YOU. YOU'RE REALLY QUT
ON A LINMB. YOU'RE WAY OUT OF LINE. IT'S NOT YOUR PLACE TO SAY THAT. DON'T PUSH IT. YOU'RE
GOING TOO FAR. GET OFF IT. YOU'RE SPEAKING OUT OF PLACE. LIGHTEN UP. YOU'RE ASKING FOR
TROUBLE. YOU'RE BEING INAPPROPRIATE. NOBODY CARES WHAT YOU THINK. YOU'RE LEAVING YOURSELF
WIDE OPEN. YOU'RE CRUISIN' FOR A BRUISIN'. PUT A LID ON IT. CAN IT, STUFF IT. BAG IT.
FORGET IT. DROP IT. I WOULDN'T PURSUE THIS ANY FURTHER IF I WERE YOU. YOU'RE REALLY ASKING
FOR IT. DO YOU WANT TO GET IN TROUBLE? YOU'RE GOING TO GET IT. YOU'RE STICKING YOUR NECK OUT.
YOU'RE DIGGING YOUR OWN GRAVE., A REAL GLUTTON FOR PUNISHMENT. YOU CAN'T GET AWAY WITH THIS.
YOU'RE DEAD MEAT. I HATE T0 DO THIS. I'M REALLY SORRY THIS IS NECESSARY, THIS HURTS ME MORE
THAN IT HURTS YOU. I'M DOING THIS FOR YOUR OWN GOOD. YOU'LL APPRECIATE THIS LATER., I'M JUST
TRYING TO HELP YOU. SOMEDAY YOU'LL THANK ME FOR THIS. ACTUALLY I'M DOING YOU A FAVOR. 1IN
TIME YOU'LL UNDERSTAND. YOU'LL LEARN T0 SEE THINGS DIFFERENTLY. IT'S FINE, I DON'T KNOW
WHAT YOU MEAN. I.DIDN'T NOTICE ANYTHING WRONG. IT SEEMS FINE TO ME. I DON'T KNOW WEY YOU
SAY THAT., I DON'T SEE ANY PROBLEM. I'M AMAZED THAT YOU SEE THINGS THAT WAY. I JUST DON'T
SEE IT THAT WAY AT ALL. IT WASN'T INTENTIONAL. I DON'T UNDERSTAND WHERE THIS IS COMING FROM.
JUST CALs DOAN. TRY TO GET A GRIP ON YOURSELF. THIS IS A COMPLETE SURPRISE TO ME,  THE THOUGHT
NEVER CROSSED MY WIND. I REALLY DON'T KNOW WHAT TO MAKE OF THIS. ISN'T THIS A LITTLE BIT MUCH?
THAT'S A WEIRD WAY TQ THINK ABOUT THINGS. I JUST CAN'T RELATE. WE CERTAINLY DO HAVE DIFFERENT
PERSPECTIVES ON THINGS. YOU'RE MAKING TOO MUCH OF THIS. NOTHING'S THE MATTER. STOP GETTING
ENOTIONAL. -YOU'RE BLOWING THE WHOLE THING OUT OF PROPORTION. EVERYTHING'S FINE. WHAT DO YOU
MEAN? WHAT'S THE PROBLEM? YOU'RE BEING PARANOID. YOU'RE OVERSENSITIVE. YOU'RE READING TOO
MUCH INTQ IT. STOP JUMPING TO CONCLUSIONS. IT DIDN'T OCCUR TO ME. YOU'RE OVERINTERPRETING THE
DATA. I DON'T THINK IT HAS ANYTHING TO DO WITH THAT. IT WAS JUST A SIMPLE MISTAKE. IT DOESN'T
MEAN ANYTHING., YOU'RE SEEING TOO MUCH IN THIS. NOTHING'S GOING ON, I CAN'T IMAGINE WHAT MAKES
YOU THINK THAT., I DON'T KNOW WHAT YOU'RE TALKING ABOUT. I HAVE NO IDEA WHAT YOU'RE REFERRING
T0. I REALLY THINK YOU'RE OVERDOING IT. YOU'RE JUST TIRED. DON'T TAKE EVERYTHING SO SERIOUSLY.
IT'S NO BIG DEAL, YOU'RE JUST PROJECTING. YOU'RE OVERREACTING, NOTHING HAPFENED, DID I NOTICE
WHAT? I DON“T SEE ANYTHING TO GET UPSET ABOUT. I DON'T SEE WHAT YOU'RE GETTING AT. I DON“T
UNDERSTAND THE PROBLEM. WHAT'S THE MATTER? YOU'LL GET OVER IT.  DID SOMEONE DO SOMETHING
WRONG? WHAT'S GOING ON? . WHAT'S THIS ABOUT? -WHAT'S WRONG? STOP MAKING SUCH.A BIG DEAL
ABOUT IT. I DON'T SEE ANYTHING WRONG WITH THAT. EVERYONE DOES THAT. SO WHAT? BIG DEAL.
WHO CARES? NO, NOTHING LIKE THAT., JUST A MISMNDERSTANDING, THAT'S ALL. MUCH ADO ABQUT
NOTHING. I DON'T UNDEKSTAND WHAT THIS IS A MYSTIFIED BY YOUR REACTION. I DON'T GET
IT. S0?  WHAT'S THE SIGNIFICANCE OF THAT? L AN INNOCENT SLIP-UP. I REGARD THAT
AS PERFECTLY NORMAL BEHAVIOR. I SEE NO P YOU'RE THE ONE WITH THE PROBLEM.
THAT'S A VERY UNCHARITABLE INTERPRETATIO . ESSARY TO TALK ABOUT THIS. OH, I
DON'T THINK IT HAS ANYTHING TO DO WITH TH ARE _YOU TALKING ABOUT? THAT'S
SHEER SPECULATION. YOU'RE AWFULLY QUICK p . YOU CAN{T PROVE THAT. I DON'T
NEED TO HEAR THIS. HOW DO YOU KNOW? IMAGINING THINGS.| THAT'S JUST
YOUR OPINION., NO, IT'S NOT THAT AT ALL.JI y TO DO WITK IT, THAT DOESN'T WEAN
ANYTHING. WELL, THAT'S A NATURAL REACTIGE: ’ JEAN WHAT YOU THINK IT WEANS.
THAT'S A SELF-SERVING EXPLANATION, —WHY G ) - SEE-EVERYTHING - IN- TERMS- OF - YOUR
OWN PROBLEMS. WHY IS THAT OBJECTIONABLE%E i Te UP PROBLEMS WHERE THERE ARE
NONE. YOU'RE MAKING THINGS UP. I DON'T : ENED. I'M NOT SAYING YOU'RE LYING, |
I'bi JUST SAYING YOUR PERCEPTIONS ARE DISTC 5 JBeNECESSARY TO SEE THINGS IN THAT
LIGHT. YOU'RE TOO0 UPSET TO THINK CLEAB v IT LATER. NO, NOT NOW, I'M BUSY.
STOP MAKING TROUBLE. YOU'RE SEEING EERE.  THIS IS RIDICULOUS. T DON*T
WANT TO TALK ABOUT IT. SO HOW ARE g0 DISCUSS THIS. WHAT'S SO
WRONG WITH THAT? CHANGE THE SUBJ} RPRESS THEMSELVES. . I'M NOT
GOING TO LISTEN TO THIS. YOU TA 5 DU MUST HAVE PERCEIVED THAT
INCORRECTLY. I'M SURE YOU'RE M 4
DESCRIBE IT. SURELY YOU'RE EX4 i IO CEN T T 1
MAKE ME BELIEVE THAT. j . ARE YOU TRYING TO
RUIN EVERYTHING? - §' y 13 TF YOUMEON : L YOU'RE- REALLY OUT
ON A LINB. YOU'RE WAY OUT OF & DON'T PUSH IT. YOU'RE
GOING TOO FAR. GET OFF IT. UP. YOU'RE ASKING FOR
TROUBLE. YOU'RE BEING INAPPRO % A K. YOU'RE LEAVING YOURSELF
WIDE OPEN. YOU'RE CRUISIN' FO ; N IT, STUFF IT. BAG IT.
FORGET IT. : S T E YOU. YOU'RE REALLY ASKING -
FOR IT. YOU'RE STICKING YOUR NECK OUT.

( ( ; QU CAN'T GET AWAY WITH THIS.
YOU'RE DEAD MEAT. ; . THIS HURTS ME MORE

My decision not to talk IT'S FINE. about my own work is one way of I DON' T KNOW
WHAT YOU MEAN. sheltering the I DIDN' T NOTICE ANYTHING WRONG. real thing
strange IT SEEMS FINE TO ME. from talk thattalks I DON' T KNOWand goes so faraslant
WHY YOU SAY THAT. that it obscures I DON'T SEE ANY PROBLEM. the real

thing strange from view, I'M AMAZED behind a scrim THAT YOU SEE THINGS THAT
WAY. of formulaicplatitudes I JUST DON'T SEE IT THAT WAY AT ALL. whose primary
functionIT WASN'T INTENTIONAL. istosedateandsuffocateI DON'T UNDERSTAND WHE
RE THIS IS COMING FROM. the cognitive struggle JUST CALM DOWN. thateveryartwork
demands TRY TO GET A GRIP ON YOURSELF. of its serious viewers.

THIS IS A COMPLETE SURPRISE TO ME. Instead I want to focus THE THOUGHT NEVER
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CROSSED MY MIND. on that struggle itself, I REALLY DON' T KNOW the struggle
between WHAT TO MAKE OF THIS. “this deep blankness...ISN'T THIS A LITTLE
BIT MUCH? the real thing strange,” THAT'S A WEIRD WAY TO THINK ABOUT THINGS.
and the talk that talks I JUST CAN' T RELATE. and goes very far aslant WE CERTAINLY
DO HAVE DIFFERENT PERSPECTIVES ON THINGS. indeed. This is a different sort
of road YOU'RE MAKING TOO MUCH OF THIS. into the relationship NOTHING' S THE
MATTER. between my artwork STOP GETTING EMOTIONAL. and my philosophy work,
YOU'RE BLOWING THE WHOLE THING OUT OF PROPORTION. one that avoids the
madhouse EVERYTHING'S FINE. and the whole thing there, WHEAT DO YOU MEAN? by
subjecting the madhouse itself WHAT 'S THE PROBLEM? to extended scrutiny.
YOU'RE BEING PARANOID. YOU'RE OVERSENSITIVE. YOU'RE READING TOO MUCH
INTO IT.*

Here is one such work that I am not going to talk about, but which nevertheless
might serve as a fitting expression of that very resolve.

Instead I want to anchor the relationship between my art work and my philoso-
phy work in the text from which my two-volume philosophical work, Rationality
and the Structure of the Self, takes its inspiration, namely Immanuel Kant’s Critique
of Pure Reason. My interest in Kantian themes predates my first encounter with Kant.
In 1969 I was an art student. I had written an essay about the artwork I exhibited in

4. Adrian Piper,
recording of text from
right-hand panel

of Decide Who You
Are (1992), at www
.adrianpiper.com/vs/
sound_decide.shtml.
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Joseph Kosuth’s Conceptual Art and Conceptual Aspects show at the New York Cultural
Center, on the subject of space and time as forms of perception. A philosophy-student
friend who read it insisted that [ read Kant’s Critique of Pure Reason, particularly the
Transcendental Aesthetic. I have been held captive by the first Critique ever since—in
art as well as in philosophy.

My captivity to Kant is easy to detect in the second volume of Rationality and
the Structure of the Self. In the first part of the book, I develop in detail the compre-
hensive Kantian model of rationality that I claim both structures our thinking and
motivates our behavior. In the second part, I try to show how real-life deviations from
this model tend to systematically confirm its reliability. But my focus in that work is on
the substantive model, and how it must be elaborated in order to accommodate those
deviations. Here I want to take a closer look at the deviations themselves—the concep-
tual, theoretical, and aesthetic anomalies that elicit from the self the cognitive rescue
operations I describe there. My account of conceptual and theoretical anomaly is of
course indebted to Thomas Kuhn'’s discussion of anomaly in science. But my apprecia-
tion of Kuhn’s analysis was schooled by my prior encounter with Kant’s more detailed
treatment in the Critique of Pure Reason.

So I am going to turn now to Kant’s conjectures about the possibility of unsyn-
thesized intuitions. I shall want to establish that Kant is committed to the existence of
unsynthesized intuitions, and then to draw some conclusions about their significance,
both for my work and for yours. So you can see that there are some concealed prem-
ises here, and that the argument rests on a shameless appeal to Kant’s authority! But
maybe that will be all right. I hope also to emulate Empson’s exemplary practice as a
literary critic, of reading an author’s text closely and extracting insights from detailed
analysis of particular words, phrases, and sentences.

5. Recently a related dis-
cussion has developed,
both in Kant scholarship
and in contemporary
philosophy of mind, as
to the existence and
nature of so-called
nonconceptual content.

The remarks that follow
do not attempt to engage
that discussion, because
my reaction to it is an
instinctively artistic
one: of skepticism as to
whether such an issue
can be settled through

conceptual analysis.
Kant’s account, by con-
trast, takes for granted
the existence of what he
would call “unsynthe-
sized intuitions,” takes
for granted that they
have a certain nature,

and asks how they
influence and relate to
higher-order cognitive
activity. This question
strikes me, as an artist,
as a more promising
candidate for conceptual
analysis.
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So let’s look at passage (A). Here Kant is considering whether we can intuit
objects without comprehending what it is we are intuiting—or, to use his vocabulary,
whether they can appear to us in intuition without satisfying the criteria of synthetic
unity required by the understanding.® I have divided the text into indicative and sub-
junctive clauses, so that we can distinguish clearly between the places in which Kant
is making factual assertions and the places in which he is entertaining counterfactual
possibilities. He says,

Passage (A)

Indicative Subjunctive

(1) [the] categories of the understanding do not represent
to us the conditions under which objects are given in
intuition at all.

(2) So objects can certainly [allerdings] appear to us,

(3) without necessarily having to relate to functions of
the understanding,

(4) and therefore without the understanding a priori
containing their conditions. ...

(5) For without functions of the understanding, appear-
ances can certainly [allerdings] be given in intuition. ...

(6) For that objects of sensible intuition must accord
with the formal conditions of sensibility lying a priori in
the mind is clear,

(7) because otherwise they would not be objects for us.

(8) But that they furthermore must accord with the
conditions that the understanding needs for the synthetic
unity of thought is a conclusion that is not so easy to see.

(9) For appearances could be at best
[allenfalls] so constituted,

(10) that the understanding would not find them in
accordance with the conditions of its unity at all.

(1) And everything would lay in such confusion

(12) that, for example, in the series of appearances nothing
would present itself that would provide a rule of synthesis,

(13) and therefore would correspond to the concept of
cause and effect.

(14) So this concept would be completely empty, void,
and without meaning.

(15) Appearances would nevertheless present objects
to our intuition,

(16) for intuition by no means needs the functions of
thought.

(KrV, A 89.20/B 122.05-A 91.03/B 123.17)®

The Kant mavens present today will notice that my translation of this passage diverges
from the standard ones at certain points. Although I do break up several of Kant’s
run-on sentences, comparison with the German original will show that my translation
is otherwise as literal as possible.

In the indicative-mood clauses, Kant’s remarks are based on facts that he takes
himself to have established in the Transcendental Aesthetic. At A 19 he defined intu-
ition as that manner or means by which we are in “unmediated relation” to objects. He
nowhere specifies in greater detail in what our unmediated relation to objects consists.
Instead he argued in the Transcendental Aesthetic that intuition is what locates our
representations in space and time. So in Kant'’s view, spatiotemporal location is the
result of being in unmediated relation to objects, not a precondition of it. This implies
that this unmediated relation itself, whatever it is, cannot itself be a spatiotemporal
one. And at B 67-69 Kant made explicit the implication that this thesis applies to all
empirical representations: in locating representations in space and time, we thereby

6. (1) Die Kategorien konnen uns aller- derselben a priori sinnlichen Anschauung
des Verstandes dagegen dings Gegenstiande enthielte. . .. (5) denn den im Gemdit a priori
stellen uns gar nicht erscheinen, (3) ohne ohne Funktionen des liegenden formalen

die Bedingungen dal sie sich notwendig Verstandes kénnen aller- Bedingungen der

vor, unter denen
Gegenstande in der
Anschauung gegeben
werden, (2) mithin

auf Funktionen des
Verstands beziehen
miissen, (4) und dieser
also die Bedingungen

dings Erscheinungen in
der Anschauung gegeben
werden. . . . (6) Denn
dal Gegenstande der

Sinnlichkeit gemal sein
miissen, ist daraus klar,
(7) weil sie sonst nicht
Gegenstande fiir uns
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locate not only other things but also ourselves as empirical subjects in space and time.
Here in passage (A), in clauses (A.2) through (A.4), he now adds that this procedure

by which we intuit all such things as spatiotemporal bears no necessary relation to the
procedure by which we make sense of them. If there is a relation between what we
intuit and what we understand, it must be a contingent one.

Kant then asserts in clause (A.5), and repeats in clause (A.16), that we can
definitely intuit objects independently of any higher cognitive functions for concep-
tualizing them. Such higher functions constitute a separate procedure that organizes
spatiotemporal objects into mutual relation, by sorting them into groups according
to their most fundamental properties—or, as Kant would put it, by subsuming them
under the categories of the understanding. Kant is asserting in clauses (A.2) through
(A.5) and (A.16) that intuition is not only conceptually independent of understanding;
it is also functionally independent. In Kant’s view in passage (A), we definitely can
intuit objects whether or not we comprehend them. Despite the heavy weather that
Robert Paul Wolff and others make of passage (A), Kant’s meaning in these clauses
seems to me to be quite clear. Whether it is consistent with what he says elsewhere is
a separate matter. Kant's claims here raise prima facie problems for the interpretation
of the Transcendental Deduction in both A and B editions that I am going to ignore
for purposes of this discussion.

In the subjunctive-mood clauses, Kant then entertains the counterfactual
possibility that we might not be able to understand any of the many things to which
we directly and immediately relate. It could happen that even the best-constituted
appearances might be incomprehensible to us as unified objects. Kant presses this
point particularly in clauses (A.9) to (A.10). Call this the worst-case scenario. In the
worst-case scenario, not even the most constitutionally sound among our spatiotem-
poral intuitions would satisfy the conceptual requirements that enable us to make
sense of them—for example, by fitting them into a causal network, or by consistently
ascribing properties to them in terms of which we can identify them repeatedly over
time as enduring objects.

Kant elaborates the worst-case scenario in clauses (A.11) through (A.14):

a confusing series of appearances is intuited and spatiotemporally positioned but
offers nothing to which the concepts of substance or causality might correctly

apply. Such appearances are still situated in time, and they still have spatial location.
And we still represent them; here see not only clauses (A.2) and (A.15), but also
Kant’s definition of intuition at B 132 as “that representation that can be given prior
to all thought.”” However, we do not represent them as unified objects; and there

is no unified self to whom we represent them. For, as Kant tells us in the Subjective
Deduction in the A edition, a subject is unified if and only if what appears to it is
similarly unified as an object (A 108).®

sein wiirden; (8) dal sie so leicht einzusehen. gemaR fande, (11) und also dem Begriffe
aber auch tiberdem [sic] (9) Denn es konnten alles so in Verwirrung der Ursache und
den Bedingungen, deren wohl allenfalls lage, (12) daB z.B. in Wirkung entspriche,
der Verstand zur syn- Erscheinungen so der Reihenfolge der (14) so daB dieser
thetischen Einsicht des beschaffen sein, Erscheinung sich nichts Begriff also ganz leer,
Denkens bedarf, gemaf (10) daB der Verstand darbdte, was eine Regel nichtig und ohne
sein miissen, davon ist sie den Bedingungen der Synthesis an die Bedeutung wire.

die Schluffolge nicht seiner Einheit gar nicht Hand gébe, (13) und (15) Erscheinungen
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And he adds in the B Deduction that “the empirical consciousness that accom-
panies different representations is in itself diverse and without relation to the identity
of the subject” (B 133).? So to be temporarily incapable of comprehending any of these
different representations conceptually is also to lack the unified self that is supposed
to do the comprehending. In the worst-case scenario I actually would, as Kant claims,
“have as many-colored and diverse a self as I have representations of which I am con-
scious to myself” (B 134).'°

However, the worst-case scenario is even worse than that. Kant reaches his
conclusion, in both the A and the B Deductions, after having analyzed only one syn-
thesizing procedure, not two. He has nowhere suggested that there is a first procedure
of conceptual organization that unifies the subject and a second one that unifies the
object. Rather, there is only one such procedure for systematizing the connections
among representations. This single procedure differentiates subject from object, and
unifies each. The functions of judgment that enable us consistently to ascribe proper-
ties to objects and subsume particulars under concepts are numerically identical to
the functions that organize the subject into an internally coherent psychological entity.
As he says in passage (B),

(B) [It] is clear that, as we have to do only with the manifold of our representations, and
that X (the object) that corresponds to them is nothing to us because it is supposed to be
something different from all our representations, the unity that the object makes necessary
could be nothing other than the formal unity of consciousness in the synthesis of the manifold
of representations (KrV, A 105.03-09; italics mine)."

So for Kant, the unity of the subject and the unity of the object are interdependent in
this very strong sense. But we have just seen that according to Kant, the unmediated
relation between these strongly interdependent entities cannot itself be a spatiotem-
poral one, because it is this very relation that engenders the spatiotemporal one. It
would seem, then, that this relation is unmediated in a very strong sense indeed: at the
precognitive level, there is no spatiotemporal distance, distinction or differentiation
between subject and object at all. Here we enter the metaphysically spooky noumenal
realm of things in themselves, about which knowledge is in principle impossible and
speculation futile.

But the worst-case scenario has unacceptable implications even if we avoid any
such speculation. For it implies that there is no way for subjects and objects even
to arise. There is no impersonal synthetic cognitive activity that might, from this state,
generate discrete, sentient entities that bear spatiotemporal relationships to other
such entities. Thus in the worst-case scenario, unsynthesized intuitions foreclose
empirical experience of any kind—of self, of action, of objects, of world—altogether.
Under these circumstances, mental representations permanently remain in a pre-
sorted, undifferentiated state, a “buzzing, blooming confusion,” to use William James’s
words. They are like a flurry of postcards that are being continually sent out from some
indefinite and unspecified departure point, without any identifiable destination at
which they are to be received and sorted. They are intentional, but have neither motive
nor purpose.

Now Kant reassures us, in both the A and B Deductions, that we do not need to
worry about the worst-case scenario. For in fact it turns out that even appearances
must be synthesized, at least at an elementary level, in order for them to be unified as
appearances (A 98-99). And the very same functions of judgment that unify perceptual
data into appearances are those which also unify appearances into objects (A 105).

d.i. den Begriff von 9. Denn das empirische 10. . .. denn sonst wiirde 11. Es ist aber klar, daB,
etwas, darin sie notwen- BewuBtsein, welches ich ein so vielfar- da wir es nur mit dem
dig zusammenhéngen. verschiedene biges verschiedenes Mannigfaltigen unserer
KrV, A108.08-15. Vorstellungen begleitet, Selbst haben, als ich Vorstellungen zu tun
ist an sich zerstreut und Vorstellungen habe, haben, und jenes X,
ohne Beziehung auf die deren ich mir bewuf3t was ihnen korrespon-
Identitat des Subjekts. bin. KrV, B 134.08-10. diert (der Gegenstand),

KrV, B 133.07-09). weil er etwas von allen



83

ADRIAN PIPER

An unsynthesized appearance is one that, after all, has been organized at least at the
elementary perceptual level of what Kant calls apprehension (A 99). It remains unsyn-
thesized in the sense that it has not been further sorted and organized at the higher,
more complex levels of conceptual and rational comprehension (A 103). Unsynthesized
appearances are the ones that, on the one hand, do achieve the status of discrete pres-
ences, but for which, on the other, it is an open question whether or not they achieve
the higher cognitive status of comprehensible objects. Kant’s aim in the A Deduction is
to explain how, at least in the normal case, apprehension and comprehension func-
tion in tandem to engender the empirical world of objects, events, and states of affairs
with which we are familiar. In order for this empirical world to exist for us, these
appearances can and must satisfy the requirements of comprehensibility that the
understanding imposes (B 138).

So Kant’s claim is that if we are to experience appearances as objects, we must
be able to understand them conceptually. However, I find no evidence, either in
passage (A) or elsewhere in the Critique, of a blanket claim that every appearance by
definition must be similarly comprehensible. We can think of such a blanket claim
as descriptive of what we might provisionally call the best-case scenario, in which all
of the representations we intuit, including our representations of ourselves, are orga-
nized by the categories of the understanding into comprehensible objects of thought.
In the best-case scenario, to intuit something is not merely to call the cognitive func-
tions of understanding into operation; it is thereby to secure a conceptual identity and
place for each and every thing we intuit.

However, the best-case scenario is in fact not all that good. For that scenario
implies that we can in principle comprehend everything we can intuit, i.e., that there
is no distinction between the objects that empirically appear to us and the objects we
understand. This just seems wrong, and perhaps most obviously wrong in the case
of trying to understand works of contemporary art. As viewers we are continually
presented with, and moreover expect to be presented with, many things, conditions,

unsern Vorstellungen des BewuBtseins in
Unterschiedenes sein der Synthesis des
soll, fiir uns nichts ist, Mannigfaltigen der
die Einheit, welche der Vorstellungen. KrV,
Gegenstand notwendig A 105.03-09.

macht, nichts ande-
res sein konne, als
die formale Einheit
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and states of affairs that we do not understand, and therefore can barely register in
awareness on a first viewing.

But of course our failures of comprehension are hardly limited to these cases.
Nor are they necessarily conditioned by a simple lack of information, education, or
sophistication. Sometimes they are conditioned by the limitations of our cognitive
capacities themselves—by their limited receptivity, flexibility, scope, depth, strength,
or responsiveness. The empirical world just is a lot bigger and more complex than we
are, and our creative capacities are a lot more complex and unpredictable than we
may think they are. Our curiosity about the unfamiliar is not infinite, and may all too
quickly shade into panic or revulsion. A serious commitment to empirical realism

What exactly is the
aesthetic content
of this work?

requires our acknowledgment of a natural, social, and cultural world that transcends
our ability to make sense of it—and, therefore, our acknowledgment of the infinite
possible series of given appearances that, in Kant’s analysis of reason, perpetually
challenges our higher-level theories to do so. So Kant’s empirical realism needs the
distinction between those appearances that are conceptually synthesized by the
understanding and those that are not, in order to block the naive subjectivism that
wrongly infers from Kant’s account that we each somehow “construct our own worlds”
in any primitively solipsistic sense.

The distinction between synthesized and unsynthesized intuitions is not the
same as that between phenomena and noumena. Rather, it is a distinction within the
phenomena, between those appearances that we recognize as unified objects and
those we merely intuit as spatiotemporally located presences. It is a distinction
between two kinds of empirical entity that alerts us to the existence of an empirical
world, including an empirical self, that lies beyond the mind’s ability to grasp it. As a
matter of principle, Kant cannot tell us in what this larger empirical world consists,
any more than he can tell us in what the noumenal world consists. Nor can he say
specifically what it is that empirically appears to us in a form that is thus unsuitable to
our powers of comprehension. We can only infer from Kant’s analysis of those powers
what it is not.
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Hence of appearances that do not satisfy the requirements of synthetic unity,
Kant says in passage (C) that

Passage (C)

Passage (A)

the soul,

(1) it would be possible for appearances to crowd in upon

(1) And everything would lay in such confusion
(15) Appearances would nevertheless present objects to
our intuition,

(2) and yet to be such as would never allow of experience.

(7) because otherwise they would not be objects for us.
(10) that the understanding would not find them in accor-
dance with the conditions of its unity at all.

(3) Since connection in accordance with universal and
necessary laws would be lacking,

(12) that, for example, in the series of appearances nothing
would present itself that would provide a rule of synthesis,
(13) and therefore would correspond to the concept of
cause and effect.

(4) all relation of knowledge to objects would fall away.

(14) So this concept would be completely empty, void, and
without meaning.

(5) The appearances might, indeed, constitute intuition
without thought, but not knowledge;

(2) So objects can certainly [allerdings] appear to us,

(3) without necessarily having to relate to functions of the
understanding,

(5) For without functions of the understanding,
appearances can certainly [allerdings] be given in intuition.
(16) for intuition by no means needs the functions of
thought.

(6) and consequently would be for us as good as nothing.

(KrV A111.03-07)*

(KrV, A 89.20/B 122.05-A 91.03/B 123.17)

As we can see in the table, Kant in passage (C) is reprising and concluding the argu-
ment he offered in passage (A). Clause (C.1) recapitulates clauses (A.11) and (A.15), on
the possibility of intuiting unsorted and unrecognizable presences. (C.2) condenses
(A.7)’s and (A.10)’s denial that we could consciously experience such presences. (C.3)
reprises (A.12) to (A.13) on the irregularity, unpredictability, and disconnectedness of
such presences. (C.4) elaborates (A.14)’s inference to the state of cognitive vacuity that
would result. And (C.5) summarily acknowledges in the subjunctive mood the same

12. Einheit der Synthesis
nach empirischen
Begriffen wiirde ganz
zufillig sein und,
griindeten diese

sich nicht auf einen
transzendentalen Grund
der Einheit, (1) so wiirde

es moglich sein, da

ein Gewtihle von
Erscheinungen unsere
Seele anfiillte, (2) ohne
dal doch daraus jemals
Erfahrung werden
kénnte. (4) Alsdann fiele
aber auch all Beziehung

der Erkenntnis auf zwar gedankenlose

Gegenstinde weg, Anschauung, aber
(3) weil ihr die niemals Erkenntnis,
Verkniipfung (6) also fiir uns soviel
nach allgemeinen als gar nichts sein.
und notwendigen KrV A 111.03-07.

Gesetzen mangelte,
(5) mithin wiirde sie
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point Kant has already asserted in indicative-mood clauses (A.2), (A.3), (A.5), and
(A.16), that intuition is conceptually and functionally independent of understanding.
Finally, clause (C.6) drives this now expanded argument to its conclusion: that even
if unsynthesized intuitions might indeed exist, they nevertheless “would be for us as
good as nothing.” To this he later adds that they “would be nothing to me” (B 132)"
and “would not belong to any experience, therefore would be without an object, and
nothing but a blind play of representations, that is, less even than a dream” (A 112).

I suggested earlier that the systematic relation between intuition and under-
standing must be a contingent one for Kant. We have also seen that this relation is
contingent on the presupposition of unified experience: if we as coherent subjects
are to have a coherent experience of whatever it is we intuit, that intuition itself must
be cognitively coherent. But this does not entail that intuitions that violate this pre-
supposition by definition do not exist. What we see from a comparison of passages (A)
and (C) is that Kant means to acknowledge the possibility of unsynthesized intuitions
on the one hand, yet to deny their cognitive significance on the other: yes, they might
exist, he admits, but where they do, they are cognitively unimportant. I think Kant was
wrong about this, and I shall shortly try to explain why.

In the actual-case scenario, then, some intuitions are synthetically unified,
whereas others are not. The actual-case scenario is that in which Kant’s description
of the worst-case scenario in clauses (A.10) to (A.15) and (C.1) to (C.5) holds only
for a limited class of intuitions. As we have already seen, unsynthesized intuitions
are those collections of representations that are unified into appearances by the
elementary operation of apprehension, but not further unified and classified into
recognizable objects by the advanced operations of comprehension. Although we have
sorted these representations into discrete presences that are situated in space and
exist in time, we have not succeeded in applying to them the higher-order functions
of the understanding that enable us to recognize them as part of the world of objects,
events, and states of affairs with which we are familiar.

So Kant's use of the term “object” in passage (A) to refer to these presences is
erroneous and premature. From now on, in order to refer to unsynthesized intuitions,
I am going to replace Kant’s talk of “objects” in passage (A) with Empson’s striking
term “things,” in order to express the perspectival and noncommittal stance of the
subject for whom unsynthesized intuitions do not necessarily ever achieve unified
objecthood. The first stanza of Empson’s poem rightly suggests that whether or not
such a thing can or ever does achieve the status of a recognizable object must remain
a moot question.

I have also already indicated my fondness for Empson’s observation that “it
is this deep blankness is the real thing strange.” This first line of the poem contains
at least two senses of the term “real”: a comparative sense and an absolute sense.
First, it surveys and evaluates the unlimited range of strange things that happen to
one. There is, on the one side, the overwhelming and seemingly endless avalanche
of strange things and happenings that multiply and mutate unpredictably. We can see
even from my brief introductory narrative of Empson’s life that it was an ongoing
proliferation of “things [and events] strange” from very early on. Virtually nothing in
his life turned out as he had probably expected. Empson’s account of the cognitive
effect of such a proliferation is exactly right:

The more things happen to you the more you can’t
Tell or remember even what they were.

13. Das: Ich denke, muB
alle meine Vorstellungen
begleiten konnen; denn
sonst wiirde etwas in
mir vorgestellt werden,
was gar nicht gedacht
werden konnte, welches
ebensoviel heilit, als

die Vorstellung wiirde
entweder unméglich,
oder wenigstens fiir
mich nichts sein. KrV,
B 131.16, B 132.01-04.

14. Diese wiirden

aber alsdann auch

zu keiner Erfahrung
gehoren, folglich

ohne Objekt, und nichts
als ein blindes Spiel
der Vorstellungen,

d. i. weniger, als ein

Traum sein. KrV,
A 112.10-13.
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If the confrontation with one such thing suspends mental functioning for a long
moment, repeated confrontation with a succession of such things suspends it

for a succession of long moments. That succession of moments is lost not only to
the possibility of concept subsumption, i.e., identification; it is thereby also lost

to the possibility of concept retention and recall. The momentary inability to consis-
tently ascribe a predicate to the thing equally forecloses the possibility of locating

it under the concept that predicate denotes, and therefore of searching for the par-
ticular that instantiates that concept in order call it up at a later point. “You can’t

tell or remember even what things were,” because the things themselves stubbornly
and repeatedly defy your ability to tell what they are. “The contradictions cover such
arange” because whether the predicate or its negation applies to the thing changes
from moment to moment. As ineffable presences, anomalous things of all kinds deepen
that deep blankness even more, and fill it with their strangeness.

On the other side, there is the culmination of that process of increasing speech-
lessness in response to those strange things and happenings: “this deep blankness”
that is really strange. Yes, a seemingly unending proliferation of strange things that
happen to one overtaxes one’s ability to capture them in concepts, words, or memory.
But the real thing strange is the deep blankness that results from that moment, when
the mind is so saturated with unfamiliarity that cognitive functioning is suspended
altogether.

I submit that the “deep blankness” Empson describes in this opening line of
“Let It Go” refers to the same state that Kant describes in clauses (A.14) and (C.4), in
which an anomalous presence appears in our vicinity: we intuit it, but it fails to behave
in accordance with our conventional expectations of cause and effect—producing
in us a state of conceptual nullity, a cessation of cognitive functioning, as Kant says,
“completely empty, void, and without meaning.” The difference between Kant’s and
Empson’s approach is that Kant regards this state of cognitive suspension negatively.
For him, it is a moment of confusion and vacancy, mental stasis, a harbinger of the
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Everything
will Dbe
taken

away

progressive intellectual deterioration and dementia that marred the last decade of
his life. So he discounts and belittles it even in theory.

By contrast, Empson’s sensitivity to his own creative process as a poet, together
with his deep engagement with Buddhist philosophy and meditation, lead him to
regard this state with interest and respect: as a conceptual silence, a moment of still-
ness and repose, an alert but wordless mindfulness brought forth by the presence
of the unfamiliar, relative to which “the talk that talks” and goes “so far aslant” is an
object of ridicule and revulsion. Empson’s poem identifies “this deep blankness”
as itself “the real thing strange”—stranger than all of the multiplicity of strange things
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that “happen to you,” overwhelming your ability to “tell or remember even what

they were.” It is this moment of profound incomprehension, of speechless, ineffable
cognitive shutdown, more powerful than the unending avalanche of events that
assault the outer limits of the mind’s ability to process them, that itself commands his
fascination—just the opposite of Kant’s dismissive attitude.

But as is true for Kant, Empson’s “deep blankness” achieves its depth only
through the intuitive presences it reveals—and can reveal only when the mind is quiet,
shocked into silence by what is so unfamiliar that none of the words or concepts
in one’s cache are adequate to capture it. Here we arrive at the second meaning of the
word “real” in Empson’s poem: its allusion to an absolute empirical reality that dis-
turbs our awareness even as it defies our futile attempts to capture it in thought. In the
second volume of Rationality and the Structure of the Self, my analyses of concep-
tual, theoretical, and aesthetic anomaly stipulate that the relationship between what
Empson calls “the real thing strange” and “this deep blankness” is one of cause and
effect: that it is the anomaly that causes the cognitive paralysis. But my account does
not violate Empson’s insight that it is the deep blankness, the moment of temporarily
arrested cognitive functioning, that itself affords us access to the hidden reality of the
strange and unfamiliar things that engender it. The things may cause the blankness,
but it is the blankness that reveals the things—the unfamiliar phenomena, the experi-
ential anomalies that temporarily suspend the ongoing functions of conceptualization,
and that we therefore fail to cognitively recognize at all.

The things that provoke these reactions are the real things that are given to us
and affect us without commanding our conscious comprehension. In Kant’s charac-
terization of the worst-case scenario in passages (A) and (C), unsynthesized intuitions
comprise spatiotemporally located things, states, and occurrences that transform
arbitrarily. They go in and out of our purview unpredictably, without any discernible
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systematic connection to other such things, states, and occurrences that are undergo-
ing their own metamorphoses. These metamorphoses themselves are so fleeting and
unstable that they make impossible a consistent ascription of properties to particular
objects, and therefore a consistent identification and differentiation of such objects
in terms of their properties. For the usual mechanisms by which we make sense of
objects—seeking out their causal connections with other familiar objects and events,
ascribing to them some of the same properties by which we identify other objects and
events, situating them in familiar contexts through their properties and relations—
are brought to a standstill. The failure of these organizing mechanisms releases into
the mind a flood of things and presences and events with which it has no resources to
cope. Unsynthesized intuitions inherently constitute a state of confusion and disor-
ganization that the subject is perceiving, and therefore a condition of psychological
confusion and disorganization in the subject herself.

Unsynthesized intuitions may be either third-personal or first-personal,
depending on whether we locate them spatially as outside us or as inside us. In the
third-personal case, we are passive spectators to those things and happenings that
are located outside us, where arbitrarily given visual, tactile, and auditory occur-
rences, sense-data, forms, and ideas are in direct and intimate proximity to us, filling
our awareness and indeed temporarily capsizing it. And in the first-personal case,
we are also passive instruments of those unsynthesized intuitions that are located
inside us, where other sorts
of visual, tactile, and auditory
occurrences, sense-data,
forms, and ideas are also
in direct and intimate prox-
imity to us; where mental
events, thoughts, images,
impulses, and premonitions
are given in an arbitrary and
shifting temporal sequence
that disrupts, paralyzes,
or fragments purposeful
action. We are passive in
both the third-personal
and the first-personal cases
because of the disruption
of intentional agency both
conditions effect.

Let’s take the third-
personal case first. Earlier
I mentioned Kant’s conclu-
sion at A 108 that the subject
is coherently unified if
and only if the object is
similarly coherently unified
by a set of concepts that
meaningfully and consis-
tently organize experience.

I also noted in discussing
passage (B) Kant’s stipulation
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of a single synthetic procedure that differentiates subject from object, and unifies
each. The implication for his account of third-personal unsynthesized intuition

is clear, and terrifying: these unsynthesized presences do not merely “crowd in upon
the soul,” as Kant describes. They threaten to overtake and decompose the soul back
into the unsorted mass of representations with which it began; to obliterate the
distinction between subject and object; and to dissolve the subject as an independent
psychological entity into the very things that he fails to understand. With that loss

of differentiation go observational distance, spatiotemporal and social orientation,
perspective, self-definition, detachment, and objectivity as well. Indeed everything
that enables one to distinguish oneself psychologically as an identifiable agent is,

for that moment or succession of moments, lost, dissolved into the object.

But the first-personal case is no different, because, as we have just seen, the
very presence of unsynthesized intuitions, wherever they come from, undermines the
distinction between these two standpoints. Things and presences and happenings and
states that well up or appear or burst forth or compel goal-directed activity that seems
paradoxically without discernible purpose are no less threatening to the psychological
integrity and boundaries of the self when they possess one than they are when they
confront one. In both cases, then, unsynthesized intuitions loosen our grip on our
subjectivity and our agency, because the unstable spatiotemporality of these things
and happenings and states render our discreteness and self-differentiation as subjects
equally unstable. So our confrontation with these things is nameless and disorienting,
regardless of whether we are viewing them or producing them out of ourselves.

Now this talk was supposed to be about the relation between my art work and my
philosophy work, and perhaps you are wondering what all that I've said so far has to do
with it. The answer is that [ have been showing you what that relation is. I have been
doing the philosophical work, and bringing to bear some of the philosophical work I
have already done, on the project of directing you to that place in the mind where my
art work lives and where you have to live and be comfortable, if you want to meet any
contemporary artwork, including mine, on its own territory. And I have been showing
you just a few of the real things strange you will find if you explore that territory. This
is the territory that stretches beyond the reach of conceptualization and convention,
beyond the reach of favored tags such as art vs. non-art and good art vs. bad art and
art vs. craft and art vs. nature—and therefore far beyond Kant’s third Critique concep-
tion of the free play of the cognitive faculties in a universally communicable judgment
of taste.” For this territory extends further into the deep regions of the mind than the
limitations of judgment, language, intellect, or self can comfortably contain.

To be at home in this place means to be comfortable with unsynthesized
intuitions: with unfamiliar things and happenings and states and presences that con-
found and silence the mind and decompose the ego. This is the place you are called
on to visit if you want to get acquainted with a contemporary work of art at the intui-
tive level I have been discussing. Empson rightly locates the “madhouse” not here,
in the direct and unmediated, indexical, and intuitive relation to the thing, but rather
“in the whole thing there,” in the conceptually unified but mediated relation, where
“the contradictions cover such a range,” and where “the talk would talk and go so far
aslant.” The madhouse he rejects is not unsynthesized intuition, but rather the prema-
ture attempt to verbalize it.

Cultivating a direct and unmediated relation to unsynthesized intuition on
its own terms is not a sufficient condition for finally understanding it. But it is a nec-
essary condition. It is necessary to seek out that anomalous presence beyond the edge
of awareness that defies integration into conscious experience. And it is necessary

15. Kant, Kritk der
Urteilskraft, 1790,

ed. Karl Vorlander.
(Hamburg: Felix Meiner
Verlag, 1974), 1.9.
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to become comfortable with the bewildered state of wordless confusion, anxiety, and
conceptual and conative disorientation it effects. This is the state of vigilant alertness
that maximizes receptivity to whatever the real thing strange has to offer.

Of course it is also open to you to skip that part, and proceed directly to a different
project, of trying to capture the thing intellectually, by relying on wall labels and
museum tours and reviews and other people’s comments and discussions and analyses—
indeed, analyses of precisely the sort to which I have just subjected Empson’s poem—
in order to classify the work under its proper conceptual headings. In these cases,
higher-level cognition is little more than a vacuous wheel-spinning operation, without
connection to the road beneath the wheels. But this also is not enough for understand-
ing, as Kant reminds us in passage (D):

(D) Without sensibility no object would be given to us, and without understanding none
would be thought. Thoughts without content are empty, intuitions without concepts

are blind. It is therefore just as necessary to make the concepts of the object sensible
(that is, to add to them the object in intuition), as to make the intuitions of the object
comprehensible (that is, to bring them under concepts). . . . Only through their union can
knowledge arise (KrV, A 51.16-32, B 75.17-B 76.01).¢

So Kant’s point, and Empson’s point, and mine, is that no talk that talks can substitute
for direct, unguarded, and sustained exposure to the intuitive presence of the artwork
on terms that cannot be talked at all. Once you have ventured that far, you can let those
wall labels go.

IN ORDER TO ENTER THE ROOM, l
YOU MUST HUM A TUNE. l
ANY TUNE WILL DO. t

BEGIN HUMMING
AS YOU APPROACH
THE GUARD.

(Wwvvsﬁ?w
AB AR, ADU2

Thanks.

16. Ohne Sinnlichkeit
wiirde uns kein
Gegenstand gegeben,
und ohne Verstand
keiner gedacht werden.
Gedanken ohne Inhalt
sind leer, Anschauungen
ohne Begriffe sind blind.

Daher ist es ebenso not-

wendig, seine Begriffe
sinnlich zu machen (d.i.
ihnen den Gegenstand
in der Anschauung
beizufiigen), als seine
Anschauungen sich
verstdndlich zu machen

(d.i. sie unter Begriffe
zu bringen). . . . Nur
daraus, dal sie sich
vereinigen, kann
Erkenntnis entspringen
(KrV, A 51.16-32,

B 75.17-B 76.01.
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Page 73: William Empson, 1930s

Page 74 (top): T. S. Eliot (third from left), George Orwell (fourth from left),
William Empson (third from right), and others, 1942

Page 74 (bottom): William Empson, 1950s
Page 75 (top): William Empson, 1965
Page 75 (bottom): William Empson, 1980s

Page 76: Adrian Piper. Decide Who You Are: Right-Hand (Constant) Panel. 1992.
Screenprinted image and text on paper, mounted on foam core, 72 x 42 in.
(182.8 x 106.7 cm). Various public and private collections

Pages 76, 77: Adrian Piper. Decide Who You Are: Right-Hand (Constant) Panel Text.
1992. Audio loop, 00:52:24, and duo performance, duration variable. Collection
Adrian Piper Research Archive Foundation Berlin

Page 77: Adrian Piper. Catalysis IV.1970. Documentation of the performance.

Five gelatin silver prints, each 16 x 16 in. (40.6 x 40.6 cm). Photograph by Rosemary
Mayer. Generali Foundation Collection—Permanent Loan to the Museum der
Moderne Salzburg. Detail: photograph #2

Page 78: Adrian Piper. Hypothesis: Situation #4.1968-69. Typescript page

on mimeographed paper; gelatin silver prints and ink on graph paper;

and two photolithograph pages, 11 x 8%z in. (27.9 x 21.6 cm); 10'%6 x 40% in.
(27.8 x 103.2 cm); and each 11 x 8%z in. (27.9 x 21.6 cm). Collection Adrian Piper
Research Archive Foundation Berlin

Page 81: Adrian Piper. The Mythic Being: A 108.1975. Oil crayon on six gelatin silver
prints, each 25Y2 x 17% in. (64.7 x 45 cm). Collection Candace King Weir

Page 83 (left): Adrian Piper. Self-Portrait Exaggerating My Negroid Features. 1981.
Pencil on paper, 10 x 8 in. (25.4 x 20.3 cm). The Eileen Harris Norton Collection

Page 83 (right): Adrian Piper. Vanilla Nightmares #7.1986. Charcoal on newspaper,
237 % 13% in. (60.6 x 34.9 cm). Weatherspoon Art Museum, Greensboro,
North Carolina. Museum purchase with funds from the Benefactors Fund

Page 84: Adrian Piper. Aspects of the Liberal Dilemma. 1978. Mixed-medium
installation. Black-and-white photograph framed under Plexiglas, audio, and lighting,
photograph 18 x 18 in. (45.7 x 45.7 cm); installation dimensions variable. University
of California, Berkeley Art Museum and Pacific Film Archive. Gift of the Peter Norton
Family Foundation. Detail: photograph

Page 85: Adrian Piper. What It's Like, What It Is #3.1991. Video installation. Video
(color, sound), constructed wood environment, four monitors, mirrors, and lighting,
dimensions variable. Installation view in Dislocations, The Museum of Modern Art,
New York, October 20, 1991-January 7, 1992. The Museum of Modern Art, New York.
Acquired in part through the generosity of Lonti Ebers, Marie-Josée and Henry
Kravis, Candace King Weir, and Lévy Gorvy Gallery, and with support from The
Modern Women's Fund

Page 87: Adrian Piper. Everything #8. 2006. Mixed-medium installation for KBH
Kunsthal, Copenhagen. Vitrine with glass, mirrors, and stenciled text on pedestal,
46 in. x 6 ft. 4 % in. x 3246 in. (117 x 200 x 83 cm). Collection Adrian Piper Research
Archive Foundation Berlin

Page 88: Adrian Piper. Everything #1. 2003. Printed text on paper, 11 x 8Y5 in.
(27.9 x 21.6 cm). Collection Adrian Piper Research Archive Foundation Berlin

Page 89: Adrian Piper. The Spurious Life-Death Distinction (Part Il of The Pac-Man
Trilogy). 2006. Animated video (color, sound), 00:45:00. Collection Adrian Piper
Research Archive Foundation Berlin. Detail: video still at 00:05:36

Page 90: Adrian Piper. Shattered Thinker. 1967. Pencil on paper, 8 2 x 5 %2 in.
(21.6 cm x 14 cm). Private collection, U.S.A.

Page 92: Adrian Piper. The Humming Room. 2012. Exhibition instruction.
Pencil on graph paper with digital additions, 8%2 x 11in. (21.6 x 27.9 cm).
Collection Adrian Piper Research Archive Foundation Berlin

All works by Adrian Piper © 2018 Adrian Piper Research Archive Foundation Berlin

Catalysis IV © 2018 Adrian Piper Research Archive Foundation Berlin and
Generali Foundation
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LSD Mirror Self-Portrait. 1965
Charcoal and colored pencil on paper
22Y% x17%in. (57.2 x 43.8 cm)
Collection Liz and Eric Lefkofsky
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LSD Alice [Study for Alice Down the Rabbit Hole]. 1965
nd pencil on paper

11%4e x 9 in. (30 x 22.8 cm)
Collection Adrian Piper Resear

Felt-tip pen, ballpoint pen, a
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Negative Self-Portrait. 1966
Felt-tip pen on paper

176 x 14% in. (45 x 37.5 cm)
Emi Fontana Collection

LSD Self-Portrait from the Inside Out. 1966
Acrylic on canvas

40 x 30 in. (101.6 x 76.2 cm)

Emi Fontana Collection



Over the Edge. 1965

Oil on canvas

24% x18%sin. (62.6 x 47.2 cm)

Collection Adrian Piper Research Archive Foundation Berlin



LSD Womb. 1965
Acrylic on canvas
26 x 26 in. (66 x 66 cm)
Emi Fontana Collection
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LSD Void. 1966

Acrylic on canvas

26 x 40in. (66 x 101.6 cm)
Emi Fontana Collection
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LSD Self-Portrait with Tamiko. 1966
Acrylic on canvas

40%e % 30%e6 in. (103 x 77 cm)
Private collection
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LSD Bloodstream. 1965

Acrylic on canvas

12 x12in. (30.5 x 30.5 cm)

Collection Simona & Francesco Fantinelli
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Alice in Wonderland: Alice and the Pack of Cards. 1966
Tempera on canvas board

24 x 18 in. (61 x 45.7 cm)

Collection Konrad Baumgartner, Milan

Alice in Wonderland: The Mad Hatter’s Tea Party. 1966
Tempera on canvas board

24 x18in. (61 x 45.7 cm)

Collection Konrad Baumgartner, Milan

Alice in Wonderland: Alice Down the Rabbit Hole. 1966
Tempera on canvas board

24 x18in. (61 45.7 cm)

Collection Konrad Baumgartner, Milan
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Over the Edge 1(Study). 1967

Pencil on notebook paper

4% x 8% in. (10.4 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Over the Edge 2 (Study). 1967

Pencil on notebook paper

9 x 6'%e in. (22.8 x 17.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Over the Edge 3 (Study). 1967

Pencil on notebook paper

11 x 8%sin. (27.9 x 21.4 cm)

Collection Adrian Piper Research Archive Foundation Berlin




1

Untitled Planes Painting. 1966

Acrylic on wood, mounted on acrylic on canvas

18 x 24 in. (45.7 x 61cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Self-Portrait at Age 5 with Doll. 1966

Oil on canvas with doll

29% x19%in. (75.5 x 50.2 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Barbara Epstein and Doll. 1966

Acrylic on canvas with doll

41% x 41in. (105.7 x 104.2 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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The Barbie Doll Drawings. 1967

Rapidograph pen, ink, and/or pencil on thirty-five sheets of notebook paper

Each 8% x 5% in. (21.6 x 14 cm)

The Museum of Modern Art, New York. Acquired through the generosity of Catie and Donald Marron, The Friends of Education of The
Museum of Modern Art, Carol and Morton Rapp, Richard S. Zeisler Bequest (by exchange), Committee on Drawings and Prints Fund,
Riva Castleman Endowment Fund, John B. Turner Fund, and Monroe Wheeler Fund
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Detail:
Barbie Doll Drawing #20
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The Barbie Doll Drawings. 1967 (see page 108)
Details:

Barbie Doll Drawing #1

Barbie Doll Drawing #33

Barbie Doll Drawing #4
Barbie Doll Drawing #8
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Untitled Self-Portrait. 1967 (later signed “1968")

Pencil and charcoal on paper

11 x 8% in. (27.9 x 21.6 cm)

Collection Sands and Robin Murray-Wassink, WASSINIQUE INC., Amsterdam
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Drawings about Paper and Writings about Words #1.1967
Pencil on notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Drawings about Paper and Writings about Words #5.1967
Pencil and charcoal on notebook paper

11 x 8% in. (27.9 x 21.6 cm)

Collection Louise Fishman
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Drawings about Paper and Writings about Words #6.1967
Cut-and-pasted paper, pencil, charcoal, and pastel on notebook paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Drawings about Paper and Writings about Words #8. 1967
Cut-and-pasted paper and pencil on notebook paper

11 x 8%21in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Drawings about Paper and Writings about Words #11. 1967
Cut-and-pasted paper and pencil on notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Drawings about Paper and Writings about Words #16.1967
Cut-and-pasted paper and pastel on notebook paper
11x8%in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Drawings about Paper and Writings about Words #17.1967
Cut-and-pasted paper and pencil on notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Gregory R. Miller and Michael Wiener
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Drawings about Paper and Writings about Words #24. 1967
Felt-tip pen on graph paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Drawings about Paper and Writings about Words #25.1967

Gouache on graph paper
11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Drawings about Paper and Writings about Words #27.1967
Gouache on graph paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Gregory R. Miller and Michael Wiener
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Drawings about Paper and Writings about Words #33.1967
Pencil on notebook paper

11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Drawings about Paper and Writings about Words #46.1967

Cut-and-pasted paper bag, charcoal, and pencil on notebook paper

11 x 8% in. (27.9 x 21.6 cm)

The Museum of Modern Art, New York. The Judith Rothschild Foundation Contemporary Drawings Collection Gift
(purchase, and gift, in part, of The Eileen and Michael Cohen Collection)
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Drawings about Paper and Writings about Words #47.1967

Pencil and charcoal on notebook paper

11x 8%2in. (27.9 x 21.6 cm)

The Museum of Modern Art, New York. The Judith Rothschild Foundation Contemporary Drawings Collection Gift (purchase, and gift, in
part, of The Eileen and Michael Cohen Collection)



Drawings about Paper and Writings about Words #49.1967
Pastel on notebook paper

11x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Drawings about Paper and Writings about Words #48. 1967

Pencil on notebook paper in plastic sleeve with crayon

11 x 8% in. (27.9 x 21.6 cm)

The Museum of of Modern Art, New York. The Judith Rothschild Foundation Contemporary Drawings Collection Gift
(purchase, and gift, in part, of The Eileen and Michael Cohen Collection)
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Drawings about Paper and Writings about Words #51.1967
Pencil and pastel on notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin



Recessed Square. 1967

Masonite on wood frame (refabricated 2017)

36 x36 x9in. (91.4 x 91.4 x 22.9 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Double Recess. 1967

Masonite, wood frame, gesso, paint, and metallic paint (refabricated 2017)
36 x 60 x 6in. (91.4 x152.4 x 15.2 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Sixteen Permutations of a Nine-Part Floating Square. 1968
Pencil on graph paper and tape

22 x22in. (55.9 x 55.9 cm)

Collection Gregory R. Miller and Michael Wiener
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Nine-Part Floating Square. 1967

Pencil and gesso on nine canvases, with pencil on wall

Each canvas 242 x 24Y2in. (62.2 x 62.2 cm); overall 66 x 66 in. (167.6 x 167.6 cm)
Collection Gregory R. Miller and Michael Wiener
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A Three-Dimensional Representation of Infinite Divisibility. 1968

Pencil and colored pencil on graph paper

17V x 22 in. (44.4 x 56.5 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Infinitely Divisible Floor Construction. 1968

Mixed-medium installation. Tape and particle board (refabricated 2002)
47%ain. x 13 ft. 9% in. (120 x 420 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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3-2-1Cube 3-2-1 Cube (Permutations on a Suspended Cube). 1968
Colored ink, colored pencil, and pencil on graph paper

15 x 22% in. (38.1 x 56.5 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Here and Now. 1968

Cardboard portfolio with text on graph paper and text on mimeographed paper
taped to box; and text on sixty-four loose sheets of mimeographed paper

Each sheet 9 x 9in. (22.9 x 22.9 cm)

Collection Alan Cravitz and Shashi Caudill

Details:

frontispiece

page 1

systems page
page 12
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Sixteen Permutations of a Planar Analysis of a Square. 1968

Mixed-medium installation. Photostat and wood model

Photostat 327 x 217z in. (83.5 x 55.5 cm); model 10% x 10% x 8% in. (27 x 26.4 x 20.6 cm)
Collection Adrian Piper Research Archive Foundation Berlin
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Detail: scale model
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Utah-Manhattan Transfer. 1968

Pencil and ballpoint pen on cut-and-pasted maps, mounted on two pieces of foam core
First panel 13% x 14%s in. (33.7 x 36 cm); second panel 12 x 12 in. (30.5 x 30.5 cm)
Collection Adrian Piper Research Archive Foundation Berlin
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Parallel Grid Proposal for Dugway Proving Grounds Headquarters. 1968

Two typescript pages; ink and colored ink on fourteen sheets of paper; architectural tape on acetate
over ink on thirteen photostats; and ink on cut-and-pasted map, mounted on colored paper
Twenty-five sheets each 82 x 11in. (21.6 x 27.9 cm); two sheets each 82 x 1246 in. (21.6 x 32.2 cm);
and three sheets each 11 x 8%z in. (27.9 x 21.6 cm)

Collection Beth Rudin DeWoody
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Parallel Grid Proposal for Dugway Proving Grounds Headquarters #10
Parallel Grid Proposal for Dugway Proving Grounds Headquarters #11

Details:
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Pive Usralsted Tisesieces-Octeter, 1968:

#1: Pridey, Ooteter 11, 1068, 1:15 B (5.1)
#11: Saturdar, Goteber 12, 1960 A (der)(7.2)
#111: Sasurdey, Ooteber 12, 1068, AL:b8 AJK.(medular)(p.3)

#7: Susday, Octeker 13, 1968, 11100 AK.(5.5)

Five Unrelated Time Pieces (Meat into Meat). 1968

Notebook with typescript page, eight photographs, and text mounted on colored paper
Each page 9%2 x 11%2in. (24.1 x 29.2 cm) or 11%2 x 9%z in. (29.2 x 24.1 cm)

Collection Paul & Karen McCarthy
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9/89 Adrina Fiper

oeeibility of percestual anlluciartios is mot comsidered aere.

Hypothesis: Situation #3 (for Sol LeWitt). 1968-69

Typescript on mimeographed paper; gelatin silver prints and ink on graph paper; and two photolithograph pages
11 x 8%in. (27.9 x 21.6 cm); 11 x 33% in. (27.9 x 86 cm); and each 11 x 82 in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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KYPOTMES IS Situation #6

waboundad eavirommeat, bowsded eaviromment, detaile (variavle) / quarter aewr (som-

stant)

Beater St,:
aterter, Wuilding $117:
1. stairvell frem Lta te Ird fleer
2, reaning east
3. running west
interier, Wwilding #117:
4, lst fleer grecery
Forsytae St,:

5. wuildiags #58 and 60

Hypothesis: Situation #6.1968-69

Typescript on mimeographed paper; gelatin silver prints and ink on graph paper; and two photolithograph pages
11 x 8% in. (27.9 x 21.6 cm); 11 x 18 in. (27.9 x 45.4 cm); and each 11 x 8%z in. (27.9 x 21.6 cm)

Walker Art Center, Minneapolis. T. B. Walker Acquisition Fund
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BYPOTA®SIS:

Sersory ccunclousness is of essantially undifferemtiated ssnsory information. The

vrinery ordering of sewsory information is imto spece and time comtimmms, Tae sec

ondary ordering furtuer differemtistes it into segmerts &lomg tae comtimuums: speci-
fic epace and time cosditioms (see secomd part of essay). The resultiag comscious;
ness ie of an inmdeterminate wumbnr of voints or inetants at walcs tie space and time
contimuuac imtersect. Ay combination of &pece aad time comditions om tae contimuums
mAy intersact to form oze or a morier of woiate or instamts, Svece amd time coadi-
tioms may be combined in emy ome of tue following weye:

1. One definttice of an iastant is tre crse in whica sokce and time comditione are
totn comstant. Taere ie meitaer veristion (progressior) im tire wor in snace.
Tue scope, durstion, swd depts of an instemt is subjectively deternimed; ax ia-
stant of semsory comscicuszess ey be objectively measured im aours or seconds,
enviroaueats or objacts, deveadinz o tae particulcr experiemce.*

When tue spsce conditior remains comstemt wnile txe time condition varies (pro-
yresres), tue verceiver smd/or spetial odbject of perception is wotiorless,
Weern tue space cordition veriee waile tae time conditiom remainc constemt, tue
situation may eituer be tuat of o self- or envircmmentally-irduced expemsion of
sensory coasciousness, or semsory comsciousness taat is undifferentirted. Bither
would vermit tne reristering of a muber of differsmt svace comditions.

. Waen toe svsce conditions vary ss tne time comditiom varies (propresses), tae
perceiver and/or spatinl object of perception is in motion.

Tne voints or instamte commect to form e svan of comsciousmese of the desiznated

spcce-time situation. Imtervals bestwsem connected imsteats may signify temporery

intrusions by &) extermal snace and/or time conditioms; b) absemt-mindedness; c) tkat
state of comsciousmess in waich neitaer space mor time comtinmuume exist, Tzese pos-~

sibilitias do mot bresk tue apan of consciousmess of the desigmated situation: a

spai. is determined as tue sequemce formed by tie Doints at waick consciousess of

tue situation is experienced.

* Tze joseidility of perceptual aallucinetion is mot comsidered aere.

Lue CoAGitiont Giscussmsd below refer to tuw most differeaticted ere stemdardized
forms of sensory cunscicurness, Taey sre siaificetions of more inclusive cad ir-
iefinite kinds of evyariemce.
Some spece cond!tions sveilable us objacts of seasory consciousmess st n rivex imstamt:
Unbounded eaviroamerts (e,z. outdoor locntions)
bounded eavirommesats (e.:. imdcor locetions)
Comnosite massns: independent siagle objocts, comglowerctioms of desendent objects
(e.z. toble: witn esutray, salt s»d cevper saakers, mawspaner, atc,)
Deoemdent sincle objects: parts of composite masses (e.z, newspacer oa tabla)
Dezcils of any of tie sbove not existimg izdependemtly (e.s. fine nriat in
newsoaper)
6. A combinstion of awy of tue above
Some time comditions avsilable as objects of seasory comsciousness at & civem instemt:
1, Days
sours
n8lf wours, qUErter wours
Hinutes
. Sacoads
6. a combinctica of amy of tne above
3otr contiruuns are open-eadsd, Tuey may be imdefinitely extended by adding in-
craesingly inclusive or exclusive coaditioas.
nem used ir A specific situstiou, a conditiom mey be isolated from ite identifying

context (location, date).

Sinca trm space amd time coatimuume ere im consteat flux, any work (semsory con-
sciousxess situation) emtered umder tids aypotussie cammot be repeatod, Cuarts
and paotogruput cre intrinsically sble to record iutersections of tis space and time

coatinuume. Loy are tuerefore uscd te racord tae sccurreace of eaca situstiom,

9/89 Adrian Piper




148

Relocated Planes I: Indoor Series, 6/69.1969

Notebook with six typescript pages; ballpoint pen on four typescript pages; twelve photostats of architectural
tape on acetate over photograph on paper; and cut-and-pasted text on twelve sheets of colored paper

Each page approx. 11 x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan to the Museum der Moderne Salzburg
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Relocated Planes lI: Outdoor Series

Notebook with six typescript pages; ballpoint pen on four typescript pages; twelve photostats of architectural
tape on acetate over photograph on paper; and cut-and-pasted text on twelve sheets of colored paper

Each page approx. 11 x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan to the Museum der Moderne Salzburg
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Concrete 8" Square [“The sides of this square measure 8”..."]. 1968
Ink and tape on graph paper, mounted on foam core; and typescript page

=
RIGHT SIDE OF PAGE- THE (MERGUREMENT OF (TS SIDES 1N INCHES

21% x 8% in. (54.6 x 21.6 cm) and 11 x 8%z in. (27.9 x 21.6 cm)
The Museum of Modern Art, New York. Gift of Gilbert B. and Lila Silverman Instruction Drawing Collection, Detroit
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The sides of this square weesure 8"; or, the sides of these two rectangles measure 4 x 8°; or,
the sides of these four squeres woswure 4"; of, the sides of these eight rectangles measure 2 x
4*; or, the wides of these 16 mquares meesure 2"; o sides of these 32 rectangles measure 1
x 2"; or, the sides of these 6 squares measure 1"; or, the sides of these 128 rectangles measu
re 1/2 x 1"; or, the sidec of these 256 equares measure 1/2; or, the sides of these 512 rectang
les measure 1/4 x 1/2"; or, the sides of these 1024 squares messure 1/4%; or, the sides of these
2048 rectangles measure 1/8 x 1/4%; or, the sides of these 4096 measure 1/8"; or, the si
des of these 8192 rectangles measure 1716 x 1/8"; or, the sides of these 16284 squares measure 1
/16%; or, the sides of these 22568 rectangles weasure 1/32 x 1/16"; or, the sides of these 45136
squares messure 1/32"; or, the sides of these 90272 rectangles messure 1/64 x 1/32%; er, the sid
es of these 180554 squares messure 1/64"; or, the sides of these 261088 rectangles measure 1/128
x 1/64%; or, the sides of these 522176 squeres messurs 1/128"; or, the sides of these 1044352 r
ectangles measure 1/256 x 1/128"; or, the sides of these 2088704 squares measure 1/256"; or, the
sides of theee 4177408 rectengles measure 1/512 x 1/256"; er, the sides of these 8354816 squares
measure 1/512"; or, the sides of these 1670963B-rentaighessmeasure 1/1024 x 1/512%; or, the side
s of these 33419264 squeres measure 1/1024"; or, the sides of these 66838528 rectengles messure
1/2048 x 1/1024%; or, the sides of thess 133677056 squares measure 1/2048"; or, the sides of the
88 267354112 rectangles messure 1/4096 x 1/2048"; or, the sidee of these 534708224 squares measu
re 1/b096"; or, the sides of these 1069416448 rectangles weasure 1/8192 x 1/4096"; or, the sides
of these 2138832896 squares measure 1/8192%; or, the sidee of thess 4527766579Z rectangles messur
e 1/16284 x 1/B192"; or, the sides of these 855533153L squares weasure 1/16284"; or, the sides o
£ these 17110663168 rectangles measure 1/22563 x 1/16284"; or, the cides of these 28P?1326736 sq
uares measure 1/22568"; or, the sides of these L8UL2652672 rectengles measure 1/45136 x 1/22568"
'y the sidos of these 96808530534l squeres messure 1/85136"; or, the sides of these 1937706106
vo rectangles measurs 1/90272 x 1/45136"; or, the sides of these 387541221376 squares ceasues 1/
90272%; or, the sides of these 775083442752 rectangles measure 1/180544 x 1/90272"; or, the side
& of these 1550164885504 squarus messure 1/1805L4"; or, the sides of these 3100329771008 recteng
les measure 1/261088 x 1/180544"; or, the eides of these 6200659542016 squeres messure 1/261088"
3 or, the sides of these 12401319084032 rectangles measure 1/522176 x 1/261088"; or, the sides o
£ these 24802638165064 squares meesure 1/522176"; or, the sides of these 4960527336128 rectengl
es measure 1/1088%52 x 1/522176"; or, the sides of these 99210552672256 squarea measure 1/104435
2"; or, the sides of tuese 198421105344512 rectangles measure 1/2088704 x 1/1044352%; or, the 8l
des of these J9684221068902k sq 1/2068704"; or, the sides of these 793684421378048
rectangles measure 1/4177408 x 1/2088704%; or, the sides of these 1587368842756096 squerss messu
re 1/4177408%; or, the sides of these 317473685512192 rectangles measure 1/8354816 x 1/B177408";
or, the sides of these 634947537102438L squsres measure 1/8354816"; or, the eides of these 12698
9507 o8 1/16709632 = 1/8354816"; or, the sides of these 2539790148409752
8 squares measure 1/16709632"; or, the sides of these 50795802968195056 rectangles messure 1/334
1926k x 1/16709632"; er, the sides of tuese 101591605936390102 squares measure 1/33419264"; or,
the sides of these 2031832118727 tangles 1/66838528 x 1/133419264%; or, the side
6 of these LO6366L237L4560408 squares meesure 1/66838528%; or, tue sides of these 81273284749112
0816 rectangles measure 1/133677056 x 1/66838528"; or, tuhe sides of these 1625465694982251632 sq
uares measure 1/133677056"; or, the sides of these 3250921389961483264 1/2673
546112°x 1/133677056"; or, the sides of these 6501342779928966528 squares measure 1/267354112"; o
r, the sides of these 13003685559857933056 rectangles meesure 1/534708224 x 1/267356112%; or, th
o sides of these 26007371119715866112 squares measure 1/53IU708224%; or, the sides of theee 52014
74223943173222k rectengles measure 1/1060L16548 x 1/534708224%% or, the sides of these 10L020LAL
47886346k qQ 1/1069416b58"; or, the sides of these 208058968957726928896 rectang
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This square should be read as a whole; or, these two vertical rectangles
should be read from left to right or right to left; or, these two horizo
ntal rectangles should be read from top to bottom or bottom to top; or,

these four squares sShould be read from upper left to upper right to lowe
r right to lower left or upper left to upper right to lower left to lowe
r right or upper left to lower left to lower right to upper right or upp
or left to lower left to lower right to upper right or upper left to low
er right to lower left to upper right or upper left to lower right to wp
per rignt to lower left or upper right to lower right to lower left to u
pper left or upper right to lower right to upper left to lower left or u
pper right to upper left to lower left to lower right or upper right to

upper left to lower right to lower left or upper right to lower left to

upper left to lower right or upper right to lower left to lower right to
to upper left or lower rigut to lower left to upper left to upper right

or lower right to lower left to upper right to upper left or lower right
to upper rignt to upper left to lower left or lower right to upper right
to lower left to upper left or lower right to upper left to upper right

to lower left or lower right to upper left to lower left tc upper right

or lower left to upper left to upper right to lower right or lower left

to upper left to lower right to upper right or lower left to lower right
to upper right to upper left or lower left to lower right to upper left

to upper right or lower left to upper rigat to lower right to upper left
or lower left to upper right to upper left to lower right; or, these eig
bt norizontal rectangles should be read from top left to top right to up
per middle rigat to lower middle right to bottom rigat to bottom left to
to lower middle left to upper middle left or top left to top rigat to up
per middle left to upper middle right to lower middle left to lower midd
le right to bottom left to bottom right or top left to upper middle left
to lower middle left to bottom left to bottom rignt to lower middle righ
t to upper middle right te top right or top left to upper middle left to
upper middle left to bottom left to teop right to upper middle right to 1
ower middle right to bottom right or top left to upper middle right to 1
ower middle left to bottom right to bottom left to lower middle right to
upper middle left to top right or top right to upper middle right to low
er middle right to bottom right to bottom left to lower middle left to u
pper middle left to top left or top right to top left to upper middle ri
ght to upper middle left to lower middle right to lower middle left to b

Concrete Infinity 6-inch Square [“This square should be read as a whole ..."]. 1968

Typescript page in square mat
Page 11 x 82 in. (27.9 x 21.6 cm)
Collection Alan Cravitz and Shashi Caudill
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ADRIAN PIPRR
two recaat works:
1) (212) FL 1-2345
2) (212) PL 1-6789

Cetober

o3

"Limea formed by the delivery of tais momologue have, a8 commecting poimte,

a5

"The dimemsioas of this work ere:

the verious locatioss of each listemer,

- Aloag tie liortheast side, the lime betwean the locatioms of the listeser at the
grontest distamca Norta of this speaker, aad the listeamer at the grestest distance
Fast cf this spesker.
- Aloag the Soutueast side, the lisa betwasn the locations of the listemer at the
groatest distamce Bast of the speaker, amd the listemer st the greatest distaace
Scuts of this speaker,
~ Alomz the Southwest side, tie lina betwaem tie locetions of the listemer at the
greatast distamce Soutn of this speaker, sad the lieteaer at the groatest dietzace
West of this speaker,
- Alosg tane Nortawest side, tha line batweam the locatioms of tae listeaer at the
greatest distance West of this speaker, amd the listeser at the greatent distance
Horta of tuis speaker.

"Toe locations of tiiese four listamsre are poiats waich commect to form the

arsn of this work,"

Two Recent Works. 1968

Three typescript pages

Each 11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin

"Taie work begins whem the caller of this mumber is commected to this spaaker,
Ths duration of tiie work may ba determimed im aay cme of tae followiag waya:

"1) The comasction may be brokem at amy time during tuis momologus,

"2) The commectiom may be bro'tem immediately after tie termimatlon of this

morologns.,

3) "l'n comzection may be brokea after am usdetersined susber of repetitioas

of taie monologue.

"Variatiose oa the duration of this work are determined by the celler of this

number,"
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Art-Sale Event. 1968
Typescript page
11 x 8%2in. (27.9 x 21.6 cm)

Art Sale-lgent

Te be given at a gallery waich pessesses the follewing qualificetiens:
~iall-nevn
~conveniently lecated
-avalluble oa & Saturday aftermneen during the later aeurs, say between 3 end

5P.M.

During the twe-heur svent, cardbsard cubes measurinz 4" aleng the sides will
Le seld at 25/ each. Baca will be stamped with time, date, and lecatien eof
sale, There abe twe ene-hour shifte in which ene salesparsen enerates st a
time, Tke salespeepls used shoeuld knev nething abeut the svent ether than that
tikey have been asked ta l.l]‘thil particulat cemmedity. Exact time ef sale is
ceustituted by waen meney is handed acress taoble., Sack lnlo-jorln sheuld be
acceompanied by one ether persen whose job if te nete exact time of sale and
stamp cube,

Collection Adrian Piper Research Archive Foundation Berlin



156

Taped Lecture en Seriatisn(given November 7, 1968)

A recerded half heur ef the daylight savings time anmneuncement available en
the telephone, Anmneuncement is interrupted by discemnectien at twe-minute in-
tervals, Number therefere has te be centimusally redisled, This eperatien tskes
appreximately ten secends te perferm--~the same length of time nseded te make
a single anneuncement, and is recerded as part ef lecture, The half hour re-
corded sheuld ceincide with the time of presentatien.

seriatien:",.,.the analysis ef any actien inte serial cempenents,,.”"

—George Kubler, The Shape ef Time

(series:"a number of similar things er persems arramnged in & rew er ceming after
one anether,"—Webster's New Werld Dictienary)

The cheice of the time anneuncement was dirscted tewards giving a direct ex~
perience of the duratien ef the half heur., The continuity ef the anneuncement
througheut the half heur unifies it as am actien perfermed in time, The pri-
mery unit ef seriatien is ten secendsithe anmouncements are givem at tem secend
intervals, describe ten seconds of time, and are interrupted by ten secends
of dialing, The half heur is further subdivided by the interruvtier eof the
contifhity eof the announcements by the discemmsctiom. The secendary serial cem-

ponents, then, are alternately twe minutes, tem seconds, twe minutes, tem secends,
etc,

Nineteen Concrete Space-Time-Infinity Pieces. 1968-69

Notebook with fifteen pageworks. Ring binder with nineteen typescript pages in plastic sleeves
Each page 11 x 8% in. (27.9x 21.6 cm); binder 11'%6 x 10%6 x 1%2in. (30 x 26.8 x 3.9 cm)
Generali Foundation Collection—Permanent Loan to the Museum der Moderne Salzburg

Taped Lecture on Seriation (given November 7, 1968) (1968), in Nineteen Concrete Space-Time-Infinity Pieces. Typescript page
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If yeu are a slew reader, it will take you appreximately five secomds te read
this sentence,

If, en the ether hand, you are a fast reader, it will very likely take yeu
the same ameunt of time te read this sentence, since it hae mere words in it,
in addition te & few suberdinate clauses,

if yeu are an average reader, you must set up a ratie ef the number of werds
in the first sentence ever the time it takes a slew reader te read it(five se~
cends) te the number of werds im the first semtence ever the time it would take
& fast reader to read them(unknewn quantity x ), selve the ratie, add the twe
times, divide the sum by twe, divide the dividend(the average time obtained)
inte the ssme eriginal mumder of words, muliiply tahe new dividend by the tetal
number ef weords imn this seatemce, and yeu will them kanew how leng it hus taken
yeu te read tais sentence,

tédrian Piver( .5 secendd

Untitled (“If you are a slow reader . ..") (1968), in Nineteen Concrete Space-Time-Infinity Pieces. Typescript page
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The time nesded to read & line of priat depeads en the centent & structure ef the

1)meneotoneus menetensus menetenous meneteneus meneteneus meneteneus meneteneus
2)linear Read merr qu iklythanThese imm w hich th ereare sOMe 4iRRregu 1 aRitise

3)lines:in waich there're mere~-NECESSITIES(?)=fer "punmctustien", take MUCH lemger!
L)semelineshavenopunctuationatallandtakeevenlongerifonsigtoproperlyunderstandthen

5)Waen yeu,, reading this, are persenally addressed, I'll bet yeu read pretty slewly
6)as compared te the time given te & line which deesn't address anyeme in partieular.

7)Cencerning specific instances in which supermultisyllables are quasiutilized
8)they de met read as fast as when werds ef ome seund are used, er seund as smeeth,

enil eat fo erutcurts & tmebmec eht ne sdneped tnirp fe enil a daer et dedeem emit ehT

Untitled (“The time needed to read a line . ..") (1968), in Nineteen Concrete Space-Time-Infinity Pieces. Typescript page
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The piece stands in 2 rat
ie of11:3 to its designat
ed spece snd is situnted

to the right center of it
it is further characteriz
ed by the centinuity of i
ts internal parte of whie
h there are 75 these part
8 being divisable inte a

number of distinct catego
ries vhich are internally
distributed througheut ta
e tatal aree of the piece
in order %e supnlemeat th
basically legical structu
re of it es cognizence of
this structure is ¥itAl,

Untitled (“This piece stands in a ratio of 1:3. . .") (1968), in Nineteen Concrete Space-Time-Infinity Pieces. Typescript page
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ttom surface erea of this white, rectanguler object is 83" x 11", Directly above it is a seconc
agle of tue same color and dimensions., Directly above the second is a third rectangle of the sar
clor and dimensions., Directly above the third is a fourth rectangle of the same coler and dimensic
48. Directly above the fourth is a fifth rectengle of the same celor and dimensions. Directly 2beve
tne fifth is a sixth rectangle of the same color and dimensions. Directly above the sixth is a sewent
. rectangle of the same color and dimensions, Directly above the seventh is an eighth rectangle of ti
2 color and dimensions. M®Birectly above the eighth is a ninth rectangle of the same celor snd dir
anv.une, Directly sbove the ninth is a tenth rectangle of the same color and dimensions. Directly at
ove -the tenta ie an eleventh rectangle of the same color and dimensions. Directly sbove the eleventh
is & twelfth rectangle of the same color and dimensions. Directly above the &welfth is a thirteenth 1
ectangle of the same celor and dimensions. Directly above the thirteenth is a fourteenth rectangle oi
tue seme color and dimensions. Directly above the fourteenth is a fifteenth rectangle of the same col
or and dimensiens., Directly #bove the fifteenth is a sixteenth rectangle of the same color and dimens
ions, Directly above the sixteenth is a seventeenth réctangle of the same color and dimensions, Dire
ctly abeve the seventeenth is an eighteenth rectangle of the same color and dimensions. Directly abor
¢ the eighteenth is & nineteenth rectangle of the same color and dimensions, Directly above the ninef
eenth is a twentieth rectangle of the same color and dimensions. Directly above the twentieth is a t
enty-firet rectangle of the same color and dimensions., Directly above the twenty-first is a twenty-se
cond rectangle of the same color and dimensions, Directly above the twenty-second is a twenty-third 1
sctangle of the same color and dimensions., Directly above the twenty-third is a twenty-fomrth rectang
le-of the same color and dimensions. Directdty above the twenty-fourth is & twenty-fifth rectangle of
the same color and dimensions. Directly aboye the twenty-fifth is a twenty-sixth rectangle of the sar
e color and dimensions. Directly above the twenty-sixthn is a twenty-seventh rectahgle of the same col
or and dimensions., Directly above the twenty-seventn is a twenty-eighth rectangle of the game color
nd dimensions, Directly above the twenty-eighth is a twenty-ninth rectangle of the same color and dir
ansions. Directly above the twenty-ninth is & thirtieth rectangle of the samercolor and dimensions.
Directly above the théttietn is a thirty-first rectangle of the same color and dimensions. Directly :
bove the tairty-first is a thirty-secend rectangle of the same color aud dimensione. Directly above f{
ne thirty-second is a thirty-third rectongle of the same color and dimensions. Directly above the thi!
rty-third is a thirty-fourth rectangle of the same color end dimensions. Directly above the tudrty-f(
urth is & thirty-fifth rectangle of the same molor and dimensions. Directly above the thirty-fifth i
a *trirty-sixth rectangle of the same color and dimensions., Directly above the thirdy@sixth is a thirt
y= tzath rectangle of the same color and dimensions. Directly above the thirty-seventh is a thirty-
eighth rectangle of the same color and dimensions. Directly above the thirty-eighth is a thirty-nintl
rectangle of the same color and dimensions. Directly above the tairty-ninth is a fortieth rectangle «
f the same color and dimensions. Directdy above the fortvieth is a forty-first rectangle of ihe same
olor and dimensions. Directly above the forty-first is a forty-second rectangle of the same color an
dimensibns., Directly above the forty-second is a forty-third rectangle of the same color and dimensi:
ns, Directly sbove the forty-third is a forty-fourth rectangle of the same color and dimensions. Di
rectly sbove the forty-feurth is a forty-fifth rectangle of the same color and dimensions. Directly
gbove the forty-fifth is & forty-sixth rectangle of the same color and dimenstion. Directly above th
e forty-sixth is & forty-sewenth rectangle of the same color and dimensions. Directly above the fort
y~geventh is a forty-eighth rectangle of the same color and dimensions. Directly above the forty-eig
uth is & forty-ninth rectangle of the same color and dimensions. Directly ebove the forty-ninth is a
fiftieth rectangle of the same color and dimensions. Directly above the fiftieth is & fifty-first re
ctangle of thue same color and dimensions. Directly above the fifty-firet ie a fifty-secondirectangle
of the same ceolor and dimensions. Directly above the fifty-second is a fifty-third rectangle of the
same color &nd diwensions. Directly above the fifty-third is & fifty-fourth rectengle of the same co
lor and dimeneions. Directly above tue fifty-fourth is a fiftysfifth rectangle of the same edlor and
dimensions. Directly sbove the fifty-fifth is a fiftyssixth rectengle of the same color and dimensio
ns, Directly above the fifty-sixth is a fifty-seventh rectengle of the same color and dimensions, D
irectly above the fifty-seventh is a fifty-eighthrrectangle of the same coler and dimensions. Direct
ly &bove the fifty-eighth is a fifty-ninth rectangle of the same solor and dimensions. Directly sbov
e the fifty-ninth is & sixtieth rectengle of the same color .and dimensions, Directly above the sixti
eth is a sixty-first rectangle of the same color and dimensibns., .Directly above the sixty-first is a
iixty-second rectangle of the same color and dimensidms. Directly above the sixty-second bs a sixty-t
bird rectengle of the same color and dimensions, Directly above the sixty-third is a sixty-fomrth re
ct y of the same color and dimensions. Directly asbove tne sixty-fourth is a sixty-fifth rectangle
of tne same color and dimensions. Directly above the sixty-fifth is a sixty-sixth rectangle of the s
ame color and dimensions., Directly above the sixty-sixth id a sixth-seventh rectangle of the same co
lor and dimensions. Directly zbove the sixty-seventh is & sixty-eighth rectangle of the same color a
nd dimensions. Directly above the sixty-eighth is a sixty-ninth rectangle of the same color and dime
neions. Directly asbove tne sixty-ninth is a seventieth rectangle of the same color and dimensions.

-first rectapgle the same color dimepsions._ Directl
§§’§§§5§ %32'2035§t§!¥?§§%°§2 t.sgv:gg;gggcon °r.€€an§T§ ofoiha same coior anﬁaiimens 2ns. Dirocggy

Untitled (“The bottom surface area...") (1968), in Nineteen Concrete Space-Time-Infinity Pieces. Recto of Untitled
(“The upper surface area..."). Typescript page
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The up per surface area of tuis wnite, rectangular object is 83" x 11", Directly bemeath it is a sece
nd re:tengle of the same coler end dimensions. Directly beneath the second is a third rectangle eof t
he siue celer and dimensiens, Directly bemeath the third is a feurth rectangle of the same celor and
disensions, Directly beneath the fourth is a fifth rectangle of the same celer and dimensiens, Dire
ctly beneath the fifth is o sixth rectangle of the same celer and dimensiens. Directly beneath the s
ixth is a seventh rectangle of the same celer and dimensions. Directly beneata the seventh is an eig
ath rectangle of the same coler and dimensions, Directly bemeath the eighth is a minth rectans™ - <
the ssme coler and dimensions. Directly beneath the ninth is a tenth rectangle of the same col.. .ad
dimensiens. Directly bemeath the tenth is an eleventh rectangle ef the same celer and dimemsions., D
irectly bemeath the eleventh is a twelfth rectangle of the same celer and dimensiens. Directly benea
th the twelfth is a thirteenth rectangle of tkhe same celer and dimenfiens. Directly beneath the thir
teenth is & felirteenth rectangle of the same color and dimensiens. Directly beneath the feurteenth %
s & fifteenth rectangle of the same cdlor and dimensions, Directly bemeath the fifteenth #s & sixtee
nth rectangle ef the same celer and dimemsions, Directly beneath the sixteenth is a seventeenth rect
zngle of the same coler and dimensions, Directly beneath the deventeenth is an eighteenth rectangle
of the same color and dimensiens., Directly bemeath the eighteenth is a ninteenth rectangle of the sa
w0 cwlor and dimensiens. Directly beneath the ninteenth is a twemtieth rectangle of the sawe coler &
nd dimensiens, Directly bendath the twentieth is a twenty-fhrst rectahgle of the same celer and dime
nsions, Directly bemeath the twenty-first is a twenty-second rectangle of the same celer and dimenmsi
ons, Directly beneath the twenty-secend is a twenty-third rectangle ef the same coler end dimencieans
. Directly beneath the twenty-third is a twenty-fourth rectangle of the same celer and dimensions,
Directly beneath the twenty-fourth is & twenty-fifth- rectangle of the same celer and dimemsiens, Di
rectly beneath the twenty-fifth is a twenty-sixth rectangle of the same coler and dimensions. Direct
ly beneath the twenty-sixth is a twenty-seventh rectangle of the same color and dimensions, Directly
beneath the twenty-seventh is a twentjg-eighth rectangle of the sume celer and dimensions. Directly d
eneath the twenty-eighth ie a twenty-ninth rectangle of the same celer and dimensiens., Directly bene
ath the twenty-ninth is a thirtieth rectangle of the same celeor and dimensions., Directly beneath the
thirtieth ies a thirty-first rectangle of the same @olor and dimensions., Directly beneath the thirty-
first is a thirty-second rectangle of the same color and dimensions., Directly beneath the thirty-sec
ong is a thirty-third rectangle of the seme color and dimensions., Directly bemeath the thirty-third
is a thirty-fourth rectangle ef the same celer and dimensions. Directly bemeath the thirty-fourth is
@ thirty-fifth rectangle of the same celer end dimensions. Directly beneath the thirty-fifth is » th
irty-sixth rectangle of the same color and dinensions., Directly bemeath the thirty-sixth is a\ i .y
-seventh rectengle of the same ceoler and dimensions. Directly beneath the thirty-seventh is & thirty
-2ighth rectangle of the same color and dimencions. Directly beneath the thirty-eighth is 2 thirty-n
inth rectangle of the szme woled ard dimensions. Directly bemeath the thirty-minth is a fourtieth re
ctangle of tihe some color and dimensione, Directly beneath the fertieth is a forty-first rectangle o
f the same celor and dimensions. Directly beneath the forty-first is a forty-secend rectangle eof the
same coler and dimensions., Directly beneaih the forty-secend is a forty-third rectangle of the same
coler end dimensions. Directly benmeath the ferty-third is a forty-fourth rectangle of the same celer
and dimensions, Directly beneath the ferty-fourth is a forty-fifth rectangle of the same coler and d
imensions. Directly beneath the forty-fifth is a fortySsixth rectangle of the same golor and dimensi
ens. Directly beneath the forty-sixth i8 a forty-seventh rectangle of the same color and dimensionms,
Directly beneath the forty-seventh is a forty-eighth rectangle of the same color and dimensions. D
irectly beneath the forty-eighth is a forty-nbhth rectangle of the same coleor and dimensions, Direct
ly beneath the forty-ninth is a fiftieth rectangle of the¢ same coler and dimensioens, Directly beneat
i the fiftieth is a fifty-first rectangle of the same coler and dimensieons. DPirectly beneath the fif
ty-first is a fifty-second rectangle of the same color and dimensioms., Directly beneath the fifty-se
cond is a fifty-third rectangle of the same color and dimensions. Directly beneath the fifty-third i
s a fifty-fourth rectangle of the seme coler and dimensions, Directly beneath the fifty-fourth is a
fifty-fifth rectangle of the same color and dimensions, Directly beneath the fifty-fifth is a fifty-

e rot'tuglo 5 N8 TN Gelex Snd u"““n\. Directly beneath the fifty-sixth is a fifty-sevent
h rectangle of the same color and dimensiens, Directly beneath the fifty-seventh is o fifty-eighth r
ectangle of the same coleor and dimensions, Directly beneath the fifty-eighth ie a fifty-ninth rectan
ile of the same coler and dimensions, Directly beneath the fifty-nintn is a sixtieth rectangle of the
iame color and dimensions, Directly beneath the sixtheth is a sixty-first rectahgle of the same color
md dimensions., Directly beneath the dixty-first is a sixty-second rectangle of the same color ard di
iensions., Directly beneath the Sixty-second ie & sixty-third rect 1& of the s %ﬁ°h“‘ 1‘
8. Directly beneath the sixty-third #® & sixty-fourth rectangle of the same celor nensious e

irectly bemeath the sixty-fourth is a sixty~fifth rectangle of the same color and dimensiens, Direct
1y beneath the sixty-fifth is a sixty-sixth rectangle of the same color and dimensions, Directly ben
eath the sixty-sixth ies a sixty-seventh rectangle of tohe same color and dimensions, Directly beneath
the sixty-seventh is a sixty-eighth rectangle of the sams celor end dimensiens, Direct}y beneath the

irectly beneath the
ixty-eighth is a sixty-ninth rectan £ the same color and dimensjene, D ’
;:ﬁith 85: a snontieti rectangle of 1: zalo color and Ti'-euloa-. h!roctly beneath the seven

Untitled (“The upper surface area . ..") (1968), in Nineteen Concrete Space-Time-Infinity Pieces. Verso of Untitled
(“The bottom surface area..."). Typescript page
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Seristien #2(New) (Hevember 11, 1968)
A teped 20-pirute segment divided inte S-minmute intervals,
in the first S-minute interval, the verd "HOW" is repeated once every minute,
n n LU " n L]

" " gecend - i " nute,
" " t‘ir‘ " " " u n " L] " L ‘“t.'
" % feurth g . W g 4 centimuously,

The werd "NOW" takes appreximately 1.5 secemds te say.

Back S5-minate interval is accempamied by a slide vhica is flashked enm during
the 1,5 secends waen the word "NOW" is being said., The slides centain the fol=-
lewing infermatien:

Ehoro )

NOW:1,5 secends / met-NOW:58.5 secends

#2-

(aere)

WOW:1,5 secendis / net-N@W:28,.5 secemds

#3-

(aers)

NOW:1.5 secends / net-NOW:13,5 secends

Flhm

(aore)

HOW:1.5 seconds / not-NOW:negligible

Seriation #2 (Now) (November 11, 1968) (1968), in Nineteen Concrete Space-Time-Infinity Pieces. Typescript page
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Text of a pisce for Larry Wiener 1/14/69
medium:tape recording (length 600' & 7} IPS)

units: 1

"The length of this single recorded section is approximately 15 minutes,
Or, the length of these 2 recorded sections are approximately 7 mimutes, 30
seconds each, Or, the length of these U4 recorded sections are approximately
3 minutee, 45 seconds each, Or, the length of these 8 recorded sections are
approximately 1 minute, 52.5 seconde each. Or, the length of these 16 recore

ded sections are app 1y 56.25 each, Or, the length of these

32 recorded sections are approximately 28,125 secends each. Or, the length

of these 64 recorded sections ere appreximately 14,0625 seconds eack. Or,

the length of these 128 recorded sections are approximately 7.03125 seconds
each. Or, the length of these 256 recorded sections are approximately 3.51-
5625 seconds each, Or, the length of these 512 recorded sections are approximate-
1y 1.2578125 seconds each. Or, the length of these 1,024 recorded sections

are approximately .62890625 seconds each. Or, the length of these 2,048 re-
corded sections are epproximately 314453125 seconds each, Or, the length

of taese 4,096 recorded sections are approximetely .1572265625 seconds each,
Or, the length of these 8,192 recorded sections are approximately .07861378~
125 meconds each. Or, the length of these 16,384 recorded sections are approx=

imately ,0196534453125 seconds each. Or, the length of these 75,536 recorded

sections ars imately . 5625 each, Or, the length of
these 151,072 recorded sections ara approximately .004913361328125 seconds
each, Or, the length of these 302,144 recorded sections are approximately
.0024566806640625 seconds each, Or, the length of these 604,288 recorded

gections are approximately ,00122834033203125 seconds each, Or, the length

~tions are approximstely .00000000468586340311259999876953125 seconds each.
Or, the length of these 327,060,946,944 recorded sections are spproximatsly
.000000002342931701536299999384265625 seconds each. Or, the length of these
654,121,893,888 recorded sections ere approximately .000000001171465850768~
1499996921328125 seconds each. Or, the length of these 130,824,387,776 re-

corded 131 are app ely 573292538407 5

seconds each, Or, the length of these 2,616,487,575,552 recorded sections

are 1y 3047 599938044304136 each, Or,
the length of these 5,232,975,151,104 recorded sections are approximately

+0000000001714332313460137499640166015625 seconds each, Or, the length of

these 10,465,950,302,208 recorded sections are app: 1y 5

each. Or, the length of these 20,931,
5830683900343~
7991004150395625 seconds each. Or, the length of these 41,863,801,203,832

7166167 7598: 78136

900,604,416 d 1 are 1

recorded sections are approximately .0000000000214296539695017189955020756~
978125 seconde each, Or, the length of these 83,727,602,417,664 recorded sec-
148769847 5085949775103784890625 seconds

tions are mately
each., Or, etc."

(» on for:total duration of taps)

of these 1,208,576 recordad sections are approximately .000614170166015625
seconds each, Or, the length of these 2,417,152 recorded sections are approx-
imately .00030708508300078125 seconds each, Or, the length of these 4,834 304
recorded sections are approximately ,00015354254150390625 seconds each, Or,
the lengtn of theee 9,668,608 recorded sections are approximately .00007677=
1270751953125 seconds eech, Or, the length of these 19,377,216 recorded ssc-

tions are mpproximately ,0000383856353759765625 seconds each, Or, the length

of these 38,674,432 recorded sections are 1y .00001919281768798

28125 seconds each, Or, the length of these 77,348,864 recorded sections

are approximately 58640834 40625 each, Or, the length
of these 154,697,728 recorded sections are 1y 9320417199~

70703125 seconds esch, Or, the length of these 319,395,456 recorded sections
are approximately . 00000239660208599853510625 seconds each. Or, the length
of these 638,790,912 recorded sections are approximately .00000119830104299~
6727553125 seconds each, Or, the length of these 1,277,581,824 recorded sec~
$ions are approximately . 0000005991505219983637765625 seconds each, Or,

the length of these 2,555,163,648 recorded sections are spproximately .000=
00029957526099928637765625 seconds each, Or, the length of these 5,110,327,

296 recorded sections are 1y

767030%99643199 5> 8680~
onds each. Or, the length of these 10,220,654,492 recorded sections are approx-
imately .0000000748938152498215999403125 seconds each, Or, the length of these
20,441,309,184 recorded sections are approximately .0000000374469076249107-
9997015625 seconds each, Or, the length of these 40,882,618,368 recorded

sections are approximately 3453812450399985078125 each,
Or, these 81,765,236,736 recorded sections are approximately .000000009361-

7269062251999975390625 seconds each, Or, these 163,530,473,472 recorded sec-

2=,
§c
27
16-"
$i:
g
Y28
7%
~
10
20
F41 g
ie o 5"
27 * 313"
45:’ T J97h bl 63'{15'
B0 4 2436630 hor;_{f
©0H4288-p50122 g«fossz gl
1208376~ 2k 1701 | ;7..1"
13‘ 9152-.00 3?;2"2 0 &12 1 13,
%g%«-.aoul 42 4L:o520n.5“

b F-6000 16142107510 {end"
] ‘5511-'6—.ooooag$arb3:i75 TS 62y,
gl TUAI2- 00001414281 VLT TA2T2B1 23

}gt 3#1‘,95 000935408 BL 39941 4062T"
134697727 -.00600%7198204171L 9470123, 27,

4 z:’&-,ooooozaabeLOIS u'a?.ocms_

33 194 T 1-.000001 4880(04299612715353 %8
L2795 81 324 -,0000003944 1 50521993833 71eTk%
zf{:-ushdx-.wo_eoo'mthxuoq '\zabanxn.nif‘
5110331 246-,000000 144787304 qusquzum"
102206 34J92 0000000147 svu:zmsx-: 405138"
xo“laoqltﬂ-.nooogeoaw ©30762449107 ‘M“m»s%‘sr
4033 L6 ! sz-.oooo 001 5123 IealMS'OUQQQ 507 )'}-f

31751367 36-.00000000 906172 4062251499913 2406 25"

163 412 -.00000000468 596240511 230 45769531 25

106094674 9-,00000000 234 % 3nouznq 449354 Legors”

SY121 Qa-ﬁ;,.-.oooqoomn*wbs‘u‘o‘v &1 4999 21323 (25

3343713 ©-000000000635152935334074 460bb4062 s
MEiedzizizsay-looocoos 418669626420%7 2!03%105415’
351 31104-0000000001 71433231 '450‘31-0 qedol go-r.-‘.s' 1

. O 0B 02 “00000000 "ﬂ' 136730063 7998220%30078 | >5
26431900604 416-100000 50060 Folkizdeosua ity iooul 0533, el
R H He R iy S R B R R e
§23435a ‘00000 oo} 37 uims 5;% i :E s?i :.3? X
; 5 3 b %iv &
12 1 d

Text of a Piece for Larry Wiener, 1/14/69 (1969), in Nineteen Concrete Space-Time-Infinity Pieces.
Three typescript pages; and ballpoint pen on graph paper (Note: This work was made for the artist Lawrence Weiner.)
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Maps schematizing different elements existing in Manhattsn wers selected for
uss, Specifically chosen were:

. & street map

& bus routes map

a subvay routes map

. & zip code area map

Fun e

On eech map, all sreas representing various types of systematic obstructions
in above-ground three dimensional space were cancelled, i.s.
1. On the street map, all blocks were cancelled (map #1).
2. On the bus routes map, all streets funciioning as bus routes were cancellsd
(map #2).
3. On the subway routes map, all streets with subway stations plus a one
street redius of thoss strests were cancelled, Subway routes per ss were
not cancelled because they do mot function in above-ground three dimensional
space (map #3).
4, On the zip code area map, all interzone areas were cancelled (map #4),

All schematic symbols of systematic spatial obstruction in the form of build-
ing elevations, traffic, pedestrians, or postal activity were in this wey eliminated.
Other obstructions are random and/or unpredictshls, and were therefore ignored.

The alteration of the maps culminate to represent the area of Manhattan as it
actually is: a two dimensional geometric plane, In this context, the remaining
streets shown on this plane represent unobstructed geometric line segments which
exist wholly in the surface of the plane (map #5).

The length of each segment is determined according to the strest map scale:
5/8* = 3000'.

v

s

HUDSON RIVER

NEW JERSEY

Nine Abstract Space-Time-Infinity Pieces. 1968-69

Notebook with eight pageworks. Ring binder with twenty-nine sheets in plastic sleeves
Each page 11 x 8%z in. (27.9 x 21.6 cm); binder 11'3%6 x 10%s x 1%2in. (30 x 26.8 x 3.9 cm)
Generali Foundation Collection—Permanent Loan to the Museum der Moderne Salzburg

ZIP CODE

LOCAL AREAS
MANHATTAN
NEW YORK, NEW YORK

100 + TWO DIGITS SHOWN=ZIP CODE
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Map #4

© USGPO.1 90
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Line Segme:

16)
17)

18)

Untitled (“Maps schematizing different elements. .."), 1-5/1969 (1969), in Nine Abstract Space-Time-Infinity Pieces.
Colored felt-tip pen on six maps mounted on colored paper; and two typescript pages

B.
W, 119
W, 92
W. 91
£. 81
E. 80
w. 7?7
W, 76
W. 36
26
w. 25
21
Charlton

Wadsworth Terrace
Riverside Dr,

Ft, Washington haven
Riverside Dr.

Fifth Ave.

" "
Morningside Dr,
Riverside Dr.
Fifth Ave,
Riveraids Dr.
Twelfth Ave,
Sixth Ave.
Twalfth Ave,
Sixth Ave,

West St.

easternmost point

Leurel Lill Terrace

" "

Ansterdam Ave.
8t. Nicholas Ave,

Lexington Ave,

Fifth Ave,

Central Pk, W,

" "
FDR Dr.
Central Fk.
Fifth Ave,
¥DR Dr,
Sixth Ave.
FDR Dr,

Sixth Ave,

w.

length
1m, 120
1 m, 720"
1 m, 1320"
L200"
3600*
2koot
4500'
5100
5100"
5100"
5100
4800"
4800"
1 m, 3120'
1 m, 1320'
1 m, 1920'
1 m, 1920'
3000*

LOST PROPERTY OFFICE
605 WEST 132M0 STREET
TEL: 286-2000 EXT. 556

You are invited to submit com-
ments about this map. Please
mail any suggestions you might
have to

ROOM 1314, 370 JAY STREET
BROOKLYN, LY. 11201
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The top eide of the following page represents a vold spece of
undefined dimensions,
Over it is centered an mrea meaeuring 3 2/5 x & 2/5 miles,

The top eide of the preceding page represeants a void space of
undefined dimensions.
Over it le centered an ares méssuring 2 1/8 x 2 3/b inches,

Untitled (“The top side of the following page . ..”) and Untitled (“The top side of the preceding page...”) (1969),
in Nine Abstract Space-Time-Infinity Pieces. Two typescript pages
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Firet page following: A 390 sq. mile area partially defining its surrounding
void space,
Second page following: Underlying corrective

Untitled (“First page following . ..") (1969), in Nine Abstract Space-Time-Infinity Pieces.
Typescript page; and cut-and-pasted paper on onionskin paper over graph paper with text (graph paper not reproduced)
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Proposal: to exhibit this piece whenever the opportunity presents itself,

Adrisn Piper
Febrvary 10, 1969

Untitled (“Proposal: to exhibit this piece . .."), (February 10, 1969) (1969), in Nine Abstract Space-Time-Infinity Pieces. Typescript page
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Street Works: Friday, April 18, 1969, 5 - 6 PM
designated block: 13th ~ 14th Sts./5th = 6th Aves,

ssProposal #1
1. On Friday, April 11 from 4:30 to 6:30 PM, walk around cuter sidewalk bound-
aries across the street from designated block.
Record 1200 ft,., of tape at 1 ?/8 IPS (two hours) of undifferentiated noise,
Lo On Fridey, April 18 from 5 to 6 PM, walk around inner sidewalk boundaries
on designated block.

Play back previously-recorded undifferentiated noise at 3 3/4 IPS (one hour),

Proposal #2
L's Take one photo from each of the following locations with s polsroid camera:
#1 - four blocks N of designated block: S side of W. 18th St. between 5th and 6th
Aves,, midpoint of block.
#2 - four blocks B of designated block: W side of 3rd Ave. between E. 13th and
14th Sts., midpoint of block.
#3 = four blocks S of designated block: N side of W. 9th St, between 5th and 6th
Aves,, midpoint of block,
#4 — four blocks W of designated block: B side of Washington St. between ®. 13th
and 1l4th Sts., midpoint of block.,
24 On Friday, April 18, at 5 PM, attach
photo #1 to S side W, lhth St. between 5th and 6th Aves., at midpoint of block.
" #2 to W side 5th Ave. between W, 13th and 14th Sts, "
" #3 to N side W, 13th St. between 5th and 6th Aves, " n H "
"  #4 to B side 6th Ave, between W. 13th and 14th Sts, " » n ¥

Proposal #3 (for nine participants)
participant #1: Bike around designated block from 5 to 6 PM,

#2' Run L " L] n naa
. #3: Walk " " . ol
' #4: Bike " . - " 5:15 to 5:45 PM,
" #5. Run " " L] " L] L} " n
" #6: w&lk " " " L] " n " L]
y #7: Bike % ¥ ’ " 5:22 to 5:38 PM.
" ,'8: &m " L] " L " L] " "
" #9: Walk " " L] n n " " n

ssProposal #4

Distribute this page on 14th St, between 5th and 6th Aves. from 5 to 6 PM.

*sProposal #5
Locate designated block on a New York City streetmap., Divide block cross-

wise into four equal sections, Extend perpendicular lines to edges of map.
Using lines as guide, cut map into four unequal rectangles, Each rectangle will
contain one corner of designated block,

Indicate corner of block on each section of map., Identify each section of
map by the location of that corner in space (NW, NE, SW, SE), Attach each section
to corresponding corner of actual block,

Adrien Piper

*#% carried out

Untitled (“Street Works: Friday, April 18, 1969, 5-6 PM . ..") (1969), in Nine Abstract Space-Time-Infinity Pieces. Typescript page
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0 %02

zero L

/ one 3

/] two 3

1 three 5

[l four h
[ll]]  five L
I six 3
/11111l seven 5
1111111 eient 5
/1111111 nine b

0 to 9 (for Vito Acconci) (1969), in Nineteen Concrete Space-Time-Infinity Pieces. Typescript page
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the village VOICE, May 29, 1969

Continued from preceding page
autobiographical. If one reports
one’s reactions to a work of art—or

to life—rather than describing or
analyzing, it is one’s sensitivity

and one’s truthfulness that
determines the worth of this
confession.

But back to he panel

discussion. First of all the panelists
did not arrive at the appointed
time. Charlotte Moorman filled in
the gap by sitting on the stage all
wrapped up in pink cloth, as was
her cello. By 9 o’clock I began to
think that the bastards had really
done it and that the rascals were
not going to arrive at all. ] toyed
around with the idea and felt
comfortable with it and felt it
appropriate given the announced
topic, so at .05, when they began
filing in, I was a little

disappointed. It was an incestuous
panel, just as this is, I suppose, an
incestuous column. The panel:
David Bourdon (Life magazine),
was the moderator and was joined
by Ultra Violet, Brigid Polk (of
Cock-book fame), Walter Gutman,
John de Menil, Gregory Battcock,
Lil Picard, and Andy Warhol, who
was introduced by Bourdon as a
young man impersonating a rather
well-known artist. Throughout
Andy did not say a word, but
occasionally used his Polaroid. To

make a long story short, thanks to
Bourdon’s cool and sometimes
cruel wit, everything was
light-hearted and fairly
entertaining. At one point Brigid
took off her blouse. Gregory
exposed his cock to Warhol’s
camera, forgetting that those in
the balcony could s¢+ what was
going on and began shouting
“How big is it?”

This was the third in a series of
panels organized or disorganized
by Jill and, yes, the topic “The

e proEgon

th
b
fl

Gallerles

T NUMBER7™ "

Compiled By
LUCY LIPPARD
PAULA COOPER
96/100 PRINCE ST.
Thurs,, Fri, Sat: 11.6 & By Appt

OPPORTUNITY ==
FOR ARTISTS

§| To exhibit in SUMMER FESTIVAL
=ad FALL EXHIBITIONS. All media
Call or write.

GREEN MOUNTAIN GALLERY §I|

17 PERRY ST.  (Cor. 7 Ave.)

J;“E MER( ,ea eauw
-m, - 6&!0.0
Sut & Sun noomm

LYNN KOTTLER GALLER!
3 E. 65th 5%, N.Y.C. RE 4349

|_est. 1949

PORNOMETRY

NAGLE

opening June 3 to June 14

Lowe Gallery Mudson Guild 441 26 St.

THE JUDSON GALLERY
presents

THE BLACK EXPERIENCE
THRU BLACK ART

May 30th thru June 30th

Sun, thru Fri. 1-7 p.m.;
Sat, 1-10 p.m.

239 THOMPSON STREET

HOWARD WISE
S50 W 57

T.V.
as a

| DORSKY 867 MADISON

MICHAEL
BIGGER

20 MAY — 15 JUNE

The area describdbed by
the periphery of this
ad has been relocated
from Sheridan Square
New York, N.Y.
to (your address) .
--area relocation #2
A, Piper

NUDES

Wickersham Gallery
959 Madison Ave. at 75th St.

RENA
MANDELBAUM

SPECTRUM
1043 MADISON

* WEISBURD *

“BOXED ENVIRONMENTS"

825 SEVENTH AVENUE AT 53rd

|CHELSEA

@ MONDAY — FRIDAY @

creative
medium

MICROFOCUS AND SURREAL OBJECTS
Liba Bayrak, Gene Gregan, Carol Heineman and John
Weichsal, with Martin Gray, Kathrine Ko, Geoff
Hendricks, Helen Yrisarry and Darya Panesoff
May 24th — June Bl - Saturdays & Sundays — 1.5
GAIN GROUND, 245 W 80 (BROADWAY) 877-8584

—
Through Jnm 20

KOTTI.ER

23E IS

—

BRUCE NAUMAN HOLOGRANMS,
VIDEG, TAPES & OTHER WORKS
4 E. 77 NEW YORK

LEQ CASTELLI

NOUVEAU

an exhibition
assembled by

PAUL MAGRIEL

2nd Annual

Outdoor Art Show

Untitled (“The area described by the periphery of this ad . ..")/Area Relocation Series #2.1969
Advertisement appearing in the Village Voice, May 29, 1969. Newspaper page

Approx. 10'%6 x 8% in. (27.8 x 21.9 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Thranah June 15

RALPH & SYLVIA MASSEY

CHAPMAN SCULPTURE GALLERY
922 Madison ai 73rd
Opening Today

T | p— | RS

FAL ard ™ O

903 Madlson Avenue
At 2nd Street
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Untitled work in 0 TO 9 magazine, no. 6 (July 1969), p. 81
Edited by Bernadette Mayer and Vito Acconci
The Museum of Modern Art Library, New York
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The area on the rever
surface of thls card A8 a

1:114 enlargement of’:coo¥é 7(
dinates rectangle ( \S , 6 ),

p. 8!, 0 TO 9 Magazihp
July, 1969.

It has been relocated to:

Untitled postcard from Adrian Piper to Kynaston McShine (recto and verso). July 1969
Felt-tip pen on photolithograph

3%x5in.(8.9x12.7cm)

The Museum of Modern Art Archives, New York

COOPER
STATION

N—— e
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Tuesday 9/30/69
Ovjeet, 3% x 33" square x 1/128" taiek,
Matte waite undersurface,
Glessy top surfase. Celpr areas:
white: 3} 59." evenly distriduted areusd edge of
top surfsce,
off-waite: appreximately 3/8 sq." rasmdomly distri-
e in 28 irregular shapes,
ligat gray: appreximstely 3 sq." randomly distri-
Wuted over tep surfaee iz 11 irregular skapes,
medium gray: approximately 3 3/k sq.” resdomly dis-
trivuted over top surfeaee im 8 irregular shases,
dark gray: spproximately 3/4 sq." reademly distri-
buted over tep surfase im 8 erregular chaves.
off-bleek: approximately 1/8 sq." remdomly distri-
Wuted over tep surface im 5 irregular shspes.
Wlack: appr 1y 1% sq." domly distriduted

over top surfaee im 7 irregular shapes, ‘

Vednesday 10/1/69
On jost, x 33" square x 1/128" thiek.
Matte waite wndersurfaee.
Glessy tep surface, Celer sress:
waite: 3% 8q." evealy distriduted srownd edge of
tep surface; approximately 1/64 sq.* raadenly
distriveted over tep surface im 1 irregulsr
shape
off-waite: appreximately 13 sq." ramdomly distri-
duted over tep surface in 7 irnnlu shapes ,
1ight grey: appreximately 3 sq." rexdomly distri-
Wuted over tep surfese im 22 1rr'¢llu shapes .
medium gray: eppreximately 1 sq." randonly distri-
wuted over tep surface i 14 lm‘du' shapes .
dark grey: ap 1y 3/& -q.m h:utrt-
wuted over tep swrface iz o
off-blaek: spproximately 5/8 sq." ramdomly distri-
Wuted ever tep surface in 6 irregular shapes.
Vlack: appreximately 7/5 8q." remdenly distrivuted
over top surfece im U irregular shapes.

Pi r,;fv

PG

Saturday 10/4/69
Jeet, 3% x 33" square x 1/128" talek.
Matte wiite wadersurfs
Glessy tep surfece. Celer areas:
waite: 3% 8q." evesly distrivuted arcusd edge of
top surfece; approximately 1/64 eq." ramicaly
distriduted over top surface i 1 irregular
shape .
of £ : appreximately 1} sq." ramdoemly distri-
wuted over tep surface im 14 irregular shapes,
light gray: sppreximstely 3 sq." ramdomly distri-
| Wuted over top surface im 20 in‘mln shapes,
wodium gray: 1y 2 sq." distri-
duted over top surface h 10 irncdn' shapes,
| dark gray: app lq. ly distri-
i Wuted over tep surfase 17 irregular shepes.
off-bleek: sppreximately 3/k sq." ramdemly distri-
H buted over tep nrh;c h 13 1rr!|hr shapes,
i Plack: % 0 i
ever n, surface in 8 irregular shapes.

Untitled: Groups. 1969

Seven black-and-white photographs and texts with pencil on colored paper
11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Swndey 10/5/69
Object, 3% x 33" squere x 1/128" taiek.
Matte waite umdersurface.
Glessy tep surfase, Color areas:
viite: 3 8q." evenly distridbuted arcusd edge of
top surface.,
off-waite: approximately 1} sq." ramdemly distri-
Wuted over top surfaee im 15 irregular shape
light gray: sppreximstely 2 3/4 sq." ramdemly
triduted over tep surface ia 16 irregular shapes
medium gray: approximately 1 3/8 8q." raxdomly
distrivuted over tep swrface im 11 irregular @
shapes,
dark gray: appreximately 3/4 sq." ramdomly distri-
Wuted over tep swrface im 10 i
off-black: ay 1y 1 3/k sq." i oml,
rregular

% saapes,
q." domly distrivuted
mr n) surface h 9 imﬂlu- shapes,
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A ED,

Thursday 10/2/69
0% 3=z

Jeet, 33" square x 1/128" thiek,
Matte valte wmdersurface.
Glessy surface, Celor areas:

waite: 3} eq." evenly distribduted around edge of
tep surface; approximately 1/65 8q." rendemly
distriduted over tep surfsee i 1 irregular shape,
off-waite: appreximately 3/8 eq." remdomly distri-
Wuted over top surfmee in 15 irregular shapes.
ligat gray: sppreximately 3 sq." ramdemly distri-
Yuted over tep surface im 2) irregular shapes,
medium gray: appreximetely 4 sq." ramdomly distri-
Yuted over tep surfase im 5 irregular shapes,
derk gray: 1y 2 sq." dietri-
Wuted over tep surface in 12 irregular shapes.
off-bleek: approximately % sq." rendomly déistridu-
ted over tep surface im 5 irregular skapes,
Wlack: app: 1y 3 sq." distridmted
ever tep surface im 6 irrezular shapes.

Menday 10/6/69
Object, 34 x %*
Matte waite wndersurfase,

Glessy tep surface, Celer areas:

white: 3} 8q." evenly distriwuted arewnd edge of
top surfase. 7

off-white: approximately 1} eq." ramdomly distrivu~ / 744
ted over tep surface in 16 irregular shap

light gray: approximately 3 3/4 8q." randomly distri-
Wuted ever tep surfaee in 10 irregular shapes,

medium gray: appreximately 2 sq." rasdemly distrivu-
ted over top surface im 1l irregular shapes,

dark gray: sppreximately 3/4 sq." ramdomly distriv-
uted over tep swrface ia 8 irregular shapes,

of f~blaek: appreximately 1 sq." randemly distributed
over tep surfese im 9 irregular shapes.

dlack: appreximately 1 sq.” randemly distriduted over
top surface ia 12 irregular shapes.

square x 1/128" thiek.

9. 224
/IJ/

Friday 10/3/69
Objeet, 3% x 33" square X 1/128" thiek.
Matte wkite undersurfase
Glessy tep surface, Co

waite: 3% 8q." evenly distril

sreas:
uted sround edge of tep
surface; appreximately 1/64 £q." ramdomly dis
Wuted over tep surfeee im 1 irregular shape.
off-waite: approximately 3/k sq." ramdemly distri-
wuted ever top surface in 12 irregular shapes,
light grey: approximately 24 8q." ramdemly distri-
wuted over tep surfsce im 12 irregular shapes
medium gray: appreximately 2‘} #q." randenly distri-
Wuted over tep surfsee in 8 h:r-“hr‘ ‘u:m;n‘-
dark 1 ap 1y 1§ eq.
tu‘:,-r u; surface in 8 irregular shapes.
off-blaek: sppreximately & sq." randemly distridut-
od over tep surface in 9 irregular shapes.
Wlask: appi )! sq." ly distriduted
ever tep surface in irregular shaves.




Context #7.1970

Context #7

You (the viewer) are requested to write, draw, or otherwise
indicate any respomnse suggested by this situatiom (tais
gtatement, the blank notebook and pen, the museum comtext,
vour immediste ctate of mind, etc.) in the pages of the mote-

book beneath this signm,

The information entered in the motebook will not be altered

or utilized in any way,

Seven ring binders with typescript page and ink, pencil, crayon, postage stamps, photographs, and sugar package on paper
Each binder 11% x 11 x 3 in. (29.8 x 27.9 x 7.6 cm)
Walker Art Center, Minneapolis. T. B. Walker Acquisition Fund

Detail: frontispiece
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Details:
Untitled (“Free e all political pris ers!...”)
Untitled (“You kno ow, Clyde . )



178

Untitled Performance at Max's Kansas City. 1970
Documentation of the performance. Four gelatin silver prints
Each 3%s x 3%s in. (9 x 9 cm)

Photographs by Rosemary Mayer

Collection Adrian Piper Research Archive Foundation Berlin
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Catalysis III (8/70)
Street Performance, New York City

[see Talking to Myself: The Ongoin
Autobiography of an Art Object

Catalysis I11.1970

Documentation of the performance.

Two gelatin silver prints and text mounted on colored paper
Overall 82 x 11in. (21.6 x 27.9 cm)

Photographs by Rosemary Mayer

Collection Thomas Erben, New York
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Catalysis IV (1970-71)
Street Performance, New York City

[ see Talking to Myself: The Ongoin,
Autoblography of an Art Qbject

Catalysis IV.1970

Documentation of the performance.

Two gelatin silver prints and text mounted on colored paper
Overall 8% x 11in. (21.6 x 27.9 cm)

Photographs by Rosemary Mayer

Collection Thomas Erben, New York
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Concrete Infinity Documentation Piece. 1970

Handwritten text on notebook paper; and black-and-white photographs and handwritten text on fifty-six sheets of graph paper
Each sheet 103% x 8%z in. (27.3 x 21.6 cm)

The Museum of Contemporary Art, Los Angeles. Purchased with funds provided by the Drawings Committee

Detail (left): Untitled (“Object maintenance”)
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Concrete Infinity Documentation Piece. 1970 (see page 183)
Details: Untitled (“Monday 6/1/70"), first page and Untitled (“Monday 6/1/70"), second page
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Food for the Spirit. 1971

80 KANT'S CRITIQUE OF PURE REASO

- Bss and that too by those w ho have nothmﬂ very convincing to s

inst the doctrine of the ideality of space, is t

ectation of being able to prove apod ically the abso-
lute reality of space; for they are confronted by idealism,
which teaches that the reality of outer objects docs not allow
of ‘strict proof. On the other hand, the reali l) of (hv ()hjut of
our inner sense (the reality of myself and m [they
argue,] immediately evident through consciousness. The
former may be merely an illusion: the latter is, on their view,

~ undeniably something real. What - have failed, how-
Y ever, to recognise is that both are in the same position; in

neither case can their reality as representations be que d,
; and in bulh <

'ime and : are, therefore, two sources of knowledge,

from-which bodies of 2 ,ﬁlmzz synthetic knowledge can be

A 39 dgrived. (Pure mathematics is a brilliant example of such

kro\\kdm‘ especially as regards space and its relati

Bs6 Time and space, taken together, are the pure for
=% sensible intuition, and so are what make @ 2

wyn il

proposi ions.possible. But ‘these @ priori sources of know-
ledge, being merely conditions of our sensibility, just by
g ¥ )

bW i this very fact determine their own limi 1amely, that-tk

.. apply to objects only in so far as objects arc viewed as appear-
ances, and donot prcscntthinrrsast':w_\ are in themselves. This
is the sole field of their validity; should we pass beyond it, no
objective use can be made of them. \H is ideality? of
and time leaves, however, the certainty of empirical know-
ledge unaff
forms necessarily inhere in things in themselves or on
in our intuition of them. Whose, on the other hand, who
maintain the absolute reality of space and time, whether as

ected, for we are equally sure of it, whether the

! [Reading, with Laas, Adickes, and Vaihinger, Idealitit for Realitdt))

Ring binder with fourteen gelatin silver prints and forty-four annotated pages torn from a paperback edition of
Immanuel Kant's Critique of Pure Reason, mounted on colored paper, in plastic sleeves

Binder 11%2 x 10 x 1%2in. (29.2 x 25.4 x 3.8 cm)
Collection Thomas Erben, New York
Detail: pages 4 and 5
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Food for the Spirit. 1971 (see page 186)
Detail: pages 24 and 25







Food for the Spirit. 1971

Fourteen gelatin silver prints (reprinted 1997)
Each 14%s x 14'3%6 in. (37 x 37.7 cm)

The Museum of Modern Art, New York. The Family of Man Fund







Food for the Spirit. 1971 (see page 190)
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The Mythic Being, Village Voice Ads.1973-75

Advertisements appearing in the Village Voice. Seventeen newspaper pages

Each 17 x 14 in. (43.2 x 35.6 cm)

The Museum of Modern Art, New York. Purchased with funds provided by Donald L. Bryant, Jr., Agnes Gund, Marlene Hess
and James D. Zirin, Marie-Josée and Henry R. Kravis, Donald B. Marron, The Edward John Noble Foundation, Katherine Farley
and Jerry Speyer, and Committee on Drawings Funds in honor of Kathy Fuld

Detail: The Mythic Being, Cycle I: 9/21/61. September 27,1973
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secrets revealed,
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Details:
The Mythic Being, Cycle I: 10/27/62. October 25,1973 The Mythic Being, Cycle I: 11/63. November 29, 1973
The Mythic Being, Cycle I: 12/12/64. January 3, 1974 The Mythic Being, Cycle I: 1/9/65. January 31,1974
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The Mythic Being, Village Voice Ads. 1973-75 (see page 194)
Details:

The Mythic Being, Cycle I: 2/66. February 28,1974

The Mythic Being, Cycle I: 4/12/68. April 25,1974
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The Mythic Being, Cycle I: 3/67. March 28,1974
The Mythic Being, Cycle I: 5/7/69. May 30, 1974

objects of art
in lucite and plexiglass
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Detail:

Culture Shock

Direct Kodak Dealer

929-8894

by Annette Kuhn

IN THE HEYDAY of old master buying at the turn of the
century and into the "30s, no painting bought was considered
complete without a portfolio of expertises—dog-eared photos,
their backs covered with illegible scrawls by unknown
European museum officials or prolific but not necessarily
profound scholars. One could decipher phrases like “belli-
sima figura,” “el dibujo,” *“das Meister's Hand,”" and
perhaps the artistic signature of the certifying authority.
These expertises rarely meant anything to anyone except the
buyer, who was as impressed with European culture as his
wife and daughter were with European aristocracy.

So a great many paintings with a great many expertises to the

° Dy Supplies ® Cameras
® Projectors @ Rentals @ Repairs
® We buy used Equip.

Small Pottery Classes
$28. Per Month
No clay er firing charges
Mon., Tues., or Wed.

A{'J(/fvvtnr;ﬂﬂu ‘uw 0PM
) L AC 9742
NEAR WASHINGTON SOUARE 4757236

Eves.
“Workspace™
E. 4th St. Near N.Y.U.
674-1031

) prepare for

" CUSTOM COLOR
SPECIAL
If you shoot EKTACHROME
check this!!i!
Process & mount
20expor 120..........cooennn $2.70
36 @XPOSUFS .......cooivrniieaeine 425
Push one or 2 stops $1.00 add|
NOW THRU AUGUST ONLY

ImAGG

565 Fifth Av (Corner 46 S1) 867-4747

| Glaze chemistry course offered

a career In
advertising

Courses begin Sept. 10th
Eve. courses availabie in
« Pasteups & mechanicals
® Advertising art & design
» Offset reproduction
« Introduction to advertising
Fee.....$68 per course
For brochure & registration form
call(212) 856-0200 or write:

Advertising Art
& Design Center

Learn
Pottery

Studio Workshop

A wonderful place 1o work and learn

FREE POTTERY LESSON

azing Clay or

FREE WEEK IF YOU SIGN UP IN THE SUMMER

rates available

Open all summer. Childrens classes

10 W. 18 St. Tel 242-9615

Reviewed New York Mag. Sept. 17
e

{formerly school of graphic design)
110 W. 30th St. N.Y. N.Y. 10001

hand of a famous master float around. Indeed, you can still buy ene from
certain scholars and impoverished museum officials. But it means
nothing to almost anyone except the totally.j naive collector.

So where do you. the owner of a painting with a great name attached to
it go for verification” You can persuade some museums to give you a
verbal discourse on your painting. You can go to Parke-Bernet and
get a written appraisal of worth. but no great scholarly examination. Or
you can go to the International Foundation for Art Research. Give them
all the information you have on your painting and they will issue a report
either confirming what you already know. or telling you the bad
news—the work is nowhere near as good as you thought it was. The
examination costs $150 plus expenses per object. the fee covering a
technical analysis where needed. a provenance check. and. the hardest
test of all. a submittal 1o the appropriate connoisseurs—such people as
Louis Goldenberg. president of Wildenstein. Harry Bober, medievalist at
NYU's Institute of Fine Arts, John Rewald. 19th century specialist at
City University. Bernard Bothmer. classicist at the Brooklyn Museum.
and many other impressive people of the academic. museum, and
gallery world here and abroad.

This sleuthing in the murky field of art must be fun for the advisers.
They get to handle art, discuss it, and ulti ly cover th Ives—be-
cause the resulting report is issued in the name of the foundation, not the
individual specialist. Art Research is non-profit, and its services are
available to anyone who has a serious piece of art. So if you are
courageous and can stand bad news about your masterpiece, get in touch
with International Poundation for Art Research, 63 Madison Avenue,
New York City 10021.

WHAT DO WARHOL. Motherwell. Lichtenstein. Steinberg. Kelly.
Hayter. Masson. Lieberman. Oldenburg. Stella. Rauschenberg. and
Johns have in common? You guessed it. They all love Meyer Schapiro
Meyer Schapiro. mind. ts one of the four or five greatest art historians
ever. He is a semanticist. political activist. social historian. He can talk
and draw and teach. and out of two apples construct a whole universe.
Some people think he is a magician, His [riends have made him a
portfolio of prints. which will be on view at the Metropolitan Museum of
Art in October. The museum is located somewhere between Columbia
University. where Meyer Schapiro teaches. and the rest of the world.
which i8 his study

IN ALL THE FLAPS Nixon has raised, he has never gotten a rise out of
the cultural establishment. He never invited great artists to the White
House as Kennedy did. He never turned down portraits of himself as
Johnson did. Yet he is generous with the arts.

When Nixon became President in 1968, appropriations for the National
Endowment for the Arts, started in 1966. were around $7.5 million per
vear. By 1972 they were some $29.7 million, and they are now running
$60.7 million. This is a most amazing and civilized jump—{rom $7 to $60
million—and attributable in great part to the blinkers-on. straight-arrow
determination of Nancy Hanks. an ex-Rockefeller staffer. and. for the
Nixon years, chairman of the NEA
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[36 Color Oil Pastel Set
List, $1.80 @ With this ad
Limit 6 per customer 49¢
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The Mythic Being, Cycle I: 7/14/71. July 25,1974
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talent — “can’t even drow o straight line”,
The classes are small and the atmosphere is!

rather thon his mental concept of how
things look.

For more information coll 431-3587 week-
days from 6pm to 9pm except Tuesday
Weekends from |0am to 6pm
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THE FIREHOUSE CERAMICS

55 Prince Street New York, N.Y. 10012
The lowest prices for ready mixed
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METROPOLITAN AREA
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Free Delivery in Lower Manhattan (1000 Ibs. or more)

PICTURE FRAME SALE

" ALL WOOD FRAMES-ALL STYLES-ALL SIZES
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The Mythic Being, Village Voice Ads. 1973-74 (see page 194)
Details:
The Mythic Being, Cycle II: 10/13/61. October 31,1974 The Mythic Being, Cycle II: 11/24/62. December 2, 1974

The Mythic Being, Cycle lI: 12/63. December 30, 1974 The Mythic Being, Cycle II: Thanks. February 3, 1975
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The Mythic Being. 1973
Video excerpted from Other Than Art's Sake (1973), by Peter Kennedy. 16mm film transferred to video (black and white, sound), 00:08:00

Collection Adrian Piper Research Archive Foundation Berlin
Details:

video still at 00:03:53

video still at 00:06:20



200

L CAN FINALLY SAY THIS TO YOUL. | AM
TED AND STRENGTHENED BY MY
INADEQUACY. | AM SECLRE, SMLGLY
SELORE, FOR MY PERSONAL FLAWS

WILL CONSTITUTE A MORE THAN ADE -

QUATE DEFENSE AGAINST WHATE
YOUR RESPONSE MIGHT BE TO
WHAT | RAVE TO SAY TO

Tue Mytnc Buug: |/ Youltier), 1

The Mythic Being: I/ You (Her). 1974

Gouache, tempera, and cut-and-pasted paper labels on ten black-and-white enlarged photographs

Each 8 x5in. (20.3 cm x 12.7 cm)
Walker Art Center, Minneapolis. T. B. Walker Acquisition Fund

FOR MY IMPERFECTION

CHAS™M BETWEEN LS} IT PROTELTS LS
BOTH FROM EACH OTHER , BUT MOST
IMPORTANTLY, ME FROM YOU. THE DE-
FECT | HAVE IN MIND 1S THAT | CAN-
NOT LOVE YOoU, WiLL NEVER BE

ASLE TD LOVE YOU. WHERE THERE
MIGHT HAVE BEEN FEELING,
THERE 13 ONLY IMPERSONAL.

Twe MyHaic Beng: \/Youlter), 2
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\ WANT YOLTD REALIZE
WHAT YOU'VE DONE., AND BE

REALLY ASHAMED, ASHAMED OF YOLR
CONCE(T, YOUR SELFSHNESS, YOUR
MEANNESS, YOUR INSENSITIVITY, UNDER-
STAND THE EXTENT OF YOLR CARELESS -
NESS, AND HATE YOURSELF FOR IT.

REGRET, EVEN MORE THAN | DO, THE

REAL FRIEND voU MIGHT RAVE
HAD.

LIKE NOTHING BETTER THAN THAT You
SEE YOURSELE A8 | DO, W ITH THE CONTEMPT
THAT | DO, BECAUSE OF You, THERE IS A LOLD-
NESS IN ME, A SUSPICIOUSNESS TOWARDS
You IN ALL YOUR GULISES, ALL YOUR AP-
PEARANCES. BECAISEOF VoL | WITHHOLD

OVER THEM,

e Mytuse Beig: VYoo (tter), S,

Twe Mvtuc Beiug: 1/ Yoo (Her), ',
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The MyHuc Bel

| MIGHT REASON WITH You,
BHARE WITH You, EVEN EXTEND AN
OFFER OF HEWP o SUPPORT | MIGHT
INDULGE WITH PLEASURE IN LOYE MAK -
NG FANTASIES ABOOUT YoU. BUT You WiLL
NEVER ELIUT AN EMOTIONAL COMMIT -
MENT FROM ME. TAKE CARE THAT YOU
ASK OF ME NO MORE THAN THAT WE
LAVGH TOGETHER ; FOR YOU Wikl

BE DISAPPOINTED, |F You

LY YoulHer) §

The Mythic Being: I/ You (Her). 1974 (see page 200)

AFTER YOU, | FOUND SOLACE. \N
FRIENDSHIPS WITH MEBN; AFTER THAT,
\HEALED MYSELF |N RDUTUDE . WHAT-
EVER RELRETS | FEEL ABOUT THIS ARE
SMALL TO ME NOW, AND READILY TRANS -
FORMED INTO ANGER AND RESENTMENT
TOWARDS YoU. AS YOU wWeu.- KNOW,
OUVR ENMITY 15 ULTIMATELY YOOR
DOING AND YOUR CHOICE.,

The Mytuic Bring: Y You (rer), 6.
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Tue Mytuic B

NOW | -HAVE LEARNED TO
THRIVE ON (T3 | MUST, IN ORDER
TO PROTECT MYSELF, AND THUS | ALIEN -
ATE YOU IN TORN, CUR FEMININITY ITSELFR
CAN NEVER AGAIN BE A POINT OF CONTACT
BETWEEN US. | PERCELVE THAT NOW,
YOO ARE NO MORE CAPABLE OF TRUST-
ING ME THAN | AM OF TRUSTING YOU,
AND | CRY FOR OUR MUTLAL IMPDV~
ERISHMENT: THAT, AT LEAST, WE
CAN SHARE,

1)/ You(ter), 7.

BUT |INSIST AGAIN THAT
THIS 13 YOUR DOING, YOLR FALLT,
YOUR CHOICE —NOT MINE, | \NSISTTHAT
FROM THE FACT OF MY APPEARANCE YOU
JUMPED TOTHE WRONG CONCQLUSION, AS
YOU ALWAYS DO. YOU INSTINCTIVELY PER-
CEWE ME AS THE ENEMY, AND NOTHING
| SAY OR DO 1S SUFFICIENT TD (HANGE
THAT. YOU PUNISH ME FOR HOW |
LOOK , WHEN THAT 1S BOTH IRRELE-
VANT AND OUT OF MY

Tue Mviuic Baiwa : VYoo (Her), 2.
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YOO AUTOMATICALLY ASSLME

YOOR FRIENDSHIP, NOR WOULD BE WiLL-
ING TO WORK FOR 1T, EVEN THOUVGH YOU
HAVE NO REASON TO THINK THIS , NO REA-

SON TO ASSUME ANNTHING AT ALL.. FOR

1E YOUL HAD ONLN GIVEN ME THE
CHANCE, \ WOLLD HAVE SHOWN
YOL WHERE MY LOYALTIES

Tue Wiytuie Baiwe: V/ You (Her) 4.

The Mythic Being: I/ You (Her). 1974 (see page 200)

TMLMNM cBrwg:

BUT YOL TOOR ME OFF GLARD
ONCE, AND IT WAS VERY PAINFUL.,
| WiLL NEVER GIVE YoU THE OPPORTU-
NITY TO DO THAT AGAIN. MV DEFENSES
HAVE SOLIDIFIED; THERE'S NOTHING | CAN DO,
IT SICKENS ME TO REALZE THAT | HAVE
GROWN INCAPABLE OF OVER(OMINGTHE
DISTANCE BETWEEN US. | HATE YOU
£OR DOING THIS TD ME , AND MYSELF,

FOR ALLOWING T TO
HAPPEN,

1/Yeu (Her), (0.



The Mythic Being: Dancing. 1974

Fourteen gelatin silver prints

Each 10 x 8 in. (25.4 x 20.3 cm)

Collection Adrian Piper Research Archive Foundation Berlin
Details:

photograph #1

photograph #11

photograph #4
photograph #8




BE SURE TO ATTEND
I VERY CAREFULLY TO
WHAT | HAVE TO SAY TO
vou. FOR IF You DO NOT, |
Wil MAKE A SINCERE
EFFORT TO KiLL YOU.

%) WILLREGRET EVEN MY
\CING THAT YOUR BYES ARS

INOT
GLAZING OV
exPLAIN TO Y

SORRY BECAV

WHAT You WANT ME TO
EXPLAIN.

I/You/(Us). 1975

Photostats mounted on six pieces of foam core

Each 17 x 14 in. (43.2 x 35.5 cm)
Institut d’Art Contemporain, Rhéne-Alpes

ER WHILE | TRY TO
oL, YOU WiLL BE
sg TUESE S\GNS

\WiLL PREVENT MY EXPLAINING

TAKE. CARE THAT YOU DO
NOT INTERRUPT ME BEFORE \
. FOR THAT WiLL
Me THAT YOU WERE

NOT PAYING CAREFUL ATTENTION

<0 WHAT | WAS SAYING.

AND THEN WE WiLL BOTH
e WORSE OFF: You,
BECAUSE YOU WikL NOT UNDER-~
STAND MY SILENCE} |,
BECAUSE | Wik NOT TRUST
you WITH MY THOUGHTS.

ALSO BE CAREFUL NOTTO
NODTOO RAPIDLY, AVERT YOUR
EYES TOO OFTEN, YAWN, BLINK,
HUM, OR S1GH DEEPLY. | WiLL
NOT TOLERATE 'T. | Wik
MAKE YOv WiSH YOV

WADN'T,

WE WiLL CONFRONT
fEACH OTHER AS ALIENS:
HOSTILE, BECAUSE WE EVINCE

ONLY OUR MULUTUAL
INDIFFERENCE,
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The Mythic Being: | Embody Everything You Most Hate and Fear. 1975
Oil crayon on gelatin silver print

8x10in. (20.3 x 25.4 cm)

Collection Thomas Erben, New York
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The Mythic Being: | Am the Locus #1-5.1975
Oil crayon on five gelatin silver prints

Each 8 x 10 in. (20.3 x 25.4 cm)
Smart Museum of Art, The University of Chicago. Purchase, gift of Carl Rungius, by exchange
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The Mythic Being: A 108.1975

Oil crayon on six gelatin silver prints
Each 25%2 x 17%in. (64.7 x 45 cm)
Collection Candace King Weir
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B« THE CONCEPT OF
SOMETHING WHEREIN
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\NTER. ONNECTERS |
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The Mythic Being: Cruising White Women. 1975
Documentation of the performance. Three gelatin silver prints
Each 8 x 10 in. (20.3 x 25.4 cm)

The Eileen Harris Norton Collection
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The pending eviction of 30 mostly Hispanic families
was protested Jan. 30 in front of the Cathedral of St.
John the Divine, the New York City church that is
trying to force the people out of their homes.

The 30 families served with eviction notices live in
one of three buildings on Manhattan’s upper west side
that have been occupied by the tenants for the last six
and one-half years. The Morningside Housing Corp., a
coalition of churches in the area led by St. John's, has
been trying since 1970 to tear down the tenements and
build a high-rise home for the elderly on the site.

The threatened families and their supporters who
demonstrated outside the immense cathedral de-
manded that low-income housing for persons of all ages

ction b church

g
+ Wi

: 14, LSTIETRPH Y
. T

N.Y.C. squatters and uporters demonstrate Jan 30 outside St. John the Devine church.

be constructed on the site, explained Juan Esdel, one of
the tenants facing eviction.

The removal of the working-class residents has been
fought in court over the years, but the Episcopalian
cathedral has now obtained an eviction order that can
be carried out anytime after Feb. 2. ‘“‘“We're not
leaving,”’ Esdel declared. ‘‘We’ll stay and fight —
we’ve learned how to do that. This time we’ll fight
harder.”

After picketing outside the cathedral, the families
entered the church during the Sunday service. The
minister, in the midst of his sermon, said St. John’s
was, not to blame for the evictions. He then led the
congregation in a prayer for the poor.

This Is Not the Documentation of a Performance. 1976
Ink on screenprint of newspaper article

49 x 45 in. (124.5 x 114.3 cm)

Collection Lonti Ebers, New York
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Art for the Art World Surface Pattern. 1976

Mixed-medium installation. Constructed wood environment, custom-printed

wallpaper, stenciled text, audio, and naked light bulb

7 ft.x 60 in. x 60 in. (213.4 x 152.4 x 152.4 cm)

San Francisco Museum of Modern Art. Purchase through a gift of Shawn and Brook Byers
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Some Reflective Surfaces. 1975-76

Documentation of the audience-oriented performance at the Whitney Museum of American Art, New York, February 28, 1976.
Two gelatin silver prints and 16mm film transferred to video (color, sound), 00:15:27

Prints 1972 x 15 in. (49.5 x 38.1 cm) and 15 x 19%2 in. (38.1 x 49.5 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Details:

print #2

video still at 00:00:52
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Aspects of the Liberal Dilemma. 1978

Mixed-medium installation. Black-and-white photograph framed under Plexiglas, audio, and lighting
Photograph 18 x 18 in. (45.7 x 45.7 cm); installation dimensions variable

University of California, Berkeley Art Museum and Pacific Film Archive. Gift of the Peter Norton Family Foundation
Detail: photograph
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It’s Just Art. 1980

Documentationand video reconstruction of the performance at Allen Memorial Art Museum, Oberlin College, Oberlin, Ohio,
Wednesday, April 23, 1980. Video (color, sound), 00:24:42; monitor; photolithograph; ink on notebook paper;

ink and cut-and-pasted paper on fifteen gelatin silver prints; and ink and cut-and-pasted paper on three sheets of colored paper
Poster 14%s x 10'%g in. (35.9 x 27.5 cm); diagram 8% x 11in. (21.6 x 27.9 cm); each print 11'%s x 8% in. (30 x 21cm);

each collage 10 x 8 in. (25.4 x 20.3 cm)

Installation view

Collection Adrian Piper Research Archive Foundation Berlin
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It was in third grade that I started having real trouble, with math, with gym
, with everything. That was when I began to get sick almost every day, and h
ad to be sent home from school. The reason was that there was a girl in my c

lass named Claudia who made me wish I were dead.

Claudia looked a lot like m

e. We were both skinny and had long brown hair, which we wore in braids, and
large brown eyes with long eyelashes. Claudia was much prettier than me. Bu
t she was envious of me because Julie was at that time my best friend, and Ju
lie was the most popular girl in the class. Julie was a tomboy. She was als
o very smart. She read the New York Times every morning and discussed its co
ntents with her father over breakfast. All the girls wanted to be like her a
nd and all the boys really respected her. Soon after the term began, Julie s
tarted ignoring me. In fact, all the girls in the class ignored me. When I

said something to any of them it was just as though I weren't there. Except

that they would all sit together at lunch two or three tables away from me an

d whisper to each other and stare at me and giggle.

was going on. I felt miserable all the time.

g homework and daydreamed in class and couldn't think.

I didn't understand what
I cried a lot and stopped doin

At home I watched TV

constantly, and played sick so I could stay home and listen to radio soap ope

ras like "Our Gal Sunday," and "One Man's Family."

I read comic books and no

vels and made up a best friend who was a tomboy named Corky. To be in school
was a nightmare. Then one day a really crazy boy in the class threw a tantru
m and injured me by hitting me in the stomach with a chair. I started to cry

Julie came over and apologized to me for how she had acted, and everyone e

lse followed her and confessed what had been going on.
"H.A." stood for "Hate Adrian."

n H.A. Club with all the girls in the class.

Claudia had started a

The rules of the club were that everyone had to swear to ignore me; to preten
d to be whispering bad things about me to each other when I was around; to ma
ke nasty jokes about me that I could hear; and to recruit as many boys as pos
sible into the club. The membership of the club was growing rapidly when the
y decided to dissolve it. But by fourth grade Julie and Claudia were best fr
iends anyway. I was mostly home being sick and not around to sustain our fri
endship. Lizzy and I became best friends around sixth grade. She was also v
ery popular, and very pretty. She had already seduced one of my boyfriends,

Michael, away from me. But it hadn't bothered me since I hadn't cared for hi
m much anyway. Our friendship lasted until I discovered that after swearing

all our mutual friends to silence, she had been dating my current boyfriend R
obbie behind my back for a year, while I had been confiding in her about want
ing to break up with him but not wanting to hurt his feelings. After I found
out the truth Lizzy turned all the girls in our crowd against me. I stopped

being invited to their houses. I stopped going to their parties. I ate lunc

h with the "unpopular" girls and no one asked me why.

After that I largely t

urned outside school for my friends. My next best friend was Marie, whom I m
et when my parents moved to Riverside Drive. Marie was part black, too (alth

but she neydr’ really
me when we Wwent to cf

ad dlstant crush on.
side in the raj

8" say. I never addre

Political Self-Portrait #1

Political Self-Portrait #1 (Sex). 1979
Photostat

29% x 19% in. (75.3 x 49.9 cm)
Collection Margaret and Daniel S. Loeb
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My folks had to send me away to camp when I was five because they both had to wo
rk overtime that summer and didn't want to leave me alone in that hot apartment.
It was a girls' camp for the children of practicing Protestants called Camp Good
Hope. I had a friend named Karl who was sixteen and came from the boys' camp acr
oss the lake. He played catch and volleyball with me and took care of me and I a
dored him. I told someone that he was my big brother (I'm an only child) and she
said But that's impossible; Karl's white and you're colored. She said Colored. I
didn't know what she meant. Karl and I were pretty much the same color except th
at he had blue eyes. A few years later my mom thought it was time I started goin
g to and from school by myself instead of her taking me on the bus. The school w
as far away because it was not a local public school but rather an expensive pro
gressive prep school called New Lincoln where there were lots of rich mediocre w
hite kids and a few poor smart white kids and even fewer, poorer, even smarter b
lack kids. But all I knew then was that there sure was a difference between wher
e most of them lived (Fifth Avenue) and where I lived (Harlem). Anyway I started
going to school by myself and the neighborhood kids would waylay me as I was wal
king the two blocks from the bus stop to my house and would pull my braids and t
ease me and call me Paleface. By then I knew what they meant. No one at school e
ver called me Paleface. Once I was visiting one of my white classmates at her bi
g fancy apartment house on Central Park West where there were four doors into th
e house with a doorman standing at each and two separate elevators with an eleva
tor man for each and only one apartment on a floor and a cook and a maid and a ¢
leaning woman and a governess (!!). She said to her little brother I bet you can
't guess whether Adrian is white or colored. He looked at me for a long time and
very searchingly and said White. And she said You lose, she's colored, isn't tha
t a scream? I thought it was really a scream. I was afraid of the black kids on

my block because they bullied me and I was afraid of the black kids at school be
cause they made cutting remarks about my acting too white. But I wasn't afraid o
f the white kids because they were so stupid. Later when I was in fifth grade an
d getting sick alot and hating school I had a teacher named Nancy Modiano who re
ally bullied me. Once we all went on a hike and I became very thirsty and she wo
uldn't let me get any water. Then we went back to school and she forced me to fo
llow her around the school for four hours while she did her errands but wouldn't
let me stop at a water fountain for some water. When my mom came to pick me up I
was almost fainting. In. econfere fily-parents she once asked them Does Adri
an know she's colored? I guess s fe- thought I was too fresh and uppity

for a little colored girl. My fo upset and wanted to transfer me in
to another class b the term. Nancy Modiano was one

of the few whites ‘of my color. The only others we
re white philos }o1 lege who hated me and said Y
ou don't have éﬁ'worry 3 woman can get in anywhere,

even 1f she logks like J eettier white people general
ly got nicer and nicerg relieved when my folks m
oved out of Harlem w ed neighborhood on Riversi
de Drive because thegs jésides the boys in my old
neighborhood were nog¥ong WI passed them on the str
eet. In my new neighpo n gang that accepted me
pretty well/and taug ce New Lincoln people v
ery much because the ¢ people and were real
1y gettingyinto bei . started going to the
Art Students' League 11 my friends were w
hite and/that I didnig l\of my parents' very
light—sgénned, middle Seemed to have a ver
y determined self-co d Colored) that I d

idn't ghare. They and that I went out
with white men. I fel g a’ ,‘&\ but whites made
me feel good about my 1 asked me why I
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Political Self-Portrait #2 (Race). 1978

Photostat
29% x 19% in. (75.3 x 49.9 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Political Self-Portrait #3 (Class). 1980
Photostat

29% x 19% in. (75.3 x 49.9 cm)
Collection John Campione
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m specics  are
| biologically programmed 10
attack alien cnemies. Some
species are programmed 10
attack their own members
an alien enemies. Rats. for
example. will atack. kill or
even cannibalize one anoth-
er under conditions of over-
crowding and deprivation.
But human beings are more
unigue stll. Only human
beings are capable of self-
destruction. of suicide. of
acts that have our own self-
obliteration as a conscious
purposce.

Human beings must view
themselves as alien enemies
to be able 10 do this. They
must believe that if they allow
this alien enemy to exist. it
will destroy them. And so to
avoid destroving themselves
they destroy themselves,

We can see why this might
be so. We do not know our-
selves very well. Often we
feel assaulted by unacceptable
thoughts and impulses. and
move to suppress them: or
shamed by unacceptable phy-
sical features. and work to
remove them: or threatened
by others” unacceptable be-
havior or appearance. and so
attack or reject them. We
view these things as alien
enemies. not as the familiar
ingrained parts of ourselves
they are. And so we are con-
stantly moved to destroy and
reconstitute ourselves in con-
tormity with our truncated
and distorted self-image.

In all these cases. and
others like them. we fail to
recognize that we are destroy-
ing ourselves. And so our
centrally motivating urge to
self-destruction itself’ goes
unrecognized. Perhaps we
wouldn’t recognize this par-
ticular facet of ourselves if
it stared us in the fac

n Piper 1983

Portrait. 1983

Photostat

40 x 30in. (101.6 x 76.2 cm)
Private collection
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Self-Portrait Exaggerating My Negroid Features. 1981
Pencil on paper

10 x 8 in. (25.4 x 20.3 cm)

The Eileen Harris Norton Collection
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Self-Portrait as a Nice White Lady. 1995

Qil crayon on black-and-white photograph

10 x 8 in. (25.4 x 20.3 cm)

The Studio Museum in Harlem, New York. Museum purchase made
possible by a gift from Barbara Karp Shuster, New York



Phillip Zohn. 1966

Charcoal on paper

21x17in.(53.3 x43.2¢cm)

Collection Adrian Piper Research Archive Foundation Berlin




Here s lrus | reetoe loser
Pouwrusr Walttu sue wetl
O{AV Mten MeEA s
ol tasian | Lo et wiouaoa ol ab ,
atd bo & juian o tea w.a,éww %% Breadk i
(.. Ll X%WQ w4, e 0\)7.4,1\."“424) Leet lugrenddl i

kg At u.u,: ' " %
Mu}l.q [ \M l—e«LM‘i\ Lﬁ ‘%‘t’ M A trenaa rop gt Lol by

@ I;PM ief 1o/t

Eve 21,

$10.00/Hour Drawing of Pontus Hulten. 1982

Pencil on paper

12 x 87 in. (30.5 x 22.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin



An Open Letter to Donald Kuspit (Kuspit Extermination Fantasy). 1987
Pencil on paper

12 x 9in. (30.4 x 22.8 cm)

University of Colorado Art Museum, Boulder. Gift of the artist
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An Open Letter to Donald Kuspit (Kuspit Strangulation Fantasy). 1987
Pencil on paper

12x9in. (30.4 x 22.8 cm)
University of Colorado Art Museum, Boulder. Gift of the artist
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& b
Jaketh Away, by William Bootsy Collins (Warner: Brothers; 1982);. photo by Phiflip. Dixon

Funk Lessons: A Collaborative Experiment in Cross-Cultural Transfusion. 1984
Photolithograph

24 x18in. (61x 45.7 cm)

The Museum of Modern Art Library, New York




Funk is dead. Funk is something you can learn in school.
—Morris Day

Adrian Piper

FUNK LESSON S

A Collaborative Experiment in Cross-Cultural Transfusion

Music Appreciation ® Social Dancing

Individual and Group Instruction
Group Rates Available

By Appointment Only
(415) 321-0815

< Have Rbytbm, Will Travel C»

This work is supported by a National Endowment for the Arts Visual Artists Fellowship, 1982

Funk Lessons Direct Mail Advertisement. 1983

Letterpress card with gold leaf

5% x 8% in. (14.6 x 22.2 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Funk Lessons. 1983-84

Documentation of the group performance at University of California, Berkeley,
November 6, 1983. Color photograph

Collection Adrian Piper Research Archive Foundation Berlin




A TALEOF AYARICE AND POVERTY

i 330, there way 8 woman who was very b
willed. She was oe of five sisters, all beautiful, intelligent. and

strong-willed, all competing with ool teachers belore

marcied

Hee father vas  minister, 1 tall, bandsome, charismatic ma0 who later
er mother was a local beauty

Eidaioed thie dacker sKinned hrelbtea, wihom they seleerad
and “pickaninnies” Whites they contemptuously called “crackers

The womaa was oo beasifl and srong-wiled. domioeeiag. el 1o
marry fappily. Her fiest husband. 3
[ather, was a scoundre] nd philandes X e wi2h (o yobiy S 1
e stas l:h(r’.\m\‘« and
d thereby 10 recon
e Taily's e compaay, 1ol st b ad oo ifaeried.
e surgeon and ber dead
it hee with 3 small

The woman was also (0o strong-Willed, domineering, ceally, (0 be 2 good
motber. Her eidest 300 wanted (o be aa historiun, of perhaps a Jesuit peiest
But she inisted that he become a lawyer, 50 he could help ber rocover her
sacond ko' e[ b desd o AL, She ot srewrs

themselves, lesi the
iyl
o actn,xnd deew besuifuly. Dut s ioaisted U b bscoms 8 docke, 30
he cold take care of ber in her old age.

e youmpes s e 0 sty bor, i e, M wasudmiied to
B 3 out, and worked foe the post off

23 2 shy and gentle man, reliring

Son 50 tried 10 satisfy her, hatder, perhaps, because his
and grand(uthers tiad been [swyers. Or perhaps if was because she
implored him, and iried (0 ins(lt) in him hor own wrath and

ather dead sioter's faily. But e, Lo, uitimately
her many phone.

brought up her daughtee very
king hard af sehool. The gir) was shy and pretty.
The woman insisted that her eldest son and his
e hec on dales, and thal she be home by ten ociock. Her
5, and atlowed his
 daughiee got oider. the woman began
their families @ighi have 3 bad infloen
hem 45 much as possible.

A sisteenthe woman's duughier was he [t nro woman (0 stend
the b Je seven vistecs coleges, and Iates the first
e modis ity She ocamenchid
n worw ll ey
1 (i howrd Yoz i ont frow e am The years west
2o Uie, 1 B0t v ta Tk W T Ty g 6

woman grew older, her obseavion with recovering ber second
hushand s estate grew more pronounced, and her phane call, tearful and
confused, 10 her eidest son more frequent Al Lhis lime he was still
practicio Iav, impracucally: workiog part time in the ghetto and part time
n the finaacial district, beiog paid in cakes, mended shirts, snd sulo repairs
He drank more and more beavily. Bis wie grew

Areeah e A8t oeld b ABdty o okt B
Tace). Finglly his wife ssked him 10 leave. fie went (o five with his moth
who was by then very sick, hysterical, and unable (o care for hersell [n her

apatiment he grew thinner, weaker, 4nd fore and more unsieady 1hd
asnamed It seemed not valixely that they would die together, the mother
of cesentiment and venality, the son of mainuicition and despair

Suddenly the woman's daughter appeared from across the country, and.
100k her mother back I

‘otiom, alane, so that be could pul himself back up. By that e, his wile
had gotten him into & hotpital Where he gradually recovered. Together they
found their daughter xnd brought her home, where her tactlessness cleared

e sir xnd drew them cloe oace more. fie stopped drinking. returned to his
family, and never practiced law sg:

The woman died pescefuly, ia ber daughtee's care, having never cessed
0 33k about her sons, their (amilies, her inberilance, 1nd her masy lawsuits

After her death, many things changed for her chifdren. Her eldest son
ssipped and foked
& was tactful on the subject
ewly peoud, again. of his daughter. who became
A goeselil i 1 b Gl sadvmi ploecpher o et [lhcl st
ber because (being
Tound she el no need 1o o I a1 il Her
her 10 keen  kow profie, st the eavious try o deprive

Th s younger son continued 1o work

ften eoartined N (amly i bis beaulrl arawings bod paisns. i

childcen were handsome, meditative, and intelligent. Fis sidest, 8 5o

became 1 free-fance computer progeammer, and inberited his uncle’s quist
He martied  calm and sirikingly beauliful woman, and they

‘worried icgether about spolling Wheir (wo lovely children. I

duumhie becume s Wil aese, ad tenchr, 2 Do & choghi sad 4

s0n whose large black eyes, kong fashes, and winning smiles reminded

everyce o hale Grandfubes 1 e cub 2 contemplative 1ad darkly

handsome son, becaue an urtist und then a Musiim. His youngest 30, &

blond. blue-eyed charter, went into the world to seok his fortune

Providence seemed 1o sl oot woman's daughle. ler paychitric
went smoothly. and she had two happy and well-adjusted children,

300 who became & rvyee and a dasghier who 2 docter
busband became the presidont of & vury large aod powerful corpocation.

A Tale of Avarice and Poverty. 1985

Six texts and enlarged gelatin silver print

Each text 11 x 8!z in. (27.9 x 21.6 cm); photograph 37%s x 25% in. (94.6 x 64.1 cm)

The Wadsworth Atheneum, Hartford, Connecticut. Purchased through the gift of James Junius Goodwin



humanistic concerns. He oegoliated
an studeats held s hostages in 2 hoa
¥, brougb together scientists (rom the warring
3borate o research for peace, and funded m
ldn\’n(d scholars in the arts and humanities -- iacludiog. unbeknown
is own niece. whom he had never el

For In the yeaes following the womans death, sl was not well with her
e L, When he nephews vrde Lo el s L L younger ol
wo brothers was geavely and tragically ill. she did
ahe returned with her family (o that part of the country where she'd
boen, e eider brother s wife wrote her but got no reply. Her brothers and
their [amilies ead of her husband's successes in Lhe newspaper. When sbe
was notfied that the youngec of her two brothers had finally and paialully
died, she neitber appraced at the funeral nor sent condolences. Whan they
tried 10 telephone her, she did not retura their calls

It was after this that the woman's eldest son celebrated his davghter's
marriage, 10 % man who resombled him closely in demeanor and sensibility
s hushand, 2 peychologist, had occasion 10 collaborate with her

daughter wrote 10 her 3unt 10 toll her d 0o reply. Puzzied
and hurt, she asked her parents Lo explain fir aunt's silence. Together Lhoy
speculaled. Perhaps she never received the messages? Pechaps the was 100
ill to answer them? Perhaps, uowittingly, they ha done something to ber so
Vile 40d monstrous hal she couldn’t (orgive them? Perhaps, baving married
2 white man, she was passing for White? or had decided 10 taise her
children &3 white? Perhaps, having achievod status and financial security
theough ber husband's succes, she was alraid her relatives would ask her
for favors? or loans? o invited 10 ber dinner parties? Perhaps
feaced that they would corrupt her children? or were got fich enough 1o

sssaciate wi

more ibey speculated, the more dispirited and ineredulous they

me, and the mare their pride in her accomplishmeats began 10 fade.
Bven to think about her became distasteful. This was particularty painful for
o ber auat had been an inspiration and role model. 1t

e whether her grandmother could

sy have meant 1o warn her own children. 10
eldest son became tecminally . and was
o ter once more belore he died. The fa:

e had been in the squalor of their motber's spartaent, aimost twenty

s beore. Fennicaly, s dnughier tried 1 resc hor 3l Lo 10 vl
She called her aunt's son, who did o the call. She called hee
ot 1o eressad ympaihy, xomiond o nvey e mesge. an
refecre:
order. He did x sl
to1afocm her auat of her father s impendiag death, but received no reply
Months later, her father died, without ever having mentioned his sister’s
name aqain.

Hin dusght wansccken by b suns s She though shout e
geide 1ad consolaon e TN Rud L4ken I i 41y, nbeg ¢ prt of
201 Mieatylag s VLD i sy e schigvaraente of 10
members, The megaltude of the cruet
him of that consolaion in the lust, torei
breath away. She tried (0 imagine what it must be like o hate that coldly, (o
want 1o disown one's family. entirely, sbsoluiely, and forever. snd fount
she could nol. Thus she discavered thal har powers of imagina
hatred were limited

After her father's death, the daughter decided 10 try once more (o reach
her aunt. She called the nomber her uncle lid given her. hoping hat this
time 1t would not be out of order. Her aunt answered Lbe phone a0d 52id
Child paychistry”

The daughter answered, thin i# your niece

she repiie

sgbier continved, ' calling 10 inform you that your brother

¢ yesterday morniog of cancer. an
sied for control

there will be a funeral mass foc hiss on

you for calliog.” she said.
ye.” the daughter answered, and hung up.

Then she called each of her auat’s children, aod left messages abost the
funeral mass on their answering machines

Al the funeral mass, many were wondering Whetber the dead man's
sister wouid appear. His wife and daughter, grief-stricken and stug by her
hardness, doubled ft. Dut midway throogh the service, s small pale youog
woman Liptoed into the church. She had a prolile her relatives recognized
from the newspaper photographs of her father. Her gaze swopt the faces
tan, brown, black, white -~ of the congregation, before she st dows. alone,
Bluihng. 80 slated corar pew. Th cbjec ofitensescruiayfrom e
dead wan's family and friends, she kept her face averted, and tiptoed out

belore the service came to an end. Afierwards, the dead man’s dughter
‘wrote 10 thank her cousin for coming, and mentioned that they had attended
the same university at the same time, but roceived 0o reply.

‘The grandmather of these Lo young women, the beautiful and
domineering woman with whom this story began, had done her best (o be &
go0d mother, in the face of what was for ber an unjust and enforced
deprivation. But she stfled her sons and crippled her daughter. She stified
her sons early on with her envy and vindictiveness. and they did ot achieve
4 Seair of [roodwn i Amullty vl i b domt. Hor dnigher
she obsessively nuruured early on, With & mixture of jealousy and rancor,
and the fruit of her labor did not revesl it deformity untl after her death

Her sons i thelr best 1o be good fathers, in the fsoe o a
oveewheliag oeed T pesce s peivecy, They f e child reacing o
el vive Vho nuetured, stuated, cafled, treataned, oved, aad butied
st il s e
T¥thers wh & mize of prde and becpleERy.

The woman's daughier did her very best, her professically trained best,
10 be & good mother, in the face of the yawning depeivation her mother had
bequeathed her. And so, seeing her children (hrovgh the eyes of the spiteful
sad envious, she deprived them, In turn, of their kinship, to protect thom.
For without their family, there would be no ose to depeive her children of
their good ort

o Adrian Piper 1983
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What Will Become of Me. 1985, ongoing
Two framed texts, glass jars, shelf, hair, fingernails, and skin

Dimensions variable
The Museum of Modern Art, New York. Gift of Gwen and Peter Norton
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e inal form of this piece Wil comprise the satement, ¥zt Wil
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dewe this werk 10 the Museus of Modern Art
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10 Septamber 1983
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Vanilla Nightmares #3.1986
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Charcoal and oil crayon on newspaper
25% x 13%in. (64.5 x 35.2 cm)
Walker Art Center, Minneapolis. T. B. Walker Acquisition Fund



231

THE NEW YORK TIMES, SUNDAY, JUNE 22, 1986 XX 5

NAMERICAN'S CARIBBEAN
*299-°369"

Hotel ‘® air fare included.
 Free Budget rental car for 24 hours.”

PUERTO RICO

GdaysSnights

ST. THOMAS
4 % m&sﬂmm

HAITI

beazaohdaylnn

ANTIGUA

4 days/3 ni $349
r Reef Resort

ARUBA
P $369

ST CROIX

| TRINIDAD ® TOBAGO'

4 /3 nights
Cmpoﬁond\eliay

CURACAO

Lasdagzlmas Beach Hotel

GUADELOUPE‘t

MendJen g\ﬁadeloupe

ST. MAARTEN

4dayss mghtb $349
Summit Hotel

| DOMINICAN REPUBLIC
Dot Santo Domingo

v.ﬂ.:v - ata. to
-~ | 4days/3nights $339 +4 53 nights
‘ days/3 night e days/3 nights ~ $309
- Playa Dorada Holiday Inn-

MARTNQUE*

Mendmammque

BARBADOS?
4 nights  $369

o v Resort
Divi St. James Beach Resort

‘% o

. *
Vaucifes M@l tevnees 'éfa‘ (o | Ble

Vanilla Nightmares #6.1986

Charcoal on newspaper

23 x13%in. (58.4 x 34.9 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Vanilla Nightmares #9.1986

Charcoal and oil crayon on newspaper

22 x13%in. (55.9 x 34.9 cm)

Walker Art Center, Minneapolis. T. B. Walker Acquisition Fund
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Charcoal and oil crayon on newspaper
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Vanilla Nightmares #12.1986

Charcoal on newspaper

23Y% x13%2in. (69.7 x 34.3 cm)

The Museum of Modern Art, New York. Gift of Gwen and Peter Norton
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Vanilla Nightmares #14.1986

Charcoal on newspaper

23%2x14in. (59.7 x 35.6 cm)

Faulconer Gallery, Grinnell College Art Collection, Grinnell, lowa
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Vanilla Nightmares #16.1987
Charcoal on newspaper

21% x 26%s in. (55 x 67 cm)
Collection Katharina Faerber
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Vanilla Nightmares #18.1987

Charcoal on newspaper

22%6 x 136 in. (56.4 x 34.8 cm)

Williams College Museum of Art, Williamstown, Massachusetts.

Gift of the American Academy and Institute of Arts and Letters, New York; Hassam, Speicher, Betts and Symons Funds




1S, FUGITIVE FREED : i T WARSHALL FAULTS
MEESE DEPARTHENT

IERR T +

High Court Justice Refuses to

Cite Attorney General —
Rehquist Is Praised

R
i
; !Eg

{il

i
i
i

in & Lord & Teglor box=
yours with aur

Best holiday wisher

i

i
H

oud farmion 1owsace of Wit linen 10w ond Nerwvar
pleasines 1o ey o - ot
o 300 Swew(32) 09 And 0 ok Loxd b Tayior s

A
th Avenuefoper

Weukcnastr Sromiord,
00 Somtard dady 9:30 4.m. pom

Gorten Cry, Mashount end
te 10 Sonwdor,
. Towiay, Wasrasday 9:30 o
Iesoy. Sonrsay, 9

s e e
Cov ord
Sdguncotbuomn 9 a.m. to 11

. &m . 3 S ‘ e ‘ . 7 v o v - ' X % u..‘, fs,'ay'g,,l.,‘ b Amarican Exi
 Vowills NEgRT v F14 e i

Vanilla Nightmares #19.1988

Charcoal on newspaper

22 x 27V in. (56.5 x 69.2 cm)

Collection Adrian Piper Research Archive Foundation Berlin



289

-
Education Advertising
Careers in Education and PEESPR TSP

Health Care Employment THE WEEK IN REVIEW sk wose

‘Capyright o 1965 T New York Times

T Ehe New York Eimes 4
: e caud e S Section’

RESIDENT Reagan urged  avistion landing rights, the White
Congress kst wrek 10 rejoct  House snid, was acceptsbly “not
ok ) : ey

National Cangress, Bul the Presi.
v wers of terror-

imtetii-
has been {urwarding political
abed the African Na-

: torial u:’mu. “Secretary -(us::
— Bishop Desmand M. Tutu, the 1 e b i d
1984 Nobel Peace Prige winner and. - Smothered. : oY -
rehbishop-clect of Cape Town, — Sendtdr Joseph R. Bic:
i yeting to the President's speech ) aerat n’f B?hwm %

Vanilla Nightmares #20.1989

Charcoal on newspaper

23 x13%in. (58.4 x 34.9 cm)

Hammer Museum, Los Angeles. Purchase



Dear Friend,

| am not here to pick anyone up, or to be
picked up. | am here alone because | want to
be here, ALONE.

This card is not intended as part of an
extended flirtation.

Thank you for respecting my privacy.

DO NOT TOUCH, TAP, PAT,
STROKE, PROD, PINCH, POKE,
GROPE OR GRAB ME.

My Calling (Card) #1 (Reactive Guerrilla Performance for Dinners and Cocktail Parties). 1986-90
Performance prop. Printed card

1'%6 x 3%2in. (5 x 9 cm)

The Museum of Modern Art Library, New York

My Calling (Card) #2 (Reactive Guerrilla Performance for Bars and Discos). 1986-90
Performance prop. Printed card

1'%6 x 3% in. (5 x 9 cm)

The Museum of Modern Art Library, New York

My Calling (Card) #3 (Reactive Guerrilla Performance for Disputed Territorial Skirmishes). 2012
Performance prop. Printed card

1'%6 x 3% in. (5 x 9 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Merge. 1988

Video of Times Square LED billboard. Video (color, silent), 00:00:56, endless loop
Installation view of billboard in Messages to the Public, organized by Public Art Fund,
New York. Shown every twenty minutes, May 1-May 31, 1989

Collection Adrian Piper Research Archive Foundation Berlin
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Cornered. 1988

Video installation. Video (color, sound), approx. 00:17:00, with monitor, birth certificates, table, and chairs
Dimensions variable

Museum of Contemporary Art, Chicago. Bernice and Kenneth Newberger Fund



The Big Four Oh.1988

Video installation. Video (color, sound), 00:47:32, with monitor, ring binder with two pages of handwritten text, and 153 blank sheets,

forty baseballs, disassembled plastic coat of armor in fourteen pieces, and five bottles each containing blood, sweat, tears, piss, or vinegar
Dimensions variable

Installation view in Est. 2002, Elizabeth Dee Gallery, New York, June 29-August 15, 2012

Walker Art Center, Minneapolis. T. B. Walker Acquisition Fund
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Free #2.1989

Screenprinted text on two black-and-white photographs, mounted on foam core
48 x 31in. (121.9 x 78.7 cm) and 38 x 53 in. (96.5 x 134.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Ur-Mutter #2: We Made You. 1989

Screenprinted text on black-and-white photograph, mounted on foam core

40 x 23 in. (101.6 x 58.4 cm)

Mount Holyoke College Art Museum, South Hadley, Massachusetts. Purchase with
the Eleanor H. Bunce (Class of 1926) Art Acquisition Fund



252

OJ1 T Ff”{é“g Hm[

= \\ l/‘,,\\

ﬁa‘ BHNHLHY

"" \/foﬂi

Ur-Mutter #8.1989

Screenprinted text on two black-and-white photographs, mounted on foam core
Overall 36 x 59%2in. (91.4 x 151.1cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Pretend #1,1990

Screenprinted text on eight black-and-white photographs, mounted on foam core

Six prints each 12 x 8 in. (30.4 x 20.3 cm) and two prints each 12 x 12 in. (30.4 x 30.4 cm)
The New School Art Collection, New York.
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Pretend #2.1990

Screenprinted text on three black-and-white photographs, mounted on foam core

44 x 22 in. (111.7 x 55.8 cm); 44 x 35 in. (111.7 x 88.9 cm); and 44 x 31 in. (111.7 x 78.7 cm)

Brooklyn Museum, New York. Purchased with funds given by the Daniel and Joanna S. Rose Fund
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Safe #1-4.1990

Mixed-medium installation. Screenprinted text on four black-and-white photographs, mounted on foam core and affixed to the corners of a room, with audio
30% x 42in (76.8 x 106.7 cm); 24% x 39% in. (62.5 x 99.7 cm); 30%e X 24'%s in. (77.3 x 63.3 cm); and 44%6 x 39 in. (112.6 x 99.1 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Detail: photographs
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What It's Like, What It Is #3.1991

Video installation. Video (color, sound), constructed wood environment, four monitors, mirrors, and lighting

Dimensions variable

Installation views in Adrian Piper: desde 1965, Museu d’Art Contemporani de Barcelona, October 17, 2003-January 18, 2004
The Museum of Modern Art, New York. Acquired in part through the generosity of Lonti Ebers, Marie-Josée and Henry Kravis,
Candace King Weir, and Lévy Gorvy Gallery, and with support from The Modern Women’s Fund
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Decide Who You Are #1: Skinned Alive. 1992

Screenprinted images and text on three sheets of paper, mounted on foam core

72 x 42in. (182.8 x 106.7 cm); 72 x 63 in. (182.8 x 160 cm); and 72 x 42 in. (182.8 x 106.7 cm)
Collection Margaret and Daniel S. Loeb
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YOU'R HISTORY,
a-discontinued-discount; that's the shelf where they'd find you;
ripped out of your natural habditat, dropped onto an alien planet, broken into useful pieces,.
Forced to submit:
beat raped, breeded, traded,
will cloned into i i of rebellion, committed by strangely familiar hody parte,
visitir

suppresse i buried, erased
memory already shocked i di ief in the re by the reality of this reprogramming.
Forced to relearn:
to repeat, %o i to copy,
second language now your only on one that lac X h; s been lost,
observation-disconnected fr
sharpened by the urgent
Porced to be sti
muted, gagged, silenc stifled,
voice forced into sec nnels o bterranean intuition,
inventive wisdom T 21
hidden even fro
Forced to ¢
to adap G to create, to surpass,
resources pulled out of an »ty hat, tipped in friendship,
scooping hardship out of the social atmosphere and - turning it into buried treasure.
Forced
ocked, goaded; gopded, blocked, blocked, goaded:
oreseen discontinuities
pulsive rey y in the rule
achievement
not the poi
Win by those rule ¥ tr gam their ey shame their ambition,
our success is thei 1 iat your victory their degradation.
Watch them deva n rephrase the requirements to achieve a better fit:
ho you know, how you look,
shutti v t (n Wi he crowning success of their club.
the entrance, retire to the lounge.to celebrate their score.
+ lock the doore, test the water, seal the floors.
orously., propose & toast.
together, in small gulps, to make it 1ast.
watch laarn and think, wait and plan, meet and act,
f survivel and flourishing cornered, captured, condensed and boitled,
lmost ready for mass production, the ad campaign under way.

Decide Who You Are #6: You'r History. 1992

Screenprinted images and text on seven sheets of paper, mounted on foam core
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IT'S/FINE. I DON'T KNOW WHAT YO . I DIDN'T NOTICE ANYTHING WRONG, |IT SEEMS FINE TO ME,
1 DON'T KNOW WHY YOU SAY THAT. I DON'T SEE ANY PROBLEM. *HMLAMAZED THAT YOU!SEE!THINGS THAT
waY, I JUST DON'T Si IT THAT WAY AT ALL. IT WASN'T INTENTIONAL. I DON'T UNDERSTAND WHERE
DOWN. F, THIS IS A COMPLETE
SURPRISE O TH W N
THIS, ISN'T THIS A LITA MUC! WEIRD WAY TO THINK ABOUT THINGS . I JUST CAN'T
RELATE ., WE- CERTAINLY DO hAV.. ENT CTIVES -ON-THINGS v—YOU'RE-MAKING-TOO-MUCH-OF
THIS, NOTHIN i . YOU'RE BLOWING THE| WHOLE THING OUT OF
FROFORTION., E \ o .V'HA’" DO YOU MEAN? WHAT'S THE PROBLEM? YOU'RE BEING
PARANOID. YOU'RE OVERSENSITIVE. YOU'RE READING TOO MUCH INTO IT. STOP JUMPING TO
CONCLUSIONS. IT DIDN'T OCCUR TO M YOU'RE OVERINTERPRETING THE DATA. I DON'T THINK IT HAS
ANYPHING T0-DO—WITH THAT: —TT WAS JUST A SIMPLE MISTAKE, ~IT DOESN'T MEAN ANYTHING: —YOU'RE —
SEEING TOO MUCH IN THIS. TH! GOING . 1 CAN'T IMAGINE WHAT MAKES YOU THINK THAT. I
DON'T KNOW WHAT YOU'RE TALKING ABOUT. VE NO_IDEA WHAT YOU'RE. REFERRING TO. I REALLY |
THINK YOU'RE O DOING IT. YOU'RE JUST iIRLD DON'T TAKE EVERYTHING SO SERIQUSLY. IT'S NO BIG
DEAL. YOU'RE JUST PROJECT: YOU'RE OVERREACTING. NOTHING| HAPPENED. DID I NOTICE WHAT" i
DON' T SEE ANYTHING TO GET UFSET ABOUT. I DON'T SEE WHAT YOU'RE GETTING AT. I DON'T =
UNDERSTAND THE PROBLEMN. T'S THE MATTER? YOU'LL GET OVER IT. DID SOMEONE DO SOMETHING
WRONG? _WHAT'S GOING-O WHAT*S -PHIS ABOUT? -~ WHAT'S WRONG?STOP MAKING -SUCH A-BIG-DEAL
ABOUT IT, I DON'T SEE ANYTHING WRONG WITH THAT. EVERYONE DOES THAT. S0 WHAT? BIG DEAL.
WHO CARES? NO, NOTHING LIKE THAT. JUST A MISUNDERSTANDING, THAT'S ALL. |MUCH ADO ABOUT
NOTHING, T I DON'T UNDERSTAND WHAT THIS IS ABOUT. I'M MYSTIFIED BY YOUR REAC'I‘ION. I DON'T
IT. 'S0? WHAT'S THE SIGNIFICANCE OF THAT? IT WAS JUST AN INNOCENT SLIP-UP. {I REGARD THAT
AS-PERFECTLY -NORMAL-BEHAVIOR. I -SEE NO PROBLEM WITH THAT: YOU'RE-THE ONE WITH THE-PROBEEM-.
THAT'S A VERY UNCHARITABLE INTERPRETATION. IT'S SO UNNECESSARY T0 TALK ABOUT| THIS.
DON'T THINK IT HAS ANYTHING TO DO WITH THAT, REALLY,  WHAT ARE YOU TALKING ABOUT?
SHEER SPECULATION. YOU'RE AWFULLY QUICK TO CAST ASPERSIONS. | YOU|CAN!T PROVE|THAT.
NEED TO HEAR THIS. HOW DO YOU KNOW? THAT'S CRAZY. YOU'RE IMAGINING THINGS.| THAT'S JUST
YOUR-OPINION: NO; IT'S NOT THAT AT ALL. THAT HAS NOTHING TO DO WITH IT.| THAT DOESN'T MEAN
ANYTHING., WELL, THAT'S A NATURAL REACTION. THAT DOESN'T MEAN WHAT YOU THINK IT MEANS.
THAT"S A SELF-SERVING EXPLANATION,. WHY BRING THIS UP? . YOU SEE EVERYTHING IN.TERMS. OF YOUR
OWN PROBLE! WHY IS THAT OBJECTIONABLE? YOU'RE COOKING UP PROBLEMS WHERE THERE|ARE
NONE, YOQU'RE MAKING THINGS UP. I DON'T BELIEVE THAT HAPPENED. I'M NOT SAYING YOU'RE LYING,
I'W JUST SAYING YOUR FERCEPTIONS ARE DISTORTED. TIT'S NOT NECESSARY TQ SEE THINGS|IN THAT
LIGHT. YOU'RE TOO UFSET TO THINK CLEARLY. WE'LL DISCUSS IT LATER. NO, NOT NOwW,|I'M BUSY.
STOP- MAKING- TROUBLE . YOU'RE SEEING-THINGS THAT AREN'T THERE. - THIS-IS-RIDICULOUS: I DON'T
WANT TO TALK ABOUT IT. SO HOW ARE YOU OTHERWISE? I REFUSE TO DISCUSS THIS. (WHAT'S SO
WRONG WITH THAT? CHANGE THE SUBJECT. PEOPLE HAVE A RIGHT TO EXPRESS K THEMSELVES. I'M NOT
GOING TO LISTEN TO THIS. YOU TAKE EVERYTHING TOO PERSONALLY. YOU MUST HAVE PERCEIVED THAT
INCORRECTLY., I'M SURE YQU'RE MISTAKEN. I'M SURE THAT DIDN'T HAPPEN QUITE THE WAY YOU
DESCRIBEIT: —SURELY YOU'RE EXAGGERATING JUST A LITTLE. YOU'RE BEING IRRATIONAL:  YOU CAN'T
MAKE ME BELIEVE THAT. THIS IS SO UNNECESSARY. NOBODY WANTS TO HEAR THIS., ARE YOU TRYING TO
RUIN EVERYTHING? _STOP INSISTING ON THIS IF YOU KNOW WHAT'S GOOD. FOR YOU..  YOU'RE REALLY OUT
ON A LINB. YOU'RE WAY OUT OF LINE. IT'S NOT YOUR PLACE TO SAY THAT. DON'T PUSH IT.| YOU'RE
GOING TOQ FAR. GET OFF IT. YOU'RE SPEAKING OUT OF PLACE. LIGHTEN UP. YOU'RE ASKING FOR
TROUBLE . ~YOU*RE 'BEING INAFPROPRIATE. NOBODY CARES WHAT YOU THINK. YOU'RE LEAVING YOURSELF
WIDE OPEN. YOU'RE CRUISIN' FOR A BRUISIN'. PUT A LID ON IT. CAN IT. STUFF|/IT. | BAG IT,
+DROPIT. . I WOULDN'T PURSUE THIS ANY FURTHER IF-I WERE YOU. - YOU'RE REALLY ASKING
. /DO YOU WANT TO GET IN TROUBLE? YOU'RE GOING TO GET IT. YOU!RE STICKING YOUR NECK OUT.
YOU'RE DIGGING YOUR OWN GRAVE. A REAL GLUTTON FOR PUNISHMENT., YOU CAN'T GET|AWAY WITH THIS.
YOU'RE DEAD MEAT. 1 HATE TO DO THIS. I'M REALLY SORRY THIS IS NECESSARY., THIS HURTS ME MORE
THAN IT HURTS YOU. I'M DOING THIS FOR YOUR OWN GOOD. YOU'LL APPRECIATE THIS LATER. I'M JUST
TRYING-TQ- HELP-YOU. —SOMEDAY -YOU'LL THANK ME-FOR THIS: —ACTUALLY I'M DOING YOU-A-PAVOR: —IN
TIME YOU'LL UNDERSTAND. YOU'LL LEARN TO SEE THINGS DIFFERENTLY. IT*S FINE. I DON'T KNOW
WHAT YOU MEAN. I DIDN'T NOTICE ANYTHING WRONG. IT SEEMS FINE TO ME. I DON'T KNOW WEY YOU
SAY PHAT. I DON"T SEE ANY PROBLEM. 1I'M AMAZED THAT YOU SEE THINGS THAT WAY. I JUST DON'T
SEE IT THAT WAY AT ALL. IT WASN'T INTENTIONAL. I DON'T UNDERSTAND WHERE THIS IS COMING FROM.
JUST CALM DOWN: {TRY 'TO-GET 8 GRIP ON YOURSELF. THIS IS A COMPLETE SURPRISE TO ME. THE THOUGHT
NEVER CROSSED Y MIND. I REALLY DON'T KNOW WHAT TO MAKE OF THIS.| ISN'T THIS'A LITTLE BIT MUCH?
THAT"S A WEIRD WAY TO THINK ABOUT THINGS. I JUST CAN'T.-RELATE. WE.CERTAINLY DO HAVE DIFFERENT
FERSPECTIVES ON THING. YOU'RE MAKING TOO MUCH OF THIS. | NOTHING!S THE MATTE STOP | GETTING
EMOTIONAL. YOU'RE BLOWING THE WHOLE THING OUT OF PROPORTION.| EVERYTHING!S FINE. WHAT DO YOU
—MEAN? WHAT'S THE PROBLEWM? YOU'RE BEING FARANOID. YOU'RE OVERSENSITIVE.| YOU'RE READING TOO
MUCH |INTQ IT. STOP JUMPING TO CONCLUSIONS. IT DIDN'T OCCUR TO ME. YOU'RE OVERINTERPRETING THE
—DATA, I DON'T-THINK-IT HAS-ANYTHING-TO DO WITH THAT: IT WAS JUST A SIMPLE MISTAKE: —IT -DOESN'T?—
MEAN ANYTHING., YOU'RE SEEING TOO MUCH IN THIS. NOTHING'S GOING ON. |I CAN'T|IMAGINE WHAT MAKES
THAT. DON' T KNO4_WHAT YOU'RE TALKING. ABOUT. I HAVE NO IDEA WHAT |YOU'RE REFERRING |
10, LLY THINK YOU'RE OVERDOING IT.  YOU'RE JUST| TIRED. 'DON!T TAKE BVERYTHING SO SERIOUSLY.
IT'S NO BIG DEAL., YOU'RE JUST PROJECTING. YOU'RE OVERREACTING. |NOTHING HAPFENED. DID I NOTICE
WHAT? I DON'T SEE ANYTHING TO GET UPSET ABOUT, I DON'T SEE WHAT| YOUYRE GETTING AT. [I DON"T|
UNDERSTAND THE PROBLEM. WHAT'S THE MATTER? YOU'LL GET OVER IT. |DID SOMEONE DO SOMETHING
WRONG? _ WHA GOING ON? _WHAT'S THIS ABOUT? WHAT'S WRONG? —STOP MAKING-SUCH|A-BIG DEAL
ABOUT IT. I DON'T SEE ANYTHING WRONG WITH THAT. EVERYONE DOES THAT.| SO|/WHAT? BIG DEAL.
WHO CARES? NO, NOTHING LIKE THAT. JUST A MISUNDERSTANDING, THAT'S ALL. [MUCH ADO ABOUT
NOTHING, = I DON'T UNDERSTAND WHAT THIS IS Aj oli MYSTIFIED BY YOUR REACTION. | I DON'T GET
IT. [SO? | WHAT'S THE SIGNIFICANCE OF THAT?, £ AN INNOCENT SLIP-UP. | Gi i
-45--PERFECTLY NORMAL -BEHAVIOR. —I-SEE NO-Pj 3
THAT'S A VERY UNCHARITABLE INTERPRETATION ESSARY TO TALK ABOUT |THIS.
DON'T THINK IT HAS ANYTHING TO DO WITH ARE_YOU TALKING ABOUT?
SHEER SPECULATION. YOU'RE AWFULLY QUICK . |YOU CAN{T PROVE |THAT.
NEED TO HEAR THIS. HOW DO YOU KNOW? | T IMAGINING |THINGS. | THAT'S |JU
YOUR OPINION: NO, IT'S NOT THAT AT ALL. A 0[DO WITH[IT, ~THAT DOESN"T WEAN
ANYTHING . ., THAT'S A NATURAL REACTI v AN WHAT YOU THINK |IT MEANS.
THAT'S A SE VING-EXPLANATION., —WHY § ) - SEE-EVERYTHING IN- TERMSOF-YOUR
OWN PROBLENS. WHY IS THAT OBJECTIONABLEZ@EYO ¥ P PROBLEMS WHERE THERE ARE
NONE.' YOU'RE MAKING THINGS UP, I DON'T ENED. 1'M_NOT SAYING YOU'RE LYING,
I'M JUST SAYING YOUR FERCEPTIONS ARE DIST! i« [EaECESSARY TO SEE THINGS IN THAT
LIGHT., YOU'RE TOO UPSET TO THINK CLEAR p 1 T LATER. NO, NOT NOW, I'M BUSY.
SPOP-MAKING TROUBLE. YOU'RE SEEING >» - B THIS IS RIDICULOU& T DON*T
WANT TO TALK ABOUT IT. SO HOW ARE Y RE 20 DISCUSS THIS. WHAT'S SO
WRONG WITH THAT? . CHANGE THE SUBJEQ PRESS  THEMSELVES. | I'M NOT
GOING TO LISTEN TO THIS. YOU TAHM 3 QU MUST HAVE PERCEIVED THAT
INCORRECTLY. | I'M SURE YOU'RE MJ ) FEN QUITE THE WAY YOU
DESCRIBE IT. SURELY YOU"RE EXA NG TRRATIONAL .
MAKE ME BELIEVE THAT. THIS IS 3 J ARE YOU TRYING TO
RUIN.EVERYTHING? - STOP- INSISTIL 8 Aege WO o g YOU'RE-REALLY-OUT
ON A LINMB. YOU'RE WAY OUT OF DON*T PUSH IT. | YOU'RE
GOING TOO| FAR. GET OFF IT. ¥ UP. YOU'RE ASKING FOR
TROUBLE.  YOU*RE BEING INAPPRO] AR .« YOU'RE LEAVING YOURSELF
WIDE OPEN. YOU'RE CRUISIN' FO 3 ) IT. STUFF IT. | BAG IT.
FORGET IT+—DROP-IT+— I-WOULDN| i 4 YOU:—— YOU'RE -REALLY ASKING
FOR IT. DO YOU WANT TO GET IN YOU'RE STICKING YOUR NECK OUT.
_YOU'RE DIGGING YOUR OWN GRAVE. pU CAN“I‘ GET. AWAY NITH THIS.
)

RE_DEAD IMEAS Ha ' 4 ME_LIOR




DON' T AANT &l
think I don*t kno
hope I will sense it.
but want me_to know it.
try for neutrality, impersonality,
a blank screen ag st which any flicker of 1life is
my projectisn of medning, my Tear, my anger,
which| you are not responsible.
You want me to leave without beirg seen to mzke me leave,
u want me to choose to leave.

You will not break my
Twill-not—turn the o

place I'1l say what I want and you will hear me.
o o hell aie if you're lucky

Decide Who You Are #15: You Don’t Want Me Here. 1992
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I7T's FINE I DON'T KNOW WHAT YOU MEAN. I DIDN'T NOTICE ANYTHING WRONG. IT SEEMS FINE TO ME.
il WHY YOL A ON' T SEE ANY PROBLEM. . I'il AMAZED_THAT. YQU.SEE.THINGS THAT
4 ALL. IT WASN'T INTENTIONAL. I DON'T UNDERSTAND WHERE
TRY TO GET A GRIP ON YOURSELF. THIS I$ A COMPLETE
T ] SED WY MIND. T REALLY DON"T KNOW WHAT TO MAKE OF
ISN'T "‘FIS A LIN RD WAY TO THINK ABOUT THINGS. I JUST CAN'T
¥ N S+ YOU'RE MAKING T00-MUCH-OF
{ BLOWING THE WHOLE THING OUT OF
EROFORTION. ER . WHAT AN? WHAT'S PROBLEM? YOU'RE BEING
FARANOID. 'RE QVE NS . E DI IT. STOP JUMPING TO
Col CLUDIDN: T T . ERINTERE THE DATA I DON'T THINK IT HAS

WAS JU A SIMPLE
UCH IN THIS ? GOING ON.
WHAT YOUu* .. I HAVE NO IDEA WHAT YOU'RE.R
OVERDOING IT. YOU'RE JUST TIRED. DON'T TAKE EVERYTHING SO SERIQUSLY. IT'S NO BIG
YOU'RE JUST PROJECTING. YOU'RE OVERREACTING. A NOTHING HAPPENED., DID I NOTICE WHAT? 1
T SEE ANYTHING TO GET U . I DON"T SEE WHAT YOU'RE GETTING AT. I DON'T
FROBLEM WHAT'S THE MATTER? YOU'LL GET OVER IT. DID SOMEONE|DO SOMETHING
QING-O TS THIS ABOUT? - WHAT'S-WRONG?—STOP -MAKING-SUCHA-BIG-DEAL
T SEE ANYTHING WRONG WITH THAT. EVERYONE DOES THAT.| SO WHAT? BIG DEAL,
NO, NOTHING LIKE THAT, JUST A MISUNDERSTANDING, THAT'S ALL. |MUCH ADO ABOUT
I DON'T UNDERSTAND WHAT THIS IS ABOUT. I'M MYSTIFIED BY YOUR REACTION, | I DON'T GET
Pt WHAT'S THE SIGNIFICANCE OF THAT? IT WAS JUST AN INNOCENT SLIP-UP. |I REGARD THAT
AS PERFECTLY \NORMAL-BEHAVIOR, - I SEE NO PROBLEM WITH THAT. - YOU'RE THE ONE WITH THE PROBLEM.
THAT'S A VERY UNCHARITABLE INTERPRETATION. IT'S SO UNNECESSARY TO TALK ABOUT THIS, OH, I
DON'T THINK IT HAS ANYTHING TO DO WITH THAT, REALLY. WHAT ARE YOU TALKING ABOUT? THAT'S
ER SPECULATION. YOU'RE AWFULLY QUICK TO CAST ASPERSIONS. ' YOU CAN'T PROVE|THAT. I DON'T
TO HEAR THIS. HOW DO YOU KNOW?  THAT'S CRAZY. YOU'RE IMAGINING THINGS. THAT'S| JUST
YOUR-OPINION: —NO, IT*S NOT THAT AT ALL. ' THAT HAS NOTHING TO DO WITH IT. —THAT DOESN|T MEAN
ANYTHING. ELL, THAT'S A NATURAL REACTION. THAT DOESN'T MEAN WHAT YOU THINK IT MEANS.
THAT'S A SELF-SERVING EXPLANATION. WHY BRING THIS UP? _YOU SEE EVERYTHING IN. TERMS OF YOUR
OWN PROBLENMS. WHY IS THAT OBJECTIONABLE? YOU'RE COOKING UP PROBLEMS WHERE THERE ARE
NONE. YOU'RE MAKING THINGS UP. I DON'T BELIEVE THAT HAPPENED. I'M NOT SAYING YOU'RE LYING,
I'N JUST SAYIRG YOUR CEPTIONS ARE DISTORTED. IT'S NOT NECESSARY TO SEE THINGS IN THAT
IGHT. YOU'RE T00 UP TO THINK CLEARLY. WE'LL DISCUSS IT LATER. NO, NOT NOW, I'M|BUSY.
STOF -MAKING TROUBLE. -YOU'RE-SEEING THINGS THAT AREN'T THERE. THIS-IS-RIDICULOUS, I DON'T-
WANT TO TALK ABOUT IT. SO HOW ARE YOU OTHERWISE? I REFUSE TO DISCUSS THIS, |WHAT'S SO
WRONG WITH THAT? | CHANGE THE SUBJECT, PEOPLE HAVE A RIGHT TO EXPRESS, THEMSELVES. I'M NOT
GOING TO LISTEN TO THIS. YOU TAKE EVERYTHING TOO PERSONALLY. YOU MUST HAVE PERCEIVED THAT
INCORRECTLY. 1I'M SURE YQU'RE MISTAKEN. I'M SURE THAT DIDN'T HAPPEN QUITE THE WAY YOU
DESCRIBE 'IT: —SURELY YOU"RE EXAGGERATING JUST A LITTLE. YOU'RE BEING IRRATIONAL: YOU CAN'T
MAKE ME BELIEVE THAT. THIS IS SO UNNECESSARY. NOBODY WANTS TO HEAR THIS. ARE YOU TRYING TO
RUIN EVERYTHING? . STOP INSISTING ON THIS IF YOU KNOW WHAT'S GOOD FOR YQU..  YOU'RE REALLY QUT
ON A LINB. YOU'RE WAY OUT OF LINE. IT'S NOT YOUR PLACE TO SAY THAT. DON'T PUSH IT. YOU'RE
GOING TOQ FAR. GET OFF IT. YOU'RE SPEAKING OUT OF PLACE. LIGHTEN UP. YOU'RE ASKING FOR
TROUBLE: | YOU"RE 'BEING INAPFROPRIATE. NOBODY CARES WHAT YOU THINK. YOU'RE LEAVING YOURSELF
WIDE OPEN. YOU'RE CRUISIN' FOR A BRUISIN', PUT A LID ON IT. CAN IT, STUFF IT. BAG IT.
FORGET IT. DROP .IT.. I WOULDN'T PURSUE-THIS-ANY-FURTHER-IF-I WERE-YO! YOU'RE REALLY ASKING
FOR IT. DO YOU WANT TO GET IN TROUBLE? YOQU'RE GOING TO GET IT. YOU'RE STICKING YOUR K OUT.
YOU'RE DIGGING YOUR OWN GRAVE. A REAL GLUTTON FOR PUNISHMENT. YOU CAN'T GET AWAY WITH THIS.
YOU'RE DEAD MEAT. I HATE TO DO THIS. I'M REALLY SORRY THIS IS NECESSARY. THIS HURTS ME MORE
THAN IT HURTS YOU. I'M DOING THIS FOR YOUR OWN GOOD. YOU'LL APPRECIATE THIS LATER., I'M JUST
TRYING-TO-HELP-YOU. — SOMEDAY YOU'LL THANK ME FOR THIS. ~ACTUALLY I'M DOING YOU A FAVOR. IN —
TIME YOU'LL UI»D“R.)!‘AND YOU'LL LEARN TO SEE THINGS DIFFERENTLY. IT'S FINE. I DON'T KNOW
WHAT YOU MEAN. I 'T NOTICE AN‘{THI' WRO IT SEEMS FINE TO ME. I DON'T KNOW WHY YQU
SAY THAT. I DON'T & ANY PROB AMAZED THAT YOU SEE THINGS THAT WAY. I JUST DON'T
SEE IT THAT WAY AT ALL. IT WASN'T INTENTIONAL. I DON'T UNDERSTAND WHERE | THIS IS COMING FROM.
JUST CALM DOWN: 'TRY 'TO GET A GRIP ON YOURSELF. THIS IS & COMPLETE SURPRISE TO ME. THE THOUGHT
NEVER CROSSED 1Y MIND. I REALLY DON'T KNOW WHAT TO MAKE OF THIS. ISN‘T THIS 'A LITTLE BIT MUCH?
THAT"S A WEIRD WAY TQ THINK ABOUT THINGS. I JUST CAN'T RELATE.
FERSPECTIVES ON THINGS. YOU'RE MAKING TOO MUCH OF THIS.
{OTIONAL. YOU'RE BLOWING THE WHOLE THING OUT OF PROPO!
S THE PRI M7 YOU'RE BEING FARANOID. YOU® X
1 JCH INTO IT. STOP JUMPING TO CONCLUSIONS. IT DIDN'T OCCUR TO ME. YOU OVERINTERERETING THE
DATA~—I-DON"T-THINK IT HAS ANYTHING T0 DO WITH THAT. IT WAS JUST A SIMPLIE ISTA TP-DOESN'T
MEAN ANYTHING., YOU'RE SEEING TOO MUCH IN THIS. NOTHING'S GOING ON. |I CAN'T IMAGINE WHAT MAKES
YOU THINK THAT. I DON'T KNOW WHAT YOU'RE TALKING ABOUT. I HAVE NO IDEA WHAT YOU'RE REFERRING
T0. I REALLY THINK YOU' OVERDOING IT. | YOU'RE JUST TIRED. |DON!T TAKE EVERYTHING SO SERIOUSLY.
IT'S NO BIG DEAL. YOU'RE JUST PROJECTING. YOU'RE OVERREACTING. | 'NOTHING HAPFENED. DID I NOTICE |
WHAT? I DON'T SEE ANYTHING TO GET UPSET ABOUT. I DON'T SEE WHAT YOUYRE GETTING AT. T DON'T
UNDERSTAND THE PROBLEM. WHAT'S THE MATTER? YOU'LL GET OVER IT. |DID SOMEONE DO SOMETHING
v GOING ON?_ WHAT'S THIS ABOUT? —WHAT'S-WRONG? —STOP- MAKING-SUCH A-BIG DEAL
I DON'T SEE ANYTHING WRONG WITH THAT. EVERYONE DOES THAT. SO WHAT? BIG DEAL,
NO, NOTHING LIKE THAT. ERSTANDING THAT'S ALL, |MUCH ADQ ABQUT
% i MYSTIFIED BY YOUR REACTION, I DON'T GET
£ AN INNOCENT SLIP-UP. |I REGARD THAT
Aa PbRFECTL‘I NORMAL--BEHAVIOR. Y¥OU* RETHE—ONE-WIPH THE-PROBLEM«
THAT'S
DON'T THINK IT HAS ANYTHING TO DO, WITH T!
SHEER SPECULATION. YOU'RE AWFULLY QUICK YOU CAN'T PROVE |THA
NEED TO HEAR THIS. HOW DO YOU KNOW? 7 IMAGINING THINGS.
YOUR OPINION ' 0 DO WITH IT. THAT Df
ELL, THAT'S A NATURAL REACTI '
WHY
WHY IS THAT OBJ'ECTIONAB
YOU RE JsKIl‘vG THINGS UP.

.

PR
S
o

N THAT
ucm > NO, NOT NOw, I'M BUSY.
S/POF-MAKING TROUBLE:  YOU*RE SEEING : E THIS IS RIDICULOUS. I DON*T
WANT TO TALK ABOUT IT. SO HOW ARE YO ]

WRONG| WITH THAT? ' CHANGE THE SUBJEQ

GOING TO LISTEN TO THIS. YOU TAM

INCORRECTLY. | I'M SURE YOU'RE M

DESCRIBE IT.  SURELY YOU'RE EXA

WAKE ME BELIEVE THAT. THIS IS

RUIN EVERYTHING? - STOP-INSISTI e e ,

ON A LINB. YOU'RE WAY OUT OF & o A DON'T PUSH IT.

GOING TOO| FAR. GET OFF IT., ¥ . YOU'RE ASKING FOR

TROUBLE.  YOU'RE BEING INAPPRO YOU'RE LEAVING YOURSELF

WIDE OPEN. YOU'RE CRUISIN' FO e . o STUFF IT. BAG IT.

FORGET-IP+—DROP—IT+—I-WOULDN ity YOU*RE REALLY ASKING

FOR IT. DO YOU WANT TO GET IM YOU'RE STICKING YOUR NECK OUT.

‘{OU m: DIGGING YOUR_OWN GRAVE. ; bU_CAN'T GET AWAY WITH THIS.
g " AR TH HURTS ME J0R

o
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FHANTO« LIwBan

In-the places where my wings should be
there are only tight little knobs that ache constantly,
throbbing with particular heat when,

soaring aloft on a draft of possitility,

the intrusive thought of my person

brings me hurtling down,

picking up speed as I near the ground,

rolling me onto my back,

positioning me to be turned easily around.

Nevertheless I know they're there,
Sometimes they fan my face in sleep
or-shade me in conflagrations

or 1lift me away from local ware

for moments at a time,

It's their futile, frantic flapping in the void
that makes them hurt so much;
not enough sir to support them,
too much of it gtale,
the punzent dusty smell of too many dead fathers decomposed

resisting inhalation.

Decide Who You Are #21: Phantom Limbs. 1992
Screenprinted images and text on four sheets of paper, mounted on foam core

72 x 42in. (182.8 x 106.7 cm); 24 x 43 in. (61 x 109.2 cm); 15 x 13 in. (38.1 x 33 cm); and 72 x 42 in. (182.8 x 106.7 cm)
Collection Adrian Piper Research Archive Foundation Berlin
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ITS FINE. I D W WHAT Y . I DIDN'T NOTICE ANYTHING| WRONG. FINE TOQ ME,
I.DON'T KNCJ b ¢ i N'T SEE_ANY PROBLEM. . I'H AMAZED_THAT.YQU|SEE. THINGS THAT
T IT WASN'T INTE ONAL. I DON'T UNDERSTAND WHERE
A uRIP Olv YOURSELF., THIS IS A COMPLETE
NOW ¥ WAKE OF
I JUST CAN'T
'0C-MUGH OF
YCU RA, LOJJING T}E WHOLE THING OUT OF
THE PROBLEM? _YOU'RE BEING
ENS RE‘.ADING T00 \1U\4H INTO IT. STOP JUMPING TO
> IT DIDN'T QCCUR TO U'RE OVERINTERPRETING THE DATA. I DON'T THINK IT HAS
ANYPHIW‘ T0-DO-WITH THAT: — IT-WAS JUST A SIMPLE MISTAKE. IT DOESN'T MEANTANYTHING.— YOU'RE
SEEING TOO MUCH IN THIS. | NOTHING'S GOING ON. I CAN'T IMAGINE WHAT MAKES YOU THINK THAT, I
DON'T KNOW WHAT YOQU'RE TALKING ABOUT. HAVE NO_IDEA WHAT YOU'RE REFERRING TO. I REALLY
THINK YOU RE OVERDOING IT. YOU RE JU E DON'T TAKE EVERYTHING SO SERIOQUSLY. IT'S NO BIG
AL. YOQU'RE T1 0 NOTHING HAPPENED., DID I NOTICE WHAT?
WHAT YOU'RE GETTING AT, I DON'T
T OVER IT. DID SOMEONE DO SOMETHING
GOIN IJHA’I"b T"{Io A50UT° WHAT'S WRONG? STOP- MAKING -SUCH-A BIG-DEAL
I DON'T SEE ANYTHI) \RON WITH THAT. EVERYONE DOES THAT. SO WHAT? BIG DEAL,
WH ARE. NO, NOTHING LIKE JUST A ‘WI“UNDERSTANDING. THAT'S ALL. |MUCH ADQ ABOUT
NOTHING., I DON'T UNDERSTAND 'UHAT THIS IS ABOUT, I'M MYSTIFIED BY YOUR REACTION. T DON'T GET
IT S07 | WHAT THE SIGNIFICANCE OF THAT? IT WAS JUST AN INNOCENT SLIP-UP. |I REGARD THAT
PERFECTLY- NORMAL BEHAVIOR. —I SEE-NO PROBLEM WITH THAT. YOU'RE-THE-ONE WITH THE-PROBLEM.
THAT"S A VERY UNCHARITABLE INTERPRETATION., IT'S SO UNNECESSARY TO TALK ABOUT THIS. .
DON'T THINK IT HAS ANYTHING TO DO WITH THAT, REALLY. WHAT ARE YOU TALKING ABOUT? THAT'S
SHEER SPECULATION. YOU'RE AWFULLY QUICK TO CAST ASPERSIONS. ' YOU CAN!'T PROVE THAT. I DON'T
NEED TO HEAR THIS. HOW DO YOU KNOW? THAT'S CRAZY. YOU'RE IMAGINING THINGS. THAT'S JUST
YOUR-OPINION NO7 IT"S-NOT THAT AT ALL. ' THAT HAS NOTHING TO DO WITH IT. THAT DOESN'T MEAN
ANYTHING, WEL] THAT'S A NATURAL REACTION. THAT DOESN'T MEAN WHAT YOU THINK IT MEANS.
HAT®S A SELF-. VING EXPLANATION. WHY BRING THIS UP2? YOU SEE EVERYTHING IN TERMS OF YOUR
PROBLEMS. WHY IS THAT OBJECTIONABLE? YOU'RE COOKING UP PROBLEMS WHERE THERE ARE
NONE. YOQU'RE MAKING THINGS UP. I DON'T BELIEVE THAT HAPPENED. I'M NOT SAYING YOU'RE LYING,
I'M JUST SAYING YOUR FERCEFTIONS ARE DISTORTED. IT'S NOT NECESSARY TO SEE THINGS IN THAT
LIGHT. YOU'RE TOO UPSET TO THINK CLEARLY. WE'LL DISCUSS IT LATER. NO, NOT NOW, I'M| BUSY.
STOF MAKING-TROUBLE . YOU'RE- SEEING -THINGS-THAT -AREN'T-THERE. —THIS-I8-RIDICULOUS, -I.DON'T
WANT TO TALK ABOUT IT. SO HOW ARE YOU OTHERWISE? I REFUSE TO DISCUSS THIS. |WHAT'S SO
WRONG WITH THAT? | CHANGE THE SUBJECT. PEOPLE HAVE A RIGHT TO| EXPRESS THEMSELVES. I'M NOT
GOING TO LISTEN T0 THIS. YOU TAKE EVERYTHING TOO PERSONALLY. YOU MUST HAVE PERCEIVED THAT
INCORRECTLY. I'M SURE YOU'RE MISTAKEN, 1I'M SURE THAT DIDN'T HAPPEN QUITE THE WAY YOU
DESCRIBE-IT+ SURELY 'YOU'RE EXAGGERATING JUST A LITTLE. YOU'RE BEING IRRATIONAL: YOU CAN'T
MAKE ME BELIEVE THAT. THIS IS SO UNNECESSARY. NOBODY WANTS TO HEAR THIS. YOU TRYING TO
RUIN EVERYTHING? STOP INSISTING ON THIS IF YOU KNOW WHAT'S GOOD FOR YOQU. YOU'RE REALLY QUT
ON A LINB, YOU'RE WAY OUT OF LINE. IT'S NOT YOUR PLACE TO SAY THAT. DON'T PUSH IT. YOU'RE
GOING TOO FAR. GET OFF IT. YOU'RE SPEAKING OUT OF PLACE. LIGHTEN UP. YOU'RE ASKING FOR
TROUBLE: YOU'RE NG INAPFROPRIATE. NOBODY CARES WHAT YOU THINK., YOU'RE LEAVING YOURSELF
WIDE OPEN. YOU'RE CRUISIN' FOR A BRUISIN'., PUT A LID ON IT. CAN IT, STUFF IT.| BAG IT,
FORGET IT. DROP IT. I WOULDN'T PURSUE THIS -ANY FURTHER IF I WERE YOU. - YOU'RE REALLY ASKING|_
FOR IT. (DO YOU WANT TO GET IN TROUBLE? YOU'RE GOING TO GET IT.  YOU'RE STICKING YOUR NECK OUT.
YOU'RE DIGGING YOUR OWN GRAVE. A REAL GLUTTON FOR PUNISHMENT. YOU CAN'T GET AWAY WITH THIS.
YOU'RE DEAD MEAT. 1 HATE TO DO THIS. I'M REALLY SORRY THIS IS NECESSARY. THIS HURTS ME MORE
THAN IT HURTS YOU. I'M DOING THIS FOR YOUR OWN GOOD. YOU'LL APPRECIATE THIS LATER. I'M_JUST
PRYING-TQ-HELPYOU . -SOMEDAY YOU'LL THANK ME FOR THIS: ~ACTUALLY I'M-DOING YOU-A-FAVOR. —IN
TIME YOU'LL UNDERSTAND. YOU'LL LEARN T0 SEE THINGS DIFFERENTLY. IT'S FINE. I DON'T KNOW
WHAT YOU WEAN. I DIDN'T NOTICE ANYTHING WRONG, IT S FINE TO ME. I DOK'T KNOW WHY YOU
SAY THAT. 1 DON' T ANY PROBLEM. 1I'M AMAZED THAT YOU SEE THINGS THAT WAY. I JUST DON'T
IT THAT WAY AT ALL. IT WASN'T INTENTIONAL. I DON'T UNDERSTAND WHERE THIS IS COMING FROM!
JUST CAL-DOWN< GET A GRIP ON YOURSELF., THIS IS A COMPLETE SURPRISE TO ME. THE THOUGHT —
NEVER CROSSED M « I REALLY DON'T KNOW WHAT TO MAKE OF THIS. ISN'T THIS|A LITTLE BIT MUCH?
THAT'S A WEIRD ] .1 JUST CAN'T RELATE. E.CERTAINLY .DO HAVE .DIFFERENT
FERSPECTIVES ON THINGS. YOU'RE MAKING TOO MUCH OF THIS. | NOTHING!'S THE MATTER. STOP GETTING
EMOTIONAL. YOU'RE BLOWING THE WHOLE THING OUT OF PROPORTION EVERYTHING'S FINE. WHAT DQ YOU
MEAN? WHAT'S THE PROBLEW? YOU'RE EEING PARANOID. YOU'RE OVE SITIVE, | YOU'RE [READING OO |
MUCH |INTOQ IT., STOP JUMPING TO CONCLUSIONS. 1IT DIDN'T OCGUR TO + YOU'RE OVERINTERERETING THE
DATA y—1-DON'T-THINK I -HAS ANYTHINGTO DO WITH THAT: IT WAS JUST A SIMPLE MISTAKE.—IT -DOESN'T
MEAN ANYTHING. YOU'RE SEEING TOO MUCH IN THIS. NOTHING'S GOING ON. |I CAN'T IMAGINE WHAT MAKES
YOU THINK THAT. I DON'T KNOW WHAT YOU'RE' TALKING ABOUT. HAVE NO IDEA WHAT YOQU'RE REFERRING
TO. |I REALLY ’“‘(I‘\'ﬁ\ YOU'RE OVERDOING IT. YOU'RE JUST TIRED. <DON!T TAKE EVERYTHING SQ SERIOUSLY.
YOU'RE JUST PROJECTING. YOU'RE OVERREACTING.  NOTHING HAPP"'NED DID I NOTICE
AWTHING TO GET UPSET ABOUT. I DON'T SEE WHAT YOUYRE GETTING AT. ‘I DON*TT 7
« WHAT'S THE MATTER? YOU'LL GET OVER IT. DID SOMEONE DO SOMETHING
WHAT'S GOING. ON WHAT'S THIS ABOUT? - WHAT'S WRONG? —STOP. MAKING SUCH-A BIG DEAL
T J I DON'T SEE ANYTHING WRONG WITH THAT. EVERYON: DOES THAT SO (WHAT?
WHO CARES? NO, NOTHING LIKE THAT, JUST A MI D
NOTHING. | I DO
IT. S0? | WHAT'S THE SIGNIFICAM
AS PERFECTLY NORMAL BEHAVIOR.

DON'T THINK IT HAS ANYTHING TO DO WITH

SHEER SPECULATION. YOU'RE AWFULLY QUICK
NEED TO HEAR THIS. HOW DO YOU KNOW? | TF
YOUR OPINION.” NO, IT'S NOT THAT AT ALL.
ANYTHING. WE THAT'S Al NATURAL REACTI

G . NO, NOT Now, I'M BUSY.
STOP MAKING TROUBLE , 1 g THIS IS RIDICULOUS. T DON'T
WANT TO TALK ABOUT IT. 0 DISCUSS THIS. WHAT'S SO
WRONG! WITH THAT? CHANGE THE SUBJEQ
GOING TO LIb'l‘EN TO THIS.

MAKE ME BELIEVE THAT. 3
RUIN EVERYTHING? - STOP -INSISTI v 3 QU' RE-REALLY OUT
ON A LIMB YOU'RE WAY OUT OF A ON' T PUSH IT. | YOU'RE
GOING I‘OO FAR. 4 b { YOU'RE ASKING FOR
TROUELE. YOU'RE LEAVING YOURSELF
WIDE OPEN, E s R IT., STUPP IT. | BAG IT.
FORGED 17+ £ks ! P YOU:—YOU"RE-REALLY -ASKING
FOR IT. DO YOU WANT TO GET IM YOU'RE STICKING YOUR NECK OUT.
YGU'RE DIGGING YOUR DWN GRAVE. & PU_CAN'T GET AWAY, WITH THIS.

0 4 AR 4 HUBTC M A
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Black Box/White Box. 1992

Video installation. Video (color, sound), 00:30:00, with two constructed wood environments,
monitor, four photographs, light box, audio, chairs, tables, tissue boxes, and trash baskets
Dimensions variable

Installation view in Adrian Piper: seit 1965, Generali Foundation, Vienna, May 17-August 18, 2002
Generali Foundation Collection—Permanent Loan to the Museum der Moderne Salzburg



269

Details: black box and white box interiors
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Ashes to Ashes. 1995
Enlarged black-and-white photograph, two enlarged color photographs, and text

*

Ashes to Ashes

Theirs was a marriage of passion rather than convenience. He
was her first date, and first and only husband. They both started
smoking in their teens. "Everyone did it," they said later. "It was
about being young and independent, and daring." They threw
parties, went dancing, were invited out, and accepted tributes to
their beauty from their friends. She stopped smoking in her fifties,
after watching her boss, a debonair three-packs-a-day man, die
horribly from brain cancer. But still she became more and more
tired and breathless, more and more quickly. Finally she was
diagnosed with emphysema. Her doctor warned him that he had
to stop smoking too, or the smoke would kill her. He tried to stop.
He couldn't. It hurt his pride. He said he could if he wanted to, but
he didn't want to. And besides, he said, it wasn't the smoke that
was damaging her lungs, it was the smog from the city. Whenever
he lit a cigarette, she would leave the room. He smoked almost
constantly, so she learned to live in distant rooms. She thought he
loved his cigarettes more than he cared about her. He kept trying
to stop. He tried candy, cinnamon sticks, toothpicks, cold turkey.
Nothing worked. He couldn't control it. He felt ashamed. He grew
withdrawn. She felt unloved, neglected, alone. She grew
resigned. Then he had a stroke and fell down in the street. He
was scared enough by that to stop for four months. After he
started up again, he never again would discuss his smoking and
never again tried to stop. But she had seen that he couldn't stop;
that he'd tried and tried, but couldn't stop, just couldn't, not to save
her life, not to save their marriage, not even to save himself. And
so she forgave him. By that time she was so short of breath that
she could no longer walk up the hill to the supermarket to buy
groceries. So she let him do that, and post the mail, and run her
errands. He was grateful that she let him do it and she was glad
he wanted to do it. Once again he was her hero. They were
happy. When the cancer first began to stipple his face and throat
he refused to notice it. Only after their daughter began to carry out
her threat to hound him and nag him and dog his footsteps until
he agreed to see a doctor did he finally relent. The cancer quickly
ate away his pharynx, throat and mouth. He got smaller and
thinner and sadder and quieter as the huge, raging growths on his
neck got bigger and redder. After he died she said, "You cannot
imagine how it feels to watch someone you have physically loved
waste away in pain to nothing." Her grief was inconsolable.
Because her breath was so short - she said it felt as though she'd
taken a very deep breath in but couldn't exhale - there was very
little she could do. But because she refused to give up, everything
had to be arranged: one friend to bring her mail upstairs from the
mailbox, another to take it down; the newspaper to be delivered,
not to the impossibly distant front door downstairs, but to her
apartment; a reliable neighbor's son to deliver her groceries; a
friend to bring her snacks; another to run her errands and feed the
cat; a cleaning lady to keep the dust and grime at bay; her
daughter to manage the bills, and, later, her wellbeing. After
awhile there was too much to arrange and she was too exhausted
to do any of it, or withstand the incursions of those who were
trained to help. She wanted to go, prayed for it to be over. Near
the very end, when she had no breath left even to move or speak,
she would look at his picture lovingly, and smile with anticipation.

© Adrian Piper 1995

48 x 30in. (121.9 x 76.2 cm); 48 x 24 in. (121.9 x 61 cm); 18 x 30 in. (45.7 x 76.2 cm); and 24 x 30 in. (61 x 76.2 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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The Color Wheel Series. 2000

Digital file for print reproduction

Dimensions variable

Collection Adrian Piper Research Archive Foundation Berlin
Detail: The Color Wheel Series, First Adhyasa: Annomayakosha #33
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Detail: The Color Wheel Series, First Adhyasa: Annomayakosha #29
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You/Stop/Watch: A Shiva Japan. 2002

Documentation of the performance. Video (color, sound), 00:42:26
Collection Adrian Piper Research Archive Foundation Berlin
Detail: video still at 00:29:04
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Shiva Dances with the Art Institute of Chicago. 2004

Documentation of the participatory performance-lecture. Video (color, sound), 01:43:18
Collection Adrian Piper Research Archive Foundation Berlin

Detail: video still at 00:51:54
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Everything #2.3.2003

Photograph photocopied on graph paper and sanded with sandpaper, with printed text
8% x 11in. (21.6 x 27.9 cm)

Private collection
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Everything #2.5. 2003

Photograph photocopied on graph paper and sanded with sandpaper, with printed text
11x 8% in. (27.9 x 21.6 cm)

Private collection
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Everything #2.7. 2003

Photograph photocopied on graph paper and sanded with sandpaper, with printed text
8% x11in. (21.6 x 27.9 cm)

Private collection
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Everything #2.8. 2003

Photograph photocopied on graph paper and sanded with sandpaper, with printed text
8%2x11in. (21.6 x 27.9 cm)

Private collection
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Everything #2.9.2003

Photograph photocopied on graph paper and sanded with sandpaper, with printed text

11 x8%in. (27.9 x 21.6 cm)

Private collection. Courtesy Flow Advisory
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Everything #2.10. 2003

Photograph photocopied on graph paper and sanded with sandpaper, with printed text
11 x 8%2in. (27.9 x 21.6 cm)
Rothier Faria Collection
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Everything #2.12a. 2003

Photograph photocopied on paper and sanded with sandpaper, with printed text
8% x 11in. (21.6 x 27.9 cm)

Collection J-E Van Praet
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Bverything will

Everything #2.13. 2003

Photograph photocopied on graph paper and sanded with sandpaper, with printed text
8%z x 11in. (21.6 x 27.9 cm)

Collection Lonti Ebers, New York



Everything #2.14. 2003

Photograph photocopied on vellum over inkjet print, with printed text, combined in plastic sleeve
8%2x11in. (27.9 x 21.6 cm)

Private collection
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lverything
will be
taken
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ay Everyth
will be

Everything #2.15. 2003

Photograph photocopied on graph paper and sanded with sandpaper, with printed text

8%2 x 11in. (27.9 x 21.6 cm)

Collection Lonti Elbers, New York
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Everything #3.2003

Sandwich-board performance

Performance view in Sandwiched, organized and performed by Jacob Fabricius,
with Public Art Fund and The Wrong Gallery, New York, September 24, 2003
Collection Adrian Piper Research Archive Foundation Berlin
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TAKEN

AWAY

Everything #4.2004

Engraved mirror, gold leaf, and wood frame

Edition: 2 of 8

13x10in. (33 x 25.4 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Everything #5.1. 2004

Engraved Plexiglas and gold leaf, inserted into wall

48 x 24 in. (121.9 x 61cm)

Installation view in The Wall in Our Heads: American Artists and the Berlin Wall,
Goethe Institute, Washington, D.C., October 25-December 15, 2014

Collection Adrian Piper Research Archive Foundation Berlin
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Everything #10. 2007

Participatory group performance

Performance view in Six Actions for New York City, commissioned and organized
by Creative Time, New York, May 2007, with participant Gavin Kroeber
Collection Adrian Piper Research Archive Foundation Berlin
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enslavement
; = -
Everything gain iberation
TimME_| will Dbe
gaker $@@ [ ———————
.. loss enslavement
liberation

Everything #17.2. 2007

Extensive-form decision tree wallpaper. Vinyl wall print
Dimensions variable

Collection Adrian Piper Research Archive Foundation Berlin
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liberation loss

enslavement gain

liberation loss

gain enslavement gain
loss / liberation loss
gain enslavement gain
loss liberation loss
loss liberation loss
gain \ enslavement \ gain
loss liberation loss
enslavement gain

liberation loss

enslavement gain

liberation loss

e 7
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Everything #19.1. 2008

White vinyl text on wall with 10% gray paint

Dimensions variable

Collection Adrian Piper Research Archive Foundation Berlin
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Everything #19.2. 2007

Video (black and white, silent), 00:04:45

Collection Adrian Piper Research Archive Foundation Berlin
Detail: video still at 00:00:14



The Spurious Life-Death Distinction (Part Il of The Pac-Man Trilogy). 2006

Unite (Part | of The Pac-Man Trilogy). 2005

Two animated videos (color, silent), 00:45:00 and 00:09:22

Installation view in Adrian Piper: Everything, Elizabeth Dee Gallery, New York, March 1-April 19, 2008
Collection Adrian Piper Research Archive Foundation Berlin

Bait-and-Switch (Part Ill of The Pac-Man Trilogy). 2008
Animated video (color, silent), 00:04:48

Collection Adrian Piper Research Archive Foundation Berlin
Detail: video still at 00:00:44
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Everything #21.2010-13

Chalk on four vintage blackboards in lacquered wood frames, each covered with the handwritten sentence
“Everything will be taken away” and mounted on the wall at eye-level

Each 47% in. x 8 ft. 2%s in. (120 x 250 cm)

Rennie Collection, Vancouver

Detail: two of four
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WEEKLY EXPENSE REPORT

(ATTACH RECEIPTS IF POSSIBLE)

TO FROM

FRI. SAT.

FOR WEEK

ENDING

HOTEL
MOTEL

[»

| BREAKFAST

13 | ENTERTAINMENT

TOTALS
MILEAGE RECORD

END OF TRIP REMARKS:

{_LESE - START . . e — —

MILES PER TRIP

] HEREBY CERTIFY THAT THE ABOVE EXPENDITURES REPRESENT CASH SPENT FOR LEGITIMATE COMPANY BUSINESS ONLY AND

INCLUDES NO ITEMS OF A PERSONAL NATURE.
siGNED k%ﬂ% _ ,

A\ REPAYMENT RECAP AMOUNT APPROVAL CASHIERS MEMO |

ADVANCE RECEIVED

REIMBURSED
i G N R = S CHECK NO.

TOTAL

EXPENSE FOR WEEK

' OVER _OR_SHORT DATE AMOUNT )

TOPS FORM 124] LITHO IN U.S, A

Vanishing Point #2.2009

Pencil and ballpoint pen on expense report sanded with sandpaper
11 x 8%2in. (27.9 x 21.6 cm)

Annette Gentz and Pascal Decker Collection
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i

NAME OF FIRM OR INDIV

S ADDRESS

s AT THI

LAl

ADDRESS

291

FOLD

———

B Cheok habair incorporated within the pasg‘l 2 months

PHONE

ZiP

BANK ADDRESS

7 iF ADDRESS

NAME(S) OF PRINCIPAL(S)

B

5

¥

OWNERSHIP

ite in the space

ooy

payment in consideration of extended cre:

" BUSINESS NAME

Wi certify that all the information on this

LITHOINUSA

ATTENTION: Type or rubber stamp ;yourg‘niprint over faint ruled lines in the “TO" Section.

3236

gz

Zipmn

-

Pencil on credit application sanded with sandpaper
Collection Adrian Piper Research Archive Foundation Berlin

Vanishing Point #3. 2009
11 x 8%z in. (27.9 x 21.6 cm)



238

APPLICATION FOR EMPLOYMENT

(PRE-EMPLOYMENT QUESTIONNAIRE)

Name [Last Name First] Mu@m e

Address

/ , A &2
What kind of work are you applying for? _Vynd st t\ ook ¥4

What special qualifications do you have?

What office machines can you operate?

Are you 18 years or older? Yes

Date

(AN EQUAL OPPORTUNITY EMPLOYER)

2ppA

Soc. Sec. Mo. -

Telenr.co: _ .

No

SPECIAL PURPOSE GUEETIG.

ND

ATED BY NATIQNAL SECURITY ./

EDAREA Uil

ATING THAT THE INFC!

i

o
i ur)

i ¢
Auds s

. - AS CHECKED A BOX
%7 'AED FOR A BONA FIDE

e

=zD#D FOR OTHER LEGALLY

OweeHt_1es. LicmizeNoFus YES _ NO__
\
£ X
MILIT E RECORD \\
7 ; S
Armed Forces Service Yes No Vi ; From* X To"
et Branch.of Secvice [ .Duties, : a -
R:?‘g at time of discharge Sye

Yes” ___ No . Please descili—

*The Age Discrimii
than 70 years of age

NAME AND ADDRESS OF COMPvAlrJY

*NO.OF [ § *
[ f DID YOU

SCHOOL AT\_(TEEII\“FBSED CiTy =| GRADUATE?

GRAMMAR | =

HIGH ——]
COLLEGE

= = e

OTHER e

the basis of age with respect to individuals who are at least 40 but less

———— = S ——
DATE - _ ;
o LISYOUR DUTIES REASON FOR LEAVING

e Sage s

ALARY

BUSINESS REFERENCES

NAME

ADDRESS

OCCUPATION

This'forr.n has been designed to ;trictly comply with State and Federal fair employment practice laws prohibiting employment discrimination. This
Application for Employment Form is sold for general use throughout the United States. TOPS assumes no responsibility for the inclusion in said form of
any questions which, when asked by the Employer of the Job Applicant, may violate State and/or Federal Law.

TOPS © Form 3286 (Revised)

Vanishing Point #4.2009

Pencil, colored pencil, and ballpoint pen on employment application sanded with sandpaper

11 x 8% in. (27.9 x 21.6 cm)
Collection Adrian Piper Research Archive Foundation Berlin

Litho in USA.



Vanishing Point #5.2009

Ballpoint pen and pencil on employment application sanded with sandpaper
11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Adrian Moves to Berlin. 2007

Documentation of the street performance. Video (color, sound), 01:02:42
Video by Robert Del Principe

Collection Adrian Piper Research Archive Foundation Berlin

Detail: video still at 00:38:09
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Dear Friends,

For my 84th birthday, I have decided to change my racial and nationality
designations. Henceforth, my new racial designation will be neither black nor
white but rather 8.25% grey, honoring my 1/16th African heritage. And my new
nationality designation will be not African American but rather Anglo-German
fmerican, reflecting my preponderantly English and German ancestry. Please
join me in celebrating this eXciting new adventure in pointless administrative
precision and futile institutional control!

012

20 September 2

Thwarted Projects, Dashed Hopes, A Moment of Embarrassment. 2012

Digital file
Dimensions variable

Collection Adrian Piper Research Archive Foundation Berlin
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t it was like to be

Imagine [Trayvon Martin]. 2013

Photolithograph

10%6 x 10% in. (26.5 x 27.3 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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Howdy #6 [Second Series]. 2015

Ceiling-mounted light projection, closed and locked door, and darkened hallway
Projection 36 x 36 in. (91.4 x 91.4 cm)

Installation view in The Present in Drag, 9th Berlin Biennale, June 4-September 18, 2016
Collection Adrian Piper Research Archive Foundation Berlin
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Never Forget. 2016

Wall print

31x33in.(78.7 x 83.8 cm)

Collection Adrian Piper Research Archive Foundation Berlin
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1948

Adrian Margaret Smith Piper born September 20 in Washington
Heights, only child of Daniel Robert Piper and Olive Xavier
Smith Piper.

Olive Xavier Smith Piper, Adrian Margaret
Smith Piper, and Daniel Robert Piper at Adrian’s
christening, 1949

1951
Maternal grandmother Margaret Ann Norris Smith, a

former high school teacher, who lives with family, teaches
Piper to draw.

1952

Piper enters Riverside Church Nursery and Sunday
School. Hears Nikolai Rimsky-Korsakov’s Scheherazade.

1953

Piper writes and illustrates own stories. Spends summer at
Camp Good News, on Cape Cod, Massachusetts.

1954
Piper enters first grade at New Lincoln School, in Manhattan,
on a scholarship. Spends summer (and every summer

thereafter through 1962) at Camp Bass Lake Farm, in Altmar,
New York. Learns to swim. Takes violin lessons.

1955

Piper sees first film: The Court Jester, with Danny Kaye.

1956

Piper begins ballet and piano lessons, takes tennis lessons
from father. Reads Rudyard Kipling’s Jungle Books, Herman
Wouk’s Marjorie Morningstar, complete Mary Poppins series
(repeatedly), Albert Payson Terhune’s Lad series. Watches
Lassie, The Sandy Becker Show, Perry Mason, The Perry Como
Show on television. Discovers MAD Magazine.

Adrian Piper
Portrait Artist with Customers. 1956

1957

Piper takes art classes at The Museum of Modern Art (MoMA)
after school. Reads Lewis Carroll, becomes Alice in Wonderland
(through 1979). Listens to Igor Stravinsky’s Les Noces. Fourth-
grade teacher Mrs. Catherine Moore brings Piper up to speed
in math.

1958

Piper’s fifth-grade teacher, Miss Modiano, asks parents if
Piper is aware that she is colored. Piper gets sick a lot. Listens
to The FBI in Peace and War, Suspense, Amos 'n’ Andy, Burns
and Allen, The Shadow, Our Gal Sunday, Ma Perkins, One Man’s
Family, Helen Trent on radio. Sees The Horror of Dracula and
wears garlic around neck for rest of summer. Gets pleure-
dema. Gives away superb comic book collection. Takes riding
lessons at Van Cortlandt Park.

1959

Piper receives art lessons from paternal grandmother
Beatrix Downs Piper McCleary, a former grammar school
teacher. Discovers Booth Tarkington, Laura Ingalls Wilder.
Piper sells her complete Nancy Drew series for a pittance.
Gets The Diary of Anne Frank from parents for birthday.
Gets a journal from parents for Christmas.
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1960

Piper begins journals with the new year.

1961

Piper abandons piano lessons after paralyzing stage fright
before planned participation in Town Hall recital. Sells superb
collection of 45 rpm rock-music records, rediscovers Johann
Sebastian Bach. Piper works as assistant arts-and-crafts coun-
selor at Camp Bass Lake Farm (through 1962). Does india ink
gouache illustrations of Hans Christian Andersen’s “What the
Moon Saw.” Reads Charles Dickens, Mark Twain. Sees Arthur
Miller’s The Misfits. Ceases riding lessons and never gets on a
horse again.

1962

Piper joins local high school Student Nonviolent Coordinating
Committee (SNCC). Family moves from Washington Heights to
Riverside Drive, leaving bachelor maternal uncle Martin Smith,
who also lived with family, in Washington Heights apartment,
where he becomes a recluse. Maternal grandmother Margaret
Ann Norris Smith dies. Piper joins Puerto Rican gang. Teaches
herself to play guitar. Bikes weekly to Greenwich Village for
Sunday breakfast at Cafe Figaro. Participates in life-drawing
groups at various locations in Manhattan. Listens to Johnny
Pacheco, Charlie Palmieri, Celia Cruz. Sees Alain Resnais’s
Last Year at Marienbad for the first of many hundreds of times,
Greta Garbo’s complete oeuvre.

1963

Abandons ballet and modern-dance lessons. Takes jazz-dance
lessons. Starts painting and drawing classes at the Art Students
League after school and during summers and weekends. Starts
part-time freelance fashion modeling (through 1965). Piper
attends the March on Washington. Reads Ralph Ellison,
Richard Wright, Franz Kafka. Listens to Bob Dylan, Joan Baez,
Pete Seeger, and the Weavers.

1964

Hangs out at Steve Paul’s The Scene; encounters Edie Sedgwick.
Piper reads Sigmund Freud, Edmund Wilson, Herman Melville.
Works through Russian phase (Leo Tolstoy, Nikolai Gogol, Anton
Chekhov, Fyodor Dostoyevsky, all in Constance Garnett transla-
tions), German phase (Hermann Hesse, Thomas Mann, Heinrich
Béll, Bertolt Brecht, Robert Musil, Glinter Grass), French phase
(Jean-Paul Sartre, Albert Camus, Honoré de Balzac, Emile Zola,
Stendhal, Marcel Proust, Guy de Maupassant, André Gide,
Théophile Gautier), Scandinavian phase (Par Lagerkvist, Knut
Hamsun, August Strindberg, Sigrid Undset, Ingmar Bergman,
Victor Sjéstrom). Multiple viewings of Bergman trilogy (Through
a Glass Darkly, Winter Light, The Silence).

1965

Piper reads Beat writers (Allen Ginsberg, Jack Kerouac, William
S. Burroughs), discovers yoga, does psychedelic drawings and
paintings, writes poetry. Reads Ginsberg’s “Howl,” takes LSD,
leaves home, works as a discotheque dancer at Ginza and

Entre Nous nightclubs, is picked up by police and sent to juve-
nile court, pleads guilty to being a wayward minor, is sent to
Bellevue for observation. Resumes artwork, finishes high school
course work, meets Phillip Zohn, resumes painting classes at
the Art Students League. Reads the Upanishads, the Bhagavad-
Gita. Sees Fritz Lang’s Metropolis. Discovers Busby Berkeley.

Café Figaro, on the corner of Macdougal and Bleecker Streets, Greenwich Village,
New York, 1965

1966

Piper graduates from New Lincoln School. Enters School

of Visual Arts (SVA). Studies yoga at Swami Satchidananda’s
Integral Yoga Institute on West End Avenue (through 1971).
Goes to New York art galleries, subscribes to Art News and
Artforum, attends films by Andy Warhol, the Kuchar brothers;
Happenings by Robert Rauschenberg, Simone Forti Whitman,
and Marcel Duchamp at SVA. Reads Johann Wolfgang von
Goethe, Theodore Dreiser, Kenneth Patchen.

Dancers onstage at Ginza nightclub, New York, April 1, 1966
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1967

Piper begins summer philosophy courses at the City College
of New York (CCNY). Meets Rosemary Mayer and Vito
Acconci. Stops attending classes at SVA. Reads Alain Robbe-
Grillet, Samuel Beckett, Gertrude Stein, Jorge Luis Borges,
Nathalie Sarraute, Raymond Queneau, Marguerite Duras,
Michel Butor, Robert Pinget, Ludwig Wittgenstein; listens to
Arnold Schoenberg, Anton Webern, Pierre Boulez, Karlheinz
Stockhausen, John Cage, LaMonte Young, Terry Riley,

Steve Reich. Attends Charles Ludlam’s Ridiculous Theatrical
Company production Conquest of the Universe or When
Queens Collide. Sees Sol LeWitt’s 46 Three-Part Variations on
3 Different Kinds of Cubes at Dwan Gallery. Begins to carve
up objects spatiotemporally into infinite series, progressions,
and variations. Goes on Robert Bresson binge: Balthazar,
Mouchette, The Diary of a Country Priest, The Trial of Joan of Arc,
Pickpocket. Sees Delmer Daves’s Dark Passage.

1968

Piper Meets LeWitt. Attends Yvonne Rainer’s dance concert
The Mind Is a Muscle three days in a row. Attends lectures
by Borges at SVA and the 92nd Street Y. Awarded First Prize
in Drawing and Honorable Mention in Sculpture at SVA
Annual Student Exhibition. Sells sports magazines on the
telephone. Moves to loft on Hester Street. Listens to Bach’s
orchestral works. Hospitalized with dysentery and colitis;
becomes a lactovegetarian. Produces Parallel Grid Proposal
for Dugway Proving Grounds Headquarters and Concrete
Space-Time-Infinity pieces. Performs Meat into Meat in first
incarnation as Five Unrelated Time Pieces. Meets Hans
Haacke. Takes a crack at James Joyce, gives up. Attends
multiple viewings of Daniele Huillet and Jean-Marie Straub’s
The Chronicle of Anna Magdalena Bach.

Adrian Piper in loft at East Twenty-sixth Street and
Lexington Avenue, 1968

1969

Piper’s Conceptual art works published in Acconci’s magazine
0 TO 9. Works as receptionist and administrative assistant in
Seth Siegelaub’s January Show gallery. Three Untitled Projects
mail-art exhibition is published by 0 TO 9 Press. Shows
conceptual work in group shows at Dwan, Paula Cooper
Gallery, Stiadtisches Museum Leverkusen, Kunsthalle Bern,
etc. Graduates from SVA with associate in arts degree in

fine arts. Reads Immanuel Kant’s Critique of Pure Reason.
Models for Raphael Soyer (through 1971). Executes wall draw-
ings for LeWitt. Types Ad Reinhardt manuscript for Lucy
Lippard. Works as bookkeeper for Cameo Personnel Agency.

1970

Piper performs Catalysis works. Conducts a series of juice
fasts. Begins CCNY full-time with plans to major in philosophy,
musicology, physics, and history; eventually settles for a

major in philosophy and minor in Medieval and Renaissance
musicology. Clerk in CCNY music library (through 1971). Listens
to Johannes Ockeghem. Exhibits Context #7 in Information,

at MoMA. Withdraws Hypothesis work from Conceptual Art

and Conceptual Aspects, at New York Cultural Center, in protest
against Richard Nixon’s invasion of Cambodia and Kent State
and Jackson State massacres. Joins Art Workers’ Coalition.
Attends open rehearsals held by Steve Reich and Philip Glass.

19N

Piper hears about cancellation of Haacke’s Guggenheim show.
Fasts, isolates self, does yoga while writing paper on Kant.
Produces Food for the Spirit private loft performance. Starts
women'’s consciousness-raising group with Mayer, Donna
Dennis, Randa Haines, Grace Murphy, Jane Weiss, others.
Works as receptionist, clerk, and switchboard operator at
Animal Medical Center (through 1974). Reads Georges Simenon,
listens to Giovanni Pierluigi da Palestrina.

1972

Piper starts Mythic Being/Village Voice performance series.
Holds music-listening evenings for small group of philosophy
classmates. Reads Henry James. Followed home from CCNY
by Diotima the cat, who settles in.

19713

Piper researches and writes musicology thesis on Ockeghem’s
Missa Prolationem and philosophy honors thesis on deception
and self-deception.
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1974

Piper graduates from CCNY summa cum laude, Phi Beta

Kappa, etc. Receives Frederick W. Sperling Award for Excellence
in Philosophy. Awarded Phi Beta Kappa Medal for Best

Honors Thesis in the Social Sciences. Awarded Danforth and
Ford Foundation graduate fellowships. Moves to Cambridge,
Massachusetts. Begins doctoral program in philosophy at
Harvard University. Reads George Eliot, Jane Austen, listens

to Claudio Monteverdi.

1975

Piper performs later Mythic Being streetworks in Cambridge
and Some Reflective Surfaces at Whitney Museum. Produces
Mythic Being posters. Listens to funk, Mario Davidowsky,
Josquin des Prés. Reads Anthony Trollope.

1976

Piper completes course work at Harvard. Works as teaching
assistant for John Rawls and Ronald Dworkin. Reads Richard
Brautigan.

19711

Piper awarded Harvard Sheldon Traveling Fellowship to spend
academic year in Berlin and Heidelberg working on Kant and
Georg Wilhelm Friedrich Hegel. Passport and belongings stolen
in the Musée d’Art moderne while constructing Art for the
Artworld Surface Pattern for the Paris Biennale. In Heidelberg,
participates in student resistance to Altstadt Studentenheim
Sanierung; studies and writes all day, drinks beer all evening,
goes dancing most of the night. Reads Peter Handke, Karl
Philipp Moritz. Rediscovers 1960s and '70s rock, also Nina
Hagen, lan Dury.

1978

Piper returns to United States. Premieres Aspects of the
Liberal Dilemma at Artists Space, in New York. First philosophy
article published: “Utility, Publicity, and Manipulation.”
Listens to Crosby, Stills, Nash & Young, discovers The Mary
Tyler Moore Show.

1979

Piper flies from Cambridge to Paris for four days to see Paris-
Moscow, 1900-1930 at Centre Pompidou. Awarded her first full
Visual Artists’ Fellowship by National Endowment for the

Arts (NEA). Moves to Ann Arbor, Michigan, begins tenure-track
assistant professorship in philosophy at the University of
Michigan. Completes Three Political Self-Portraits.

The exhibition Paris-Moscow, 1900-1930, Centre Georges Pompidou, Paris,
May 31-November 5, 1979

1980

Piper premieres Four Intruders Plus Alarm Systems and
It’s Just Art in Art of Conscience: The Last Decade at Wright
State University, Dayton. Listens to Patti Smith, The Police,
Talking Heads.

1981

Piper completes doctoral dissertation, “A New Model of
Rationality,” with John Rawls. Buys house. Piper’s maternal
Uncle Martin dies. Piper gets really, really sick with “the

yuppie disease” (an undiagnosed chronic fatigue syndrome-like
illness). Performs It’s Just Art at AND/OR, in Seattle, where
amember of the audience asks Piper why she is up on stage
shaking her booty. Hears Ornette Coleman perform live. Reads
Russell Hoban’s Riddley Walker. Sees Steve Martin’s Pennies
from Heaven.

1982

Piper awarded senior status NEA Visual Artists’ Fellowship.
Also awarded two-year Mellon Postdoctoral Fellowship to

do research in philosophy at Stanford University. Gets married.
Travels to Jamaica on honeymoon, meets mother’s family

in Kingston, Portland, and Port Antonio. Moves to Menlo Park,
California. Begins work on manuscript of Rationality and

the Structure of the Self. Listens to Charlie Barnett, Artie Shaw,
Woody Herman, Steely Dan, Heinrich Schiitz, Guillaume

de Machaut.

1983

Piper premieres Funk Lessons at Nova Scotia College of

Art and Design. Best friend Phillip Zohn dies of AIDS-related
encephalitis. Piper begins design of poster Think About It,
commemorating 1963 March on Washington. Reads Toni



31/ ADRIANPIPER

Morrison. Goes dancing regularly and hears live funk bands
from Oakland and Los Angeles at Orphan Annie’s, in

Foster City, California. Watches Entertainment Tonight. Sees
Brainstorm, The Hunger.

1984

Piper visits William “Bootsy” Collins’s manager, views
Parliament-Funkadelic live-performance videotapes.
Reluctantly returns to the University of Michigan. Reads Joyce
Carol Oates. Listens to Dieterich Buxtehude. Sees Taxi zum Klo.

1985

Piper’s father dies of cancer of the pharynx, shunned by his
sister Beatrix Hamburg and her family during his illness

and death. Piper swims daily; views every episode of Dynasty
made up to that point. Denied tenure at the University of
Michigan. Begins continuing self-collection piece What Will
Become of Me. Premieres A Tale of Avarice and Poverty at New
Museum of Contemporary Art, New York.

1986

Piper’s philosophy article “Two Conceptions of the Self”
voted one of the ten best papers of 1985 by editors of
Philosophical Studies. Prepares My Calling (Card) #1 and #2.
Begins Vanilla Nightmares drawings on newspaper. Reads
Anita Brookner. Moves to Washington, D.C. Separates

from husband. Begins permanent position at Georgetown
University Philosophy Department. Listens to Bach cantatas.

1987

Piper celebrates Diotima the cat’s fifteenth birthday and year
with Piper. Attends inaugural meeting of Women of African
Descent in the Visual Arts (WADVA). Gets divorce. Starts teach-
ing Nietzsche in introductory ethics course. Completes Think
About It. At Jane Farver’s request, writes up first installment of
Personal Chronology for catalogue of twenty-year retrospective,
Adrian Piper: Reflections, 1967-1987, which opens at The
Alternative Museum, New York, and travels around the country
(through 1991). Meets members of a “white” branch of the Piper
family at opening of retrospective in Atlanta. Awarded National
Endowment of the Humanities (NEH) Summer Stipend to
complete Kant chapter of Rationality and the Structure of the Self.

1988

Piper joins stable of John Weber Gallery. Completes video
installations Cornered and The Big Four-Oh. Injures knees,
rereads journals. Accepts tenured associate professorship
in philosophy at the University of California at San Diego.
Awarded Woodrow Wilson International Center for Scholars

Fellowship in Washington, D.C., to work on Rationality and
the Structure of the Self.

Adrian Piper
Think About It. 1987
Mock-up for billboard design

1989

Piper awarded Guggenheim Fellowship in Fine Arts. Produces
Ur-Mutter series. Premieres Cornered at John Weber.

1990

Diotima the cat dies of brain hemorrhage. Piper produces
Pretend series. Accepts tenured full professorship in philoso-
phy at Wellesley College and moves from Washington, D.C.,

to Wellesley, Massachusetts. Publishes “Higher-Order
Discrimination.” Piper’s 1975 performance Some Reflective
Surfaces appears on cover of Art in America. Exhibits new work
at John Weber, Exit Art, and Whitney Museum Film and
Video Gallery. Awarded grant from Awards in the Visual Arts
Program. Dubbed the artist of the fall season in New York

by Michael Brenson in the New York Times. Rationality and the
Structure of the Self becomes two books.

1991

Piper publishes “Impartiality, Compassion, and Modal
Imagination,” in Ethics. Exhibits What It’s Like, What It Is #1 at
Washington Project for the Arts; What It’s Like, What It Is #2

at the Hirshhorn Museum and Sculpture Garden; and What It’s
Like, What It Is #3 at MoMA. Twenty-year retrospective travels
in England and Germany. Art-world rehabilitation continues.
Publishes “Passing for White, Passing for Black.” Collapses
twice from physical exhaustion, ends spring semester on medi-
cal leave. Curtails speaking and writing commitments.
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September 1990 $4.75

Adrian Piper

Greuze At

The Met

Black Artists & The
Art Establishmenti
Peter Hujar

Odd Nerdrum

Some Reflective Surfaces (1975), on the cover of
Art in America, September 1990

1992

Piper produces Decide Who You Are series for exhibition

at John Weber, Paula Cooper, and New York University’s Grey
Art Gallery. Delivers philosophy paper “Xenophobia and
Kantian Rationalism” and art lecture “Xenophobia and the
Indexical Present” at daylong NYU conference “What Does the
Critique of Pure Reason Have to Do with the Pure Critique of
Racism? A Look at the Work of Adrian Piper.” Withdraws from
Documenta. Collapses from physical exhaustion at end of
spring and fall semesters. Wins Wellesley College Faculty
Vacation Prize, spends it at Kripalu Yoga Center. Publishes
“Two Kinds of Discrimination,” in Yale Journal of Criticism.
Rationality and the Structure of the Self becomes three books.
Listens to Hildegard von Bingen. Discovers Star Trek, Star
Trek: The Next Generation, and Star Trek: Deep Space Nine.

1993

Piper exhibits Hypothesis series at Paula Cooper. Moves to
Cape Cod to take care of mother during her terminal decline
from emphysema, while continuing to teach at Wellesley

and lecture on art and philosophy. Collapses from physical
exhaustion at end of spring and fall semesters. Further curtails
speaking engagements.

1994

Piper collapses from physical exhaustion at end of spring and
fall semesters. Mother dies from emphysema.

1995

Piper conducts two-week residency at the Kunstakademie
Miinchen entirely in German. Begins two-year process of
managing mother’s estate. Discovers mother’s journals.
Collapses from physical exhaustion, ends spring semester

on medical leave. Awarded Skowhegan Medal for Sculpture/
Installation. Withdraws early Conceptual work from 1965-1975:
Reconsidering the Object of Art, at Museum of Contemporary
Art, Los Angeles (MOCA), upon discovering Philip Morris
sponsorship. Ashes to Ashes produced, offered as a substitute
to and declined by MOCA. Begins teaching the Upanishads

in introductory ethics course. Collapses from physical exhaus-
tion at end of fall semester. Starts studying Iyengar yoga with
Arthur Kilmurray.

1996

Piper collapses from physical exhaustion at end of spring and
fall semesters. Delivers Inaugural lan Burn Memorial Lecture
at Monash University, Melbourne, and Museum of Contem-
porary Art, Sydney. Exhibits Ashes to Ashes at John Weber.

Out of Order, Out of Sight, vol. 1, Selected Writings in Meta-Art,
1968-1992, and vol. 2, Selected Writings in Art Criticism,
1967-1992, published by MIT Press. Reads “the Johns” (Barth,
Cheever, Updike) and Faust by Mann, Goethe, and Christopher
Marlowe. Listens to The Anonymous Four a capella group.

1997

Piper publishes “Kant on the Objectivity of the Moral Law.”
Diagnosed with ankylosing spondylitis. Intensifies yoga practice
to three-plus hours daily, becomes a vegan. Doesn’t collapse
from physical exhaustion at end of spring semester. Leaves John
Weber to go solo while continuing nonexclusive relationship
with Paula Cooper. Exhibits at Galleria Emi Fontana, Milan,
and Thomas Erben Gallery, New York. Reads John Banville.
Discovers Gavin Bryars, Stefan Wolpe, Discantus. Receives
NEH Research Fellowship. Elected Distinguished Scholar at the
Getty Research Institute. Celebrates forty-ninth birthday at
Richard Freeman’s Ashtanga yoga workshop. Embarks on two-
year sabbatical from Wellesley and postpones production of
new artwork to finish all three volumes of Rationality and the
Structure of the Self. Spends last seven months of 1997 disposing
of paperwork backlog from 1993.

1998

Piper takes first trip to India for “Frameworks for Art” con-
ference, Mohile Parikh Centre for the Visual Arts, Mumbai;
delivers talk “What the Indexical Present Really Is.” Discovers
M. S. Subbulakshmi, Pandit Jasraj, L. Subramaniam. Who Are
You? Selected Works by Adrian Piper opens at Davis Museum
of Wellesley College. Continues disposition of Wellesley
committee paperwork backlog. Writes “Racism at Wellesley:
Causes and Containment” for circulation exclusively within
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college community, where it receives sponsorship from all fac-
ulty antiracism committees. Ginger the cat chooses Cape Cod
house inherited from Piper’s mother as birthing place for
kittens. Piper decides to move permanently to Cape Cod and
keep surviving kittens Kali and Clive. Takes Don Peccerill’s
advanced Iyengar class. Under duress, becomes own contractor
on large studio/library/art-storage addition to house. Under
duress, spends summer learning the construction industry
(land surveys, deeds, permits, plans, stock lists, demolition,
backfilling, excavation, foundations, forms, footing, floors,
insulation, framing, roofing, siding, heating, plumbing, sheet-
rocking, plastering, painting, electrical wiring, landscaping,
etc.). Moves to Los Angeles for Getty scholarship residency.

At Getty, embarks on rewriting ten- to fifteen-year-old “com-
pleted” portions of first volume of Rationality and the Structure
of the Self. Presents new material from first volume: “The
Problem of Moral Motivation” and “The Enterprise of Socratic
Metaethics.” Attends Yoga Journal conference, takes workshops
with Richard Freeman, David Swenson, Patricia Walden,
David Life, Erich Schiffmann, John Friend. Makes serious com-
mitment to Ashtanga yoga; studies with Chuck Miller at Yoga
Works. Attends kirtan, joins Yoga Works’ Yoga Sutras study
group, attends weekly lectures at the Vedanta Society. Breaks
the bank at the Vedanta Bookstore. Creates new course for
Wellesley, “Vedanta Ethics and Epistemology.” Takes first baby
steps into Sanskrit. Rationality and the Structure of the Self
morphs back into two books plus Kant’s Metaethics.

1999

Piper almost finishes rewriting first volume of Rationality

and the Structure of the Self. Presents new material from Kant’s
Metaethics: “Kant’s Two Standpoints on Action.” Learns

Gayatri mantra, Maha Mrtunjaya mantra, Ashtanga mantra
invocation, Saraswati Ma bhajan. Shows Mythic Being series

at Thomas Erben. Writes “The Meaning of Brahmacharya.”
Studies Ashtanga yoga with Tim Miller. Begins second series.
Injures quadratus lumborum. Attends Paul Cabanis’s

advanced Iyengar class once a week, workshops with Freeman,
Schiffmann, Gary Kraftsow, Patricia Walden. Applies for

Person of Indian Origin expatriate card citing Hindu maternal
great-grandmother. Joins two more Yoga Sutras study groups
hosted by Christopher Chapple and Cabanis, respectively.
Creates new seminar for Wellesley, “The Philosophy of Yoga.”
MEDI(t)ATIONS retrospective of time-based medium work
opens at Museum of Contemporary Art, Chicago. Returns to full-
time teaching at Wellesley, becomes faculty chair of Wellesley’s
Black Task Force, teaches new Guyer/Wood translation of Kant’s
Critique of Pure Reason. Attends Walden’s Level IV and Aspiring
Teachers classes. Adrian Piper: A Retrospective, 1965-2000 opens
at Fine Arts Gallery, University of Maryland, Baltimore.

2000

Piper teaches “Vedanta Ethics and Epistemology” course for
first time. Secures permanent existence of Wellesley’s Black
Task Force through college legislation. Attends Internationalen

Kant-Kongress in Berlin and International Conference on
Science and Consciousness in New Mexico. Sends “Personal
Report: Fall 1990-Spring 2000” to Wellesley president, who
refuses to discuss it. Home burglarized twice in two weeks.
Spends summer doing paperwork and fighting with security-
alarm company. Sues Wellesley College for fraud, breach of
contract, loss of reputation, discrimination, harassment, and
retaliation. Rushed to hospital with ruptured appendicitis

one week after warning department chair of impending phys-
ical collapse. Undergoes emergency appendectomy. Develops
peritonitis, intestinal adhesions. Undergoes lysis of adhesions.
Released from hospital after one month. House vandalized.
Goes on medical leave for rest of fall semester. Completes

The Color Wheel Series, First Adhyasa: Annomayakosha #2-24 in
time for exhibition at Paula Cooper. Concurrently exhibits
related works at Thomas Erben and both retrospectives
conjointly at New Museum of Contemporary Art. Gradually
resumes yoga practice with a few elementary asanas. Completes
design for Prayer Wheel. Begins preparing to leave United States
in wake of “election” of George W. Bush to U.S. presidency.

Adrian Piper’s home on Cape Cod, 2000

2001

Piper begins working with yoga therapist. Pace of recupera-
tion retarded and complicated by postoperative intensification
of ankylosing spondylitis symptoms. Medical leave extended
through spring 2002 semester. Completes Prayer Wheel 1.1

for The Andy Warhol Museum, Pittsburgh. Slowly resumes
redrafting of Rationality and the Structure of the Self. Revises
“The Concept of a Genuine Preference” from second vol-

ume, begins revisions to “The Utility Maximizing Model of
Rationality” from first volume. Completes Das Gebetsrad
Quadriert: Ein Radiostiick for Documenta 11, and Color Wheel
Series page project for Art Journal. The College cuts off health
and dental insurance retroactive to July 1, 2001, then reinstates
it; supplies false information to MetLife, resulting in denial

of disability benefits. American Association of University
Professors (AAUP) refuses to investigate. Boston Association
of Black Journalists informs Piper of decision not to report on
lawsuit. Piper tries and fails to establish Adrian Piper Research
Archive (APRA) in will.
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2002

The College again cuts off health and dental benefits and again
reinstates them. Piper reads Joe R. Feagin’s Racist America:
Roots, Current Realities, and Future Reparations. Delivers
“Recognition and Responsibility” to Boston University Institute
on Race and Social Division. Reads Ben H. Bagdikian’s The
Media Monopoly. Produces and mails postal artwork PRESS
BLACK-OUT. Expands “Recognition and Responsibility” into

a book manuscript. Piper’s long-term disability benefits appeal
denied. Piper produces soundwork Shiva DANCES, for God’s
Sake. College’s Black Task Force votes to refuse comment for
Vanessa Jones’s “Fallen Star” article published in Boston Globe.
Piper’s traveling European retrospective, Adrian Piper since
1965, opens at Generali Foundation, Vienna. Lawsuit against
Wellesley College dismissed on statute of limitations technicali-

ties. Fourteen prints from The Color Wheel Series, First Adhyasa:

Annomayakosha exhibited at Documenta 11. Social Security
disability benefits appeal denied. Liver biopsy reveals “signif-
icant liver damage, scarring, and chronic inflammation of
unknown origin.” Succeeds in establishing APRA. Piper shoots
You/Stop/Watch video for installation. Sues Wellesley College
a second time through Massachusetts Commission against
Discrimination (MCAD) for retaliation against first lawsuit.
Delivers “Documente aus den Staaten” at Museum Ludwig,
Cologne. Finishes two of four volumes of Rationality and the
Structure of the Self. The College reduces salary by twenty-five
percent due to medical limitations on teaching. AAUP again
refuses to investigate.

2003

Piper notifies Wellesley of receipt of Internationales
Forschungszentrum Kulturwissenschaften (IFK) Fellowship.
The College cancels spring semester metaethics course sev-
enteen days before registration. Piper is forced to decline

IFK invitation on medical grounds due to The College’s refusal
to pay benefits during fellowship period; Piper amends
MCAD lawsuit to include additional charges. Finishes third
volume of Rationality and the Structure of the Self. Condenses
three volumes into two and spins off fourth volume into
separate project, Kant’s Metaethics. Delivers Funk Lessons
Lessons at Art Institute of Chicago; “Now What? Passing
beyond Passing” at University of Illinois, Urbana/Champaign;
“Talking Pictures” at Museu d’Art Contemporani Barcelona
(MACBA); and “Vergangenheitsverarbeitung and the Pursuit of
Happiness: Regarding the Other in Germany and the U.S.” at
Einstein-Forum, Berlin. Retrospective Adrian Piper since 1965
opens at MACBA. Piper preemptively withdraws “Vedanta
Ethics and Epistemology” course, creates and publicizes
midlevel “Philosophy of Yoga” course for Wellesley’s spring
2004 semester.

2004

Piper teaches “Philosophy of Yoga” course. Blocks Philosophy
Department’s second attempt to cancel annual Kant seminar.

Finishes The Color Wheel Series with video, Shiva Dances

with the Art Institute of Chicago. Dean of The College discon-
tinues medical disability accommodations against doctors’
warnings, effective spring 2005. House vandalized. Piper begins
purchase of apartment building in Berlin-Mitte. Philosophy
Department accidentally drops description of new Rawls

and Jirgen Habermas course, repeatedly, from 2005 course
catalogue. Piper’s second liver biopsy reveals persisting
cryptogenic portal stage 2 fibrosis. Piper discovers Bhangra
hip-hop. Shunned by Philosophy Department junior colleague;
department and Committee on Faculty Appointments decline

to reprimand her. Piper teaches “Kant’s Metaethics” semi-

nar. Summarily relieved of committee responsibilities and
involvement in promotion and hiring decisions by Philosophy
Department. Develops chronic pleurisy. Again amends

MCAD lawsuit to include additional charges. Attends London
and Berlin premieres of Shiva Dances with the Art Institute

of Chicago and gives talks: “Political Art and the Paradigm

of Innovation,” at Tate Modern and Humboldt University’s art
history department, and “Passing Beyond Passing,” at Haus

der Kulturen der Welt, Berlin. At urging of European friends
sees Lars von Trier’s Dogville; gets it. Invited to accept Research
Fellowship at Wissenschaftskolleg zu Berlin/Institute for
Advanced Study for academic year 2005-06. Produces and
gives talk on soundwork Construct Madrid at Residencia de
Estudiantes, Madrid, for citywide 2005 exhibition Itinerarios del
sonido. Attends second opening of group show Funky Lessons,
BAWAG P.S.K. Contemporary Vienna.

2005

Piper ensures ability to continue teaching without disability
accommodations by correctly forecasting and scheduling
periodic physical collapses into spring 2005 syllabus, totaling
amonth of absence from classes (out of a three-month long
semester). Nevertheless falls asleep at wheel on highway twice,
has minor accident once, narrowly avoids major accident

once. Repeatedly gets flat tires on return leg of Wellesley-Cape
Cod commute. Refuses Dean of The College’s pressure to forfeit
fall 2006 paid sabbatical. The College rejects application

for paid sabbatical for fall 2005-spring 2006, rejects appeal,
rejects Wissenschaftskolleg’s offer of junior faculty teaching
compensation, attempts to force application for unpaid leave of
absence. Piper refuses to apply for unpaid leave of absence.
Files internal formal grievance against College President and
Dean for multiple violations of Wellesley’s bylaws and impair-
ments of college’s interests. President and Dean both refuse

to respond. Grievance Committee forbids speaking directly to
its members, denies request for hearing, denies request to
question President and Dean, denies request that President be
recused as final court of appeal, denies request for additional
time to submit evidence, dismisses grievance. AAUP again
refuses to investigate. Scholars at Risk refuses to investigate.
Philosophy colleague warns Piper not even to approach rele-
vant APA committees. Piper again amends MCAD lawsuit to
include additional charges. Piper regretfully declines invitation
fellowship at Wissenschaftskolleg. Spends four-day retreat at
Sarada Convent, in Hollywood Hills. College requests conflict
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resolution. Piper proposes resolution. Sells house on Cape Cod.
Sells car. Sells personal effects.

Piper moves to East Berlin apartment with Ginger and
Kali. Piper becomes first (and, as of this date, only known)
recipient of German residency permit under new Auslander-
recht (Foreigners law) Par. 71.3. AufenthG: Ausnahmefille
(Exceptional cases). Chronic pleurisy disappears. Ankylosing
spondylitis symptoms disappear. Liver fibrosis disappears.
The College rejects conflict-resolution proposal, refuses to
propose alternative. Piper rejects Wellesley’s offer of “impar-
tial” mediation in which both her lawyer and the mediator
are paid by The College. Dean of The College cancels salary,
health insurance, dental insurance, and pension contributions
in second week of fall semester. Piper begins final revisions
of Rationality and the Structure of the Self. Completes purchase
of apartment building in Berlin-Mitte. Begins visiting pro-
fessorship at Danish Royal Academy of Art’s School of Walls
and Space.

2006

Dean of The College threatens to deduct health insurance pre-
miums from future salary payments. President of The College
resigns effective June 2007. The College’s Affirmative Action
Officer resigns effective June 2006. Philosophy Department goes
into administrative receivership under supervision of Associate
Dean of The College. Dean of The College charges $9,000

worth of health insurance premiums retroactively to July 2005,
demands immediate payment. Piper finishes Rationality and
the Structure of the Self. Finishes Unite. Begins final revisions
on Kant’s Metaethics: First Critique Foundations of His Theory
of Action. Reads Adolf Hitler's Mein Kampf. Reads Muhammad
Yunus’s Banker to the Poor. Attends sixth Gesellschaft fiir ana-
lytische Philosophie at Freie Universitat Berlin. Notifies MCAD
of decision not to return to continuing hostile environment

at Wellesley. MCAD “resends” notification of September 2005
dismissal of charges. Requests Substantial Weight Review

of case by U.S. Employment Equal Opportunity Commission
(EEOC). Delivers keynote address “Criticizing the Critics”

at Frieze Art Fair, London. On U.S. lecture tour, delivers
“Passing Beyond Passing,” “The Ideal of Agent Integrity,” and
“Why Shiva Dances,” in Austin, Santa Fe, Minneapolis, and
Bloomington, discovers name on U.S. Transportation Security
Administration’s Suspicious Travelers Watch List. Returns

to Berlin, notifies Wellesley College of Watch List and requests
indefinite leave of absence. The College denies request, threat-
ens termination of employment as tenured full professor.

2007

EEOC upholds MCAD'’s dismissal of charges. Piper goes on
retreat at Ramakrishna Mission, Belur Math, India, tours
Kolkata, West Bengal, and Orissa with Royal Danish Academy
of Art students. Medical tests confirm regenerated liver,
remission of AS symptoms. Piper performs Adrian Moves to
Berlin at Berlin Alexanderplatz. Sol LeWitt dies. Delivers Marie
Jahoda Guest Professorship Lectures “Das Ideal der Integritét

des Akteurs” and “Dokumente aus den Staaten” at Ruhr-
Universitdat Bochum. Does video interview with Lynn Lukkas for
Telling Time Projects. Executes wall drawing Hi Sol for Irrational
Thoughts, a tribute exhibition to Sol LeWitt at Cairn Gallery,
Pittenweem, Fife, Scotland. The College offers Piper choice of
either taking early retirement and “releasing and discharging
Wellesley College and all those connected with it from any and
all rights and claims that [she] may have had in the past, now
have or might now have as of this date in connection with [her]
employment at the College,” or else being fired from tenured
full professorship. Piper refuses to return to U.S. while on
Suspicious Travelers Watch List, refuses early retirement offer,
refuses to resign position. AAUP again refuses to investigate.
Piper finds The Barbie Doll Drawings (1967) in archive.

Finishes The Spurious Life-Death Distinction. Obtains German
private health and long-term care insurance. Delivers keynote
address “‘On Wearing Three Hats’ ein Jahrzehnt spéter” at
Neue Gesellschaft fiir bildende Kunst, Berlin, in symposium
“Multitasking: Synchronitéat als kulturelle Praxis.” Posts time-
based medium clips on website.

Piper touring West Bengal and Orissa, India, with students from the Royal Danish
Academy of Art, 2007

2008

The College’s new president recommends termination of
Piper’s tenured full professorship to board of trustees. Piper
opens solo exhibition Everything at Elizabeth Dee Gallery,
New York, in absentia. Scans close to one thousand family
photos from family archive. Cambridge University Press
formally accepts both Rationality and the Structure of the Self,
vol. 1, The Humean Conception and also Rationality and the
Structure of the Self, vol. 2, A Kantian Conception for publica-
tion. Piper goes on several retreats at Vedanta-Gesellschaft,
Bindeweide. The College’s board of trustees terminates Piper’s
tenured full professorship in philosophy. AAUP again refuses
to investigate. Cambridge University Press reneges on written
agreement to demand no further cuts to Rationality and the
Structure of the Self. Piper refuses to sign contract and instead
publishes both volumes gratis at APRA website. The North
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American Kant Society quarterly newsletter announces both
volumes of the project in its online publication. Piper adver-
tises it in Proceedings of the American Philosophical Association,
The Journal of Philosophy, Philosophical Review, Mind, Ethics,
Political Theory, European Journal of Philosophy, Economics

and Philosophy, and the Philosophy in Europe e-List. United
Kingdom Kant Society (UKKS) announces it at website. Piper
delivers “Zwei Ideale rationaler Motivation” at Leibniz-
Universitat Hannover. Does visiting residency at Paul Klee
Sommerakademie, Bern. Attends Kant-Gesellschaft conference
on Transcendental Illusion in Frankfurt and UKKS confer-
ence on Space and Time at the University of Sussex. Produces
Everything #19.3: New York Times Portrait of Megan Williams

for Farimani magazine. Goes OUT TO LUNCH for entire month
of September, begins memoir, makes it to sixtieth birthday,
goes dancing at ACUD club to celebrate. Ginger dies of kidney
failure. Posts “Decision-Theoretic Legitimacy for Market
Regulation” on Philosophy in Europe e-List, deals with fallout.
Delivers “Conceptual Art and Intellectual Intuition” at Finnish
Academy of Fine Arts, Helsinki. Completes full draft of memoir
Escape to Berlin: A Detour off the American Way.

2009

Piper successfully renews passport. Interview by Dawn Chan
about Rationality and the Structure of the Self appears at
Artforum website. Posts “Academic Rankings” on Philosophy

in Europe e-List, deals with fallout. Delivers “Kant’s
Transcendental Analysis of Action” at British Society for the
History of Philosophy’s annual conference “Transcendental
Philosophy: Its History and Nature” at Manchester Metropolitan
University. Does follow-up interview with Lukkas for Telling
Time Projects. Attends decision-theory and logic workshops

at London School of Economics, HEC Lausanne, and University
of Groningen, the Netherlands. Exhibits artwork at Elizabeth
Dee, Emi Fontana, and Galerie Christian Nagel booths at

Art Basel. Premieres installation Everything #5.2 (2004) at IN
TRANSIT, Haus der Kulturen der Welt, Berlin. Chairs session
at annual UKKS conference on Morality and Society, Lancaster
University; attends Kant-Gesellschaft conference on Regulative
Ideas in Frankfurt. Begins Vanishing Point drawing-and-
installation series. Discovers Paolo Conte. Reads Alexis de
Toqueville. Finishes Bait-and-Switch, exhibits complete Pac-
Man Trilogy (2005-09) at Berlin Akademie der Kiinste ABC

Art Contemporary and eleven Drawings about Paper, Writings
about Words (1967) in Materialien exhibition at Miinzsalon,
Berlin. Rereads Hermann Hesse’s Magister Ludi (Das Glas-
perlenspiel). First and only critical notice of Rationality and the
Structure of the Self appears in Artforum’s Best Books section

in December. Launches APRA Foundation Berlin. Within three
hours of posting Foundation page at website, receives phone
call and e-mail messages from The College requesting meeting
in Berlin.

2010

Piper reorganizes archive. Presents APRA Foundation Berlin
at Berliner Senatskanzlei Empfang fiir Neustifter. Robert

Del Principe does video interview about Rationality and the
Structure of the Self. Piper discovers ostdeutsche Schaferhund.
Delivers “Practical Action: First Critique Foundations” at
International Kant Congress 2010, in Pisa. Announces release
of Rationality and the Structure of the Self as two single-file
PDF documents. Taken to visit Dresden by neighbor. Chairs
session at annual UKKS Conference, Oxford. Publishes “Style
and the Paradox of Minimalism” in Artforum. Applies for and
is granted permanent residency permit in Germany. Exhibits
historical work at Elizabeth Dee and new work Everything #21
at Cairn Gallery. Delivers “Kant’s Self-Legislation Procedure
Reconsidered” at Keele University, U.K.

201

Piper receives another e-mail message from The College,

now requesting web access to “documented lawsuit” against
The College and “Personal Report.” Delivers “Kant’s Self-
Legislation Procedure Reconsidered” to King's College London
Philosophy Department. Announces first APRA Foundation
Berlin Multi-Disciplinary Fellow. Yoga poses Ardha Baddha
Padma Paschimottanasana (left side), Marichyasana D, Baddha
Konasana, Baddha Padmasana, Urdhva Padmasana, Pindasana,
self-invented Herniasana are taken away by torn left medial
meniscus, then gradually restored, on loan from Shiva.
Develops peer-review web-publication application that recon-
ciles antiplagiarism policy with blind submission/double-blind
review procedure, conceives and launches Berlin Journal of
Philosophy, announces both on Philosophy in Europe e-list, and
offers web application to other philosophy journals. None
accept it. Sued by disgruntled former director of APRA. Delivers
“Kant’s Two Replies to Hobbes” to first plenary session of
UKKS Annual Conference. Piper discovers that entire Archive
staff has been working at APRA under false pretenses with
fraudulent contracts, endangering its legal and financial stand-
ing; all resign. Advised that this form of work fraud is usual and
protected under German law. Closes Archive. Title of Professor
Emeritus conferred by American Philosophical Association.
Posts “Contracts & Contempt” at website. Hearing in right ear
taken away then gradually restored, on loan from Shiva.

2012

Second APRA Foundation Berlin Multi-Disciplinary Fellow
rejects funding and cancels awarded project. Piper reads
Stellungnahme zu dem Beschlul§ des Landesgerichts Berlin aloud
at second lawsuit hearing; judge agrees not to apply statutes
protecting work fraud. Wins College Art Association 2012 Artist
Award for a Distinguished Body of Work, for having “since

the late 1960s . . . profoundly influenced the language and

form of Conceptual art.” Establishes APRA Foundation Berlin
Graduate Student Teaching Scholarship in Philosophy at

Keele University. Resolves to stop doing Kapotasana, Mukta
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Hasta Shirshasana to protect neck vertebrae. Confronts
habituation to Kapotasana, Mukta Hasta Shirshana, inabil-
ity to stop doing them absentmindedly. Delivers series of
three lectures “The Connection between Truth and Goodness:
Explorations in Kant’s Metaethics” to Zentrum fiir Kunst und
Medientechnologie, Karlsruhe. Discovers Falco. Delivers

“On the Very Idea of Artistic Research” to Ruskin School of
Drawing and Fine Art, Oxford University, at “Art as a Mode
of Inquiry” conference. Reopens archive. Article “Kant’s

Two Solutions to the Free Rider Problem” published in Kant
Yearbook 4/2012: Kant and Contemporary Moral Philosophy.
At third lawsuit hearing, interrogates plaintiff; court settles
case favorably for APRA. Presents third chapter of second
volume of Rationality and the Structure of the Self “The Concept
of a Genuine Preference” at workshop “Kant und Hegel iiber
Logik und Ontologie,” at Universitat Potsdam. Discovers Max
Raabe. For sixty-fourth birthday, decides to retire from being
black. Creates Thwarted Projects, Dashed Hopes, A Moment

of Embarrassment and announces new racial and nationality
designations at website. Resumes studying Sanskrit in earnest.
Learns Yoga Sutras 1.1-12 by heart. Publishes “Kant’s Self-
Legislation Procedure Reconsidered” in Kant Studies Online.
Attends first Sonnenwendefest.

2013

Piper publishes “Philosophy Journal Paper Submissions
Policies” at Berlin Journal of Philosophy website. Publishes
second edition of Rationality and the Structure of the Self

at website. Creates The Probable Trust Registry: The Rules of
the Game #1-3. Reads Riane Eisler’s The Chalice and the Blade:
Our History, Our Future. Undergoes knee surgery for torn
left meniscus and damaged cartilage. Starts twice-weekly fit-
ness training. Turns into fitness jock. Delivers “On the Very
Idea of Artistic Research” at Sound/Image/Culture (SIC)
Brussels. Posts “Adrian Piper Video Interview: Rationality
and the Structure of the Self” at website, and on YouTube
and Vimeo; advertises second edition of Rationality and the
Structure of the Self in New York Review of Books and Times
Literary Supplement; sends it out for review to Journal of
Philosophy, Philosophical Review, Ethics, European Journal

of Philosophy, Mind, Analysis, Philosophy and Public Affairs,
Economics and Philosophy, London Review of Books, New
York Times Book Review, The Economist; none acknowledge
receipt. Composes Saraswati bhajan. Attends Annual

UKKS Conference. Delivers Empson Lecture “The Real
Thing Strange” to British Society of Aesthetics at Cambridge
University. “Practical Action: First Critique Foundations”
published in Kant und die Philosophie in Weltbiirgerlicher
Absicht: Akten des X1. Internationalen Kant-KongrelSes 2010.
Delivers Rousseau Lecture “Playing By the Rules I” to Keele
University and “Playing By the Rules II” to Keele University
Forum for Philosophical Research Annual Lecture and
Conference “Playing by the Rules.” Ned McClennen dies;
Piper is invited to write memorial tribute for Critical Inquiry.
Requests deletion of name from American Philosophical
Association (APA) e-mail list soliciting donations for Diversity
and Inclusiveness Initiatives. APA executive director “[takes]

the liberty” of deleting Piper’s name from APA general

e-mail list. Piper cancels APA membership. Attends second
Sonnenwendefest. Learns Yoga Sutras 1.13-35 by heart. Publicly
announces New Year’s resolution to finish Kant’s Metaethics:
First Critique Foundations on Philos-L listserv.

2014

Piper publishes updated “Philosophy Journal Paper Submission
Policies” on Berlin Journal of Philosophy website. Awarded
Women'’s Caucus for Art (WCA) Lifetime Achievement

Award for “distinguished work as a philosopher and concep-
tual artist.” Delivers “Second Wave Feminism: Unfinished
Business” at Kunsthggskolen Oslo. Premiers video lecture/
screening/discussion Passing beyond Passing (2004) at Thme
Contemporary Art Festival, Helsinki. Posts “The Money Pump
Is Necessarily Diachronic” at APRA Foundation Berlin website
and PhilPapers.org. Creates Everything #24 for 8th Shenzhen
Sculpture Biennale; makes first trip to China. Delivers
“Playing by the Rules I: Two- or More-Person Games” at
Shenzhen OCAT Library. Premieres The Probable Trust Registry
at Elizabeth Dee. Delivers “The Logic of Kant’s Categorical
‘Tmperative’” at the Conference on Kant and Schopenhauer/
Ethics and Aesthetics, at St. Andrews University, Scotland.
Accepts invitation from MoMA to present a comprehensive
traveling retrospective, to open in 2018. Learns Yoga Sutras
1.36-51, I1.1-12 by heart. Attends annual UKKS Conference at
Oxford. Delivers “Second-Wave Feminism: Unfinished
Business,” at University of Hull, England.

2015

Piper announces gratis availability of Imagine [Trayvon Martin]
(2013) on e-artnow.org. Publishes updated “Philosophy Journal
Paper Submission Policies” at Berlin Journal of Philosophy
website, deals with fallout. Delivers “Playing by the Rules I:
Two- or More-Person Games,” at Bard College Berlin. Posts
“Mad Dog Referee Reports Anonymous Survey” at Berlin
Journal of Philosophy website. Exhibits The Probable Trust
Registry and selection of Everything works at Venice Biennale;
receives Golden Lion Award for Best Artist. Delivers com-
mencement address “Playing by the Rules II: One-Person
Games” at Bard College Berlin; “Zwei Ideale rationaler
Motivation” at Universitiat Potsdam Philosophy Department;
and “The Logic of Kant’s Categorical ‘Imperative’” at 11th

Kant Congress, Universitat Wien. Kali dies of liver failure.
Piper creates digital light projection Self-Portrait with Shiva
Ardhanarishvara. Learns Yoga Sutras 11.13-48 by heart.

2016

Piper decides to forego participation in further philosophy con-
ferences while working on MoMA retrospective. The Barbie Doll
Drawings included in Drawing Then: Innovation and Influence

in American Drawing of the Sixties at Dominique Lévy Gallery.
Exhibits Howdy #6 (2015) and Everything #5.1(2004) in 9th Berlin
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Piper receiving the Golden Lion award, Venice Biennale, with Okwui Enwezor at
right, 2015

Biennale; Funk Lessons in Manifesta 11; and My Calling (Card) #3:

Guerrilla Performance for Disputed Territorial Skirmishes (2012)
at Museum der Moderne Salzburg collections show. Completes
manuscript Escape to Berlin: A Travel Memoir, begins pub-
lication-production process. Streamlines asana practice.
Immediately injures back, gives up Supta Kurmasana. Multiple
intimations of her mortality cause in Piper an obsessive-
compulsive addiction to genealogical research on her family
that threatens to engulf her life and work. Tries to make peace
with it by creating Never Forget. Reads all the slave narratives
she has been stockpiling in her library for decades. Discovers
cat’s claw herbal tea, back pain disappears, gradually recov-
ers Supta Kurmasana. Places The Probable Trust Registry with
Nationalgalerie Berlin, begins work on its exhibition premiere
at Hamburger Bahnhof in 2017. Creates President Bandersnatch
(with thanks to Lewis Carroll and John Tenniel) for Grey Room
magazine to commemorate election of Donald Trump to

U.S. presidency. Learns of Bob Dylan’s refusal to attend award
ceremony in Oslo to receive Nobel Prize in Literature, decides

to make no further public appearances. Takes enforced holiday:

IT system crashes, Piper loses computer and e-mail access

for a month. Simultaneously Piper also crashes: gets really bad
flu virus, incapacitated for a month plus rehab time. Reads
history and sociology of American society, European history,
ancient and medieval history while recovering from burnout.
Finds and reads Great-Aunt Ruby’s wonderful Hunter College
undergraduate textbook, The History of Medieval Europe

by Lynn Thorndike. Learns Yoga Sutras 11.48-111.24 by heart.

2017

Piper exhibits The Probable Trust Registry at Hamburger
Bahnhof of the Nationalgalerie Berlin. Completes legal restruc-
turing of APRA Foundation Berlin. Finalizes will. Progressively
neglects more and more of yoga practice as deadline pres-
sures for MoMA retrospective increase. Convinces the Berlin
city housing-construction department to mention some
experienced and competent architectural firms able to com-
plete renovation of house. Receives honorary doctor of arts

degree from Nova Scotia College of Art & Design (NSCAD
University). Honored by Artists Space, New York. Invited to join
National Academy of Art. Signs contract with Central Books
Ltd. for distribution of APRA Foundation Berlin print publi-
cations. Grieves death at the age of forty-eight, after twelve
years of tenure in the Princeton philosophy department, of
Delia Graff Fara. Grieves death at the age of forty, after nine
years of tenure in the Stanford mathematics department, of
Maryam Mirzakhani. Discontinues APRA Foundation Berlin
Graduate Student Teaching Scholarship in Philosophy at

Keele University. Discovers Christopher Dawson’s Medieval
Essays in parents’ library. Exhibits It’s Just Art (1980) and Here
(2008-15) at Lévy Gorvy, New York. Writes up “Consistency as
Non-Contradiction in Rational Choice Theory.” Establishes
The Order of Celestial Laughter. Begins work on final chapter of
Kant’s Metaethics: First Critique Foundations of His Theory of
Action. Discovers Johann Huizinga’s The Waning of the Middle
Ages in parents’ library. Completely sacrifices yoga practice to
preparations for MoMA retrospective and publication of Escape
to Berlin. Reads Ian Mortimer’s The Time Traveller’s Guide

to Medieval England. Learns Yoga Sutras [11.25-1V.1 by heart.

2018

Publishes Escape to Berlin: A Travel Memoir (Berlin: APRA
Foundation Berlin, 2018). Wins Germany’s Kathe-Kollwitz-Preis
for 2018. Reads Christine de Pizan’s A Medieval Woman’s Mirror
of Honor, Hildegard von Bingen’s Weisheiten und Ratschlige

fiir jeden Tag, discovers Barbara Tuchman’s A Distant Mirror

in parents’ library. Retrospective Adrian Piper: A Synthesis of
Intuitions, 1965-2016, opens at The Museum of Modern Art,
New York. Gradually resumes yoga practice with a few elemen-
tary asanas.
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Page 313 (left):

Olive Xavier Smith Piper, Adrian Margaret Smith Piper, and Daniel Robert Piper
at Adrian’s christening, 1949

Black-and-white photograph

10 x 8 in. (25.4 x 20.3 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Page 313 (right):

Adrian Piper

Portrait Artist with Customers. 1956

Tempera and pencil on paper

18 x 24% in. (45.7 x 61.9 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Page 314:
Café Figaro, on the corner of Macdougal and Bleecker Streets, Greenwich Village,
New York, 1965

Page 315 (left):
Dancers onstage at Ginza nightclub, New york, April 1, 1966

Page 315 (right):

Adrian Piper in loft at East Twenty-sixth Street and Lexington Avenue, 1968
Color photograph

13% x 9in. (33.7 x 22.9 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Page 316:
The exhibition Paris-Moscow, 1900-1930, Centre Georges Pompidou, Paris,
May 31-November 5, 1979

Page 317:

Adrian Piper

Think About It. 1987

Mock-up for billboard design. Rephotographed newspaper images,
transparent foil, text, and watercolor

14 x 17 in. (35.6 x 43.2 cm)

Sara M. and Michelle Vance Waddell

Page 318:
Some Reflective Surfaces (1975), on the cover of Art in America, September 1990

Page 319:

Adrian Piper’s home on Cape Cod, 2000

Digital photograph

4 x6in.(10.2 x 15.2 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Page 321:

Adrian Piper touring West Bengal and Orissa, India, with students from the
Royal Danish Academy of Art, 2007

Digital photograph #136

13% x 17%%6 in. (33.9 x 45.2 cm)

Collection Adrian Piper Research Archive Foundation Berlin

Page 324:
Adrian Piper receiving the Golden Lion award, Venice Biennale, with Okwui Enwezor
atright, 2015



SOLO EXHIBITIONS

1969
0 TO 9 Press, New York. Three Untitled Projects
[for O to 9]: Some Areas in the New York Area
(mail-art exhibition). March.

1971
The New York Cultural Center. One Man (sic).
One Work. February.

1976
Gallery One, Montclair State College, New Jersey.
Adrian Piper. February.

1980
Wadsworth Atheneum, Hartford. Adrian Piper at Matrix
56. March 7-April 6. In conjunction with Real Art Ways,
Hartford. March 7-31.

1987
The Alternative Museum, New York. Adrian Piper:
Reflections, 1967-1987. April 18-May 30. Traveled
to Nexus Contemporary Art Center, Atlanta,
November 21-December 19; Goldie Paley Gallery,
Moore College of Art and Design, Philadelphia,
February 24-April 1,1989; University of Colorado Art
Gallery, Boulder, March 1-31, 1990; Power Plant Gallery,
Toronto, May 4-June 10, 1990; College of Wooster Art
Museum, Ohio, August 29-October 4, 1990; Lowe Art
Museum, University of Miami, Coral Gables, Florida,
December 1990-January 27, 1991; Santa Monica
Museum of Contemporary Art, February-March 1991;
and Washington Project for the Arts, Washington, D.C.,
June-August 1991.

1989
John Weber Gallery, New York. Cornered. March 4-25.
Traveled to Matrix Gallery, University Art Museum,
University of California, Berkeley, August 19-
November 5; and Williams College Art Museum,
Williamstown, Massachusetts, January-March 1990
(as ARTWORKS: Adrian Piper).
Times Square, New York. Adrian Piper: Messages to the
Public; Merge. Organized by Public Art Fund. May 1-31.

1990
University of Rhode Island Art Gallery, Kingston.
Why Guess. February-March.
University of lowa Art Gallery, lowa City.
Adrian Piper: Close to Home. February 2-March 17.
John Weber Gallery, New York. Pretend.
September 1-29.
Whitney Museum of American Art, New York.
Out of the Corner. October 9-November 11.
Exit Art, New York. Why Guess. October 13-November 3.

1991
Washington Project for the Arts, Washington, D.C.
What It's Like, What It Is #1. June-August.
Hirshhorn Museum and Sculpture Garden,
Smithsonian Institution, Washington, D.C. What It's Like,
What It Is #2. June 19-September 22.
lkon Gallery, Birmingham, England. Adrian Piper.
September 21-November 2. Traveled to Cornerhouse,
Manchester, January 18-February 23, 1992; Cartwright
Hall, Bradford, March 21-May 10, 1992; Kettle's Yard,
Cambridge, July 25-September 6, 1992; and Kunstverein,
Munich, October 6-November 22, 1992.
John Weber Gallery, New York. Space, Time and
Reference, 1967-1970. October 5-26.
Cleveland Center for Contemporary Art. Political
Drawings and Installations, 1975-1991. November 22,
1991-February 7, 1992. Traveled to Carver Center, San
Antonio, April 1992; Herron Gallery, Indianapolis Center
for Contemporary Art, May-June 1992; and Women &
Their Work, Austin, October-December 1992.

SELECTED EXHIBITION HISTORY
COMPILED BY TESSA FERREYROS

1992
Krannert Art Museum, Champaign, lllinois.
What It's Like, What It Is #2. January 17-February 23.
Monasterio de Santa Clara, Moguer, Spain.
Ur-Madonna, Expo '92. August.
Grey Art Gallery, New York University. Decide Who
You Are. September 15-October 31. Other works in
the series shown at John Weber Gallery, New York,
September 19-October 17; Paula Cooper Gallery,
New York, October 6-31; Brody's Gallery, Washington,
D.C., February 4-27,1993; Art Awareness, Lexington,
New York, June-July 1993; City Gallery of Contemporary
Art, Raleigh, North Carolina, October-December 1993;
and Myers Fine Arts Gallery, Plattsburgh State Art
Museum, Plattsburgh State University of New York,
January 29-February 24, 1994.

1993

New Langton Arts, San Francisco. Installations by
Adrian Piper. September 15-October 16.

1994

Paula Cooper Gallery, New York. The Hypothesis Series,
1968-70. March 3-26.

1995
University at Buffalo Art Gallery, New York. Cornered/
Decide Who You Are. March 8-May 5.
Savannah College of Art and Design Gallery. /cons of
One: Decide Who You Are. October 16-November 3.

1996
John Weber Gallery, New York. Adrian Piper: Ashes to
Ashes. November 23-December 21.

1997
Galleria Emi Fontana, Milan. Adrian Piper. October 30.
Thomas Erben Gallery, New York. Food for the Spirit:
July 1971. December 11, 1997-January 31, 1998.

1998
Davis Museum and Cultural Center, Wellesley College,
Massachusetts. Who Are You? Selected Works by Adrian
Piper. March 11-August 16.
Thomas Erben Gallery, New York. Adrian Piper: The
Mythic Being, 1972-1975. November 7, 1998-January 16,
1999.

1999
Fine Arts Gallery, University of Maryland, Baltimore
County. Adrian Piper: A Retrospective. October 14,
1999-January 15, 2000. Traveled to New Museum,
New York, October 4, 2000-January 15, 2001;
Andy Warhol Museum, Pittsburgh, March 3-May 13,
2001; Contemporary Arts Center, Cincinnati,
June 23-August 26, 2001; and Weatherspoon Art
Gallery, University of North Carolina, Greensboro,
September 23-December 16, 2001.

2000
Gallerie Voges und Deisen, Frankfurt. Adrian Piper: A
Solo Exhibition. June 8-July 29.
Museum of Contemporary Art at California Plaza, San
Diego. MEDI(t)Ations: Adrian Piper’s Videos, Installations,
Performances, and Soundworks, 1968-1992. August 6-
November 5. Traveled to New Museum, New York,
October 4, 2000-January 13, 2001; and Andy Warhol
Museum, Pittsburgh, March 4-May 31, 2001.
Thomas Erben Gallery, New York. Adrian Piper:
Early Drawings and Other Works. December 7, 2000-
January 20, 2001.

2002
Generali Foundation, Vienna. Adrian Piper: seit
1965. May 17-August 18. Traveled to Institut d’Art
Contemporain, Villeurbane, France, January 31-May 25,
2003 (as Adrian Piper: depuis 1965); and Museu
d’Art Contemporani de Barcelona, October 17, 2003-
January 11, 2004 (as Adrian Piper: desde 1965).

2003
Galleria Emi Fontana, Milan. Adrian Piper Over the Edge.

November 9, 2003-January 2004.

2004
ARTSADMIN, London. Adrian Piper Videos. November.

2005

Index—The Swedish Contemporary Art Foundation,
Stockholm. Adrian Piper. April-June 5.

2006
CPH Kunsthal, Copenhagen. Adrian Piper. April 7-May 5.
Smart Museum of Art, University of Chicago. Adrian
Piper: The Mythic Being. September 16-December 10.

2007
Cinema Svetozor, Prague. Adrian Piper: Funk Lessons.
Organized with Tranzit.cz. May.

2008
Elizabeth Dee Gallery, New York. Adrian Piper:
Everything. March 1-April 16.

2010
Elizabeth Dee Gallery, New York. Adrian Piper:
Past Time: Selected Works, 1973-1995. October 23~
December 11.

201

Cairn Gallery, Pittenweem, Scotland. Adrian Piper:
Everything #21. October 2011-January 2012.

2014
Elizabeth Dee Gallery, New York. Adrian Piper: The
Probable Trust Registry. May 3-31.

2016
FRAC Bourgogne, France. Adrian Piper: Bach Whistled.
July 2-August 28 and September 3-18.

2017
Hamburger Bahnhof—Museum fiir Gegenwart, Berlin.
Adrian Piper. The Probable Trust Registry: The Rules of
the Game #1-3. February 24-September 3.
Lévy Gorvy, New York. Adrian Piper. September 14-
October 21.

PERFORMANCES
1968

Private loft performance, New York. Five Unrelated
Time Pieces (Meat into Meat). October 11-13.

1969
Between West Thirteenth and Fourteenth Streets
and Fifth and Sixth Avenues, New York. Three untitled
performances, in Street Works II. April 18.

1970
Max’s Kansas City, New York. Untitled Performance, in
The Saturday Afternoon Show. May 2.
Various locations, New York. Catalysis actions. 1970-71.

191
Private loft performance, 117 Hester Street, New York.
Food for the Spirit, June-July.
Streets of New York. Untitled street works. 1971-73.
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1972
Streets of Rochester, New York. Two untitled street
works. April.

1973
Hester and Ludlow Streets, New York. Being Mythic
on the Street. Staged for Other Than Art's Sake, a film
by Peter Kennedy. October.
Rhode Island School of Design, Providence. Untitled
streetwork. October.

1975
Streets of Cambridge, Massachusetts. The Mythic
Being. 1975-76.
Fine Arts Building, New York University. Some
Reflective Surfaces. December. Also performed at
Whitney Museum of American Art, New York, in
Performances—Four Evenings, Four Days. February 28
and 29, 1976.

1977
Kurfiirstendamm, West Berlin. Danke(sehr)schon.
September.

1978
Hauptstrasse, Heidelberg. Collegium Academicum
Freischrei. February.

1980
Allen Memorial Museum, Oberlin College, Ohio.
It's Just Art. April 23. Also performed at Contemporary
Art Institute of Detroit, July; University Art Galleries,
Wright State University, Dayton, Ohio, October 13;
The Western Front, Vancouver, February 24, 1981; And/
Or, Seattle, February 26, 1981; Artists Space, New York,
April 28,1981; and Penn State University, University
Park, May 1981.

1981
Franklin Furnace, New York. Xerox Philosophy. April 21.

1982
Streets of Menlo Park, California. Wide Receiver.
October.
Streets of Palo Alto, California. Invasion. December.

1983
Nova Scotia College of Art and Design, Halifax. Funk
Lessons. March. Also performed at Walker Art Center,
organized with Minneapolis College of Art and Design,
October 28; University of California at Berkeley,
November 6; San Francisco Art Institute, February 1984;
The Women's Building, Los Angeles, March 3, 1984;
California Institute of Art, Valencia, March 1984; New
Langton Arts, San Francisco, March 23, 1984.

1985
Center for Music Experiment, University of California at
San Diego, La Jolla. Funk Lessons (videotape), in What's
Cooking VI. February.

1986
Reactive guerrilla performance. My Calling (Card) #1
(for Dinners and Cocktail Parties). April 1986-90.
Reactive guerrilla performance. My Calling (Card) #2
(for Bars and Discos). May 1986-90.

1987
Randolph Street Gallery, Chicago. My Calling (Cards) #1
and #2: A Meta-Performance I. January 30.

1988

The Studio Museum in Harlem, New York. My Calling
(Cards) #1 and #2: A Meta-Performance II. May.

2003
The Art Institute of Chicago. Shiva Dances with the Art
Institute of Chicago. October 9.

2007
Berlin Alexanderplatz. Adrian Moves to Berlin. March 26.
Streets of New York. Everything #10, in Six Actions for
New York City. Organized by Creative Time, New York.
May 1and 2.

2010
Bowery Poetry Project, New York. One 16 Minute-Long,
Thickly Textured Straight Line Running Parallel with the
Bowery Poetry Project Floor. May.
NIMK, Netherlands Media Arts Institute, Amsterdam.
Variety Evening. July.

GROUP EXHIBITIONS

1969
Paula Cooper Gallery, New York. Number 7. May 18-
June 15.
Dwan Gallery, New York. Language /ll. May 24-June 18.
Seattle Art Museum. 557,087. September 5-October 5.
Traveled to Vancouver Art Gallery, January 13-
February 8, 1970 (as 955,000).
Stadtisches Museum, Leverkusen, Germany. Concept
Art. October.
Kunsthalle Bern. Pldne und Projekte als Kunst.
November 8-December 7.

1970
New York Cultural Center. Conceptual Art and
Conceptual Aspects. April 10~August 25 (artwork
withdrawn).
Allen Memorial Art Museum, Oberlin College, Ohio. Art
in the Mind. April 17-May 12.
Dwan Gallery, New York. Language IV. June 2-25.
The Museum of Modern Art, New York. Information.
July 2-September 20.

191
The Aldrich Contemporary Art Museum, Ridgefield,
Connecticut. 26 Contemporary Women Artists.
April 18-June 13.
7th Biennale de Paris, Musée d'art moderne de la ville
de Paris. September 24-November 1.

1972

Memorial Art Gallery, University of Rochester, New
York. Art without Limits. April 7-May 7.

1973
Pace College Gallery, New York. Thought: Structures.
January.
Yager Gallery, Hartwick College, Oneonta, New York.
Nine New York Artists: Drawings—Prints—Concepts—
Forms. April 3-27.
Pomona College Museum of Art and the Libra Gallery
of Claremont Graduate School, California. ArtForms
Abstract Activities Ideas: Exhibition of Conceptual Art.
April 23-May 11.
California Institute of the Arts, Valencia. c. 7500.
May 14-18. Traveled to Wadsworth Atheneum, Hartford,
June 19-July 31; Moore College of Art, Philadelphia,
September 21-October 9; Walker Art Center,
Minneapolis, November 16-December 16; Institute of
Contemporary Art, Boston, December 23,1973~
January 14, 1974; Smith College Museum of Art,
Northampton, Massachusetts, January 17-February 10,
1974; 48 Earlham Street, London, April 8-26, 1974;
A.LR. Gallery, New York, June 1-15, 1974; And/Or, Seattle,
September 19-October 6, 1974; and Vassar College
Art Gallery, Poughkeepsie, New York, October 16-
November 14, 1974.

1974
Artists Space, New York. PersonA. April 23-26.

1975
Museum of Contemporary Art, Chicago. Bodyworks.
March 8-April 27.
San Jose State University Art Gallery, California.
Word Works Too. April 14-May 16.
Women'’s Interart Center, New York. Eleven in
New York. May.
Fine Arts Building, New York University. Lives.
November 29-December 20.

19711
The Museum of Modern Art, New York. Bookworks.
March 17-May 30.
10th Biennale de Paris, Musée d’art moderne de la ville
de Paris. September 17-November 1.

1978
Artists Space, New York. September 23-October 28.
Neuberger Museum of Art, Purchase College, State
University of New York. The Sense of the Self: From Self-
Portrait to Autobiography. Organized by Independent
Curators Incorporated, Washington, D.C., and New York.
September 24-November 26. Traveled to New Gallery
of Contemporary Art, Cleveland, January-February 1979;
University of North Dakota, Grand Forks, February-
March 1979; Alberta College of Art Gallery, Calgary,
November-December 1979; Tangeman Fine Art Gallery,
University of Cincinnati, February-March 1980; Allen
Memorial Art Museum, Oberlin College, Ohio, April-
May 1980.

1979
Artemisia Gallery, Chicago. Both Sides Now: An
International Exhibition Integrating Feminism and Leftist
Politics. March 6-31.
Franklin Furnace, New York. The Page as Alternative
Space, 1909-1980. September 1979-June 1980.
Massachusetts College of Art and Design, Boston.
Eventworks.

1980
A.LR. Gallery, New York. Speaking Volumes: Women
Artists’ Books. June 3-21.
Wright State University, Dayton, Ohio. Art of
Conscience: The Last Decade. October 13-30. Traveled
to Freadman Gallery, Albright College, Reading,
Pennsylvania, September 1-October 1, 1981; Joe and
Emily Lowe Art Gallery, Syracuse University, New York,
November 15, 1981-January 10, 1982; Emily Davis Gallery,
University of Akron, Ohio, January 17-February 28, 1982;
and Doane Hall of Art, Allegheny College, Meadville,
Pennsylvania, April 1-23,1982.
Institute of Contemporary Arts, London. /ssue: Social
Strategies by Women Artists. November 14-December 21.

1981
New Museum, New York. Events: Artists Invite Artists.
February 13-March 5.
Group Material, New York. /t's a Gender Show!
February 14-March 9.
And/Or, Seattle. Oppositions. May 13-May 30.
Davidson Art Center, Wesleyan University, Middletown,
Connecticut. No Title: The Collection of Sol LeWitt.
October 21-December 20.

1983
University of Michigan Residential College, Ann Arbor.
Art at Ground Zero: Artists” Statements on Nuclear War.
March 13-17.
New Museum, New York. Language, Drama, Source, and
Vision. October 8-November 27.
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1984
Artists Space, New York. A Decade of New Art: Artists
Space. May 31-June 30.
Contemporary Arts Center, Cincinnati. Disarming
Images: Art for Nuclear Disarmament. Organized by
Bread and Roses, New York. September 14-October 27.
Traveled to University Art Gallery, San Diego State
University, November 23-December 22; Museum of Art,
Washington State University, Pullman, February 11-
March 3, 1985; New York State Museum, Albany,
March 24-June 2, 1985; University Art Museum,
University of California, Santa Barbara, June 25-
August 4, 1985; Munson-Williams-Proctor Institute
Museum of Art, Utica, New York, September 1-29,
1985; Fine Arts Gallery, University of Nevada, January 5-
February 2, 1986; Baxter Art Gallery, California
Institute of Technology, March 2-30, 1986; Yellowstone
Art Center, Montana, April 28-June 9, 1986; and
Bronx Museum of the Arts, New York, September 11-
November 20, 1986.

1985
The Studio Museum in Harlem, New York. Tradition
and Conflict: Images of a Turbulent Decade, 1963-1973.
January 27-June 30. Traveled to Lang Gallery, Scripps
College, Claremont, California, January 19-February 20,
1986; Heckscher Museum of Art, Huntington, New
York, March 22-April 17,1986; Museum of the Center
for Afro-American Artists, Boston, May 18-June 22,
1986; Peninsula Fine Arts Center, Newport News,
Virginia, August 11-September 26, 1986; Museum of
Art and Archaeology, University of Missouri, Columbia,
November 15, 1986-January 4, 1987; David and Alfred
Smart Gallery, University of Chicago, May 15-June 30,
1987; Arkansas Arts Center, Little Rock, August 7-
September 20, 1987; and Tower Fine Arts Gallery,
State University of New York, Brockport, October 9-
November 15, 1987.
Museum Moderner Kunst, Vienna. Kunst mit Eigensinn.
March 21-May 12.
New Museum, New York. The Art of Memory/The Loss
of History. November 23, 1985-January 19, 1986.

1986

The Alternative Museum, New York. Liberty & Justice.
February 22-March 22.

1987
Hallwalls Contemporary Arts Center, Buffalo, New
York. Floating Values. March 28-April 25.

1988
The Museum of Modern Art, New York. Committed to
Print. January 13-April 19.
Diverse Works Gallery, Houston. Coast to Coast: A
Women of Color National Artists’ Book Project. February.
Traveled to College of Wooster Art Museum, Ohio,
January 15-February 19, 1989; DePauw University Art
Museum, Greencastle, Indiana, March 27-April 21,1989;
The Center for Book Arts, New York, June 8-August 4,
1989; University of Michigan School of Art Museum,
Ann Arbor, October 30-November, 1989; The Radford
University Flossie Martin Gallery, Virginia, January 14-
February 2, 1990; Baltimore Museum of Art,
February 18-March 14, 1990; The Eubie Blake
Center, Baltimore, February 26-March 31, 1990;
Artemisia Gallery, Chicago, April 6-April 28, 1990;
and The Jamaica Arts Center, New York, August 7-
September 22, 1990.
INTAR Latin American Gallery, New York.
Autobiography: In Her Own Image. June 1-July 8.
Whitney Museum of American Art, New York.
Modes of Address: Language in Art since 1960. July 29-
September 23.
Hillwood Art Gallery, Long Island University, Greenvale,
New York. Unknown Secrets: Art and the Rosenberg Era.
September 8-October 23. Traveled to Massachusetts
College of Art North Gallery, Boston, November 16-

December 23; Olin Gallery, Kenyon College, Gambier,
Ohio, January 8-February 5, 1989; Palmer Museum
of Art, Pennsylvania State University, University Park,
March 19-May 14, 1989; University of Colorado Art
Gallery, Boulder, June 8-August 12, 1989; Installation
Gallery San Diego, September 8-October 22, 1989;
Parsons Gallery, Otis College of Art and Design, Los
Angeles, December 2, 1989-January 6, 1990; Jewish
Community Museum, San Francisco, January 7-
March 30; Spertus Museum of Judaica, Chicago,
April 15-July 15,1990; and Aspen Art Museum,
September 20-November 4, 1990.

Cleveland Center for Contemporary Art. The Turning

Point: Art and Politics in 1968. September 9-October 26.

Traveled to Lehman College Art Gallery, City University
of New York, November 10, 1988-January 14, 1989.
Maryland Institute College of Art, Baltimore. Art as

a Verb: The Evolving Continuum. November 21,1988~
January 8, 1989. Traveled to Metropolitan Life Gallery,
New York, March 6-April 8,1989; and The Studio
Museum in Harlem, New York, March 12-June 18, 1989.
Nickle Arts Museum, Calgary. Signs. Organized by the
Art Gallery of Ontario, Toronto. November 25, 1988~
January 1,1989. Traveled to Norman Mackenzie Art
Gallery, Regina, Canada, February 3-March 12, 1989;
and Macdonald Stewart Art Centre, Guelph, Canada,
September 2-October 1, 1989.

Whitney Museum of American Art, New York.
Identity: Representation of the Self. December 1988-
February 10, 1989.

1989
Cincinnati Art Museum. Making Their Mark: Women
Artists Move into the Mainstream, 1970-1985.
February 22-April 2. Traveled to New Orleans Museum
of Art, May 6-June 8; Denver Art Museum, July 22-
September 10; and Pennsylvania Academy of the Fine
Arts, Philadelphia, October 20-December 31.
Maryland Art Place, Baltimore. Collecting, Organizing,
Transposing. March 16-April 29. Traveled to Anderson
Gallery, Virginia Commonwealth University, Richmond,
August 24-October 1; and Newhouse Center
for Contemporary Art, Staten Island, January 14-
February 25, 1990.
Bernice Steinbaum Gallery, New York. American
Resources: Selected Works of African American Artists.
June 18-August 18. Traveled to Downtown Arts Gallery,
Nashville, August 26-September 24 (as Contemporary
African American Artists).
Long Beach Art Museum, California. Raymond
Saunders: Some Choices. June 24-July 23.
Contemporary Arts Center, Cincinnati. Double Take:
Advertising Reconsidered. July 21-September 2.
Feature Inc., New York. Buttinsky. September 5-30.
Feature Inc., New York. | Only Want You to Love Me.
October 7-November 4.
Musée d'art moderne de la ville de Paris. LArt
conceptuel: Une perspective. November 22,1989~
February 18,1990.

1990
Hallwalls Contemporary Arts Center, Buffalo. Insect
Politics: Body Horror/Social Order. March 17-April 13.
Woodstock Artists Association and Museum,
New York. Signs of the Self: Changing Perceptions.
March 17-April 15.
Feigen Gallery, Chicago. Sarah Charlesworth, Jeanne
Dunning, Annette Messager, Adrian Piper, Laurie
Simmons. March 30-April 28.
New Museum of Contemporary Art, New York. The
Decade Show: Frameworks of Identity in the 1980s.
May 12-August 19. Organized with and also took place
at Museum of Contemporary Hispanic Art, New York,
May 16-August 18; and The Studio Museum in Harlem,
New York, May 19-August 18.
Barbara Krakow Gallery, Boston. Constructive Anger.
May 19-June 23.
P.P.OW., New York. The Power of Words: An Aspect of

Recent Documentary Photography. June-July.
Milwaukee Art Museum. Word as an Image: American
Art 1960-1990. June 15-August 26. Traveled to
Oklahoma City Museum of Art, November 17,1990~
February 2,1991; and Contemporary Arts Museum,
Houston, February 23-May 12, 1991.

Feature, Inc., New York. The Thing Itself. July 10-
August 10.

Real Art Ways, Hartford. Presumed Identities.

1991
The Aldrich Contemporary Art Museum,
Ridgefield, Connecticut. The Art of Advocacy.
May 18-September 22.
Hirshhorn Museum and Sculpture Garden,
Smithsonian Institution, Washington, D.C. Awards in
the Visual Arts 10. June 12-September 2. Traveled to
The Albuguerque Museum of Art, History and Science,
September-December; and The Toledo Museum of Art,
Ohio, December 1991-January 1992.
Wadsworth Atheneum, Hartford. Open Mind: The
LeWitt Collection. August 4, 1991-February 1992.
Institute of Contemporary Art, Philadelphia. Devil on
the Stairs: Looking Back on the Eighties. October 4,
1991-January 5, 1992. Traveled to Newport Harbor Art
Museum, Newport Beach, California, April 16-June 21,
1992.
The Museum of Modern Art, New York. DISLOCATIONS.
October 20, 1991-January 7,1992.
Alternative Museum, New York. Artists of Conscience:
16 Years of Social and Political Commentary.
November 5, 1991-January 25, 1992.
Iris and B. Gerald Cantor Art Gallery, College of the
Holy Cross, Worcester, Massachusetts. Affirmative
Re-Actions: Adrian Piper, Lorna Simpson & Carrie Mae
Weems.

1992
New Loom House, London. Book Works: A Women'’s
Perspective. March 28-April 16.
Herron Gallery, Indianapolis Center for Contemporary
Art. Adrian Piper, Carl Pope. May 9-June 26.
documenta 9, Kassel. June 13-September 20 (artwork
withdrawn).
Wexner Center for the Arts, The Ohio State University,
Columbus. Will/Power: New Works by Papo Colo,
Jimmie Durham, David Hammons, Hachivi Edgar Heap
of Birds, Adrian Piper, Aminah Brenda Lynn Robinson.
September 26-December 27.
Fukui Fine Arts Museum, Japan. Dream Singers, Story
Tellers: An African American Presence. Organized by the
New Jersey Department of State and the Prefecture of
Fukui. November 6-December 6, 1992. Traveled to New
Jersey State Museum, August 7, 1993-March 20, 1994.
University Art Museum, University of California,
Santa Barbara. Mistaken Identities. November 11-
December 20. Traveled to Museum Folkwang,
Essen, Germany, February 11-March 31, 1993; Forum
Stadtpark, Graz, Austria, April 29-May 30, 1993; Neues
Museum Weserburg Bremen im Forum Langenstrasse,
Bremen, Germany, June 6-August 18, 1993; and
Louisiana Museum of Modern Art, Humlebaek,
Denmark, September 17-November 14, 1993.
The Alternative Museum, New York. 10: Artist as
Catalyst. November 21-February 12.
9th Biennale of Sydney, Art Gallery of New South
Wales. The Boundary Rider. December 15, 1992~
March 14, 1993.

1993
Espace lyonnais d'art contemporain, Lyon, France.
Here's Looking at Me: Contemporary Self-Portraits.
January 29-April 30.
Fine Arts Gallery, University of California, Irvine. The
Theater of Black Refusal: Black Art and Mainstream
Criticism. April 8-May 12. Traveled to Richard L. Nelson
Gallery, University of California, Davis, November 7-
December 1; University Art Gallery, University of
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California, Riverside, January 9, 1993-February 27, 1994;
and Center for Art, Design and Visual Culture, University
of Maryland, Baltimore, November 11-December 17,
1994.

Neue Galerie, Graz, Austria. Kontext Kunst. October 2-
November 11.

Fine Arts Gallery, University of Maryland, Baltimore
County. Ciphers of Identity. November 12, 1993~
January 15, 1994. Traveled to Ronald Feldman Fine Arts,
New York; Fine Arts Gallery, University of California,
Irvine; Contemporary Art Museum, University of South
Florida, Tampa; the Contemporary Arts Center, New
Orleans; the Woodruff Art Center, Atlanta College of
Art; and Kemper Museum of Contemporary Art, Kansas
City.

1994
Musée d’art moderne de la ville de Paris. L'Hiver
de I'amour. February 10-March 13. Traveled to P.S.1
Contemporary Art Center, Long Island City, New York,
October 9, 1994-January 8, 1995 (as The Winter of Love).
De Beyerd Centrum voor Beeldende Kunst, Breda,
the Netherlands. Can You Always Believe Your Eyes:
Amerikaanse tekeningen. April 16-May 29.
Center for Curatorial Studies, Bard College,
Annandale-on-Hudson, New York. Transformers: The
Art of Multiphrenia. Organized by Independent Curators
International, New York. September 21-November 13.
Traveled to Herbert F. Johnson Museum of Art, Cornell
University, Ithaca, New York, January 27-March 26,
1996; Nexus Contemporary Art Center, Atlanta,
March 15-June 1, 1996; Art Gallery of Windsor, Ontario,
June 21-September 9, 1996; lllingworth Kerr Art Gallery,
Calgary, November 4-November 28, 1996; Decker
Galleries, Maryland Institute College of Art, Baltimore,
November 21-December 21, 1997.
The Museum of Modern Art, New York. Mapping.
October 6-December 20.
Whitney Museum of American Art, New York. Black
Male: Representations of Masculinity in Contemporary
American Art. November 10, 1994-March 5, 1995.
Neue Gesellschaft fiir bildende Kunst, Berlin. Gewalt/
Geschifte: Eine Ausstellung zum Topos der Gewalt in
der gegenwartigen kiinstlerischen Auseinandersetzung.
December 10, 1994-February 19, 1995.

1995
Southeastern Center for Contemporary Art, Winston-
Salem, North Carolina. CIVIL RIGHTS NOW. January 28-
April 15. Traveled to Cleveland Center for Contemporary
Art, May 12-August 13.
Museum of Contemporary Art, Kiasma, Helsinki.
Public/Private: ARS 95. February 11-May 28.
Castle Gallery at The College of New Rochelle,
New York. The Message Is the Medium: Issues of
Representation in Modern Technologies. February 12-
April 7.
Johannesburg Biennale. Africus. February 28-April 30.
Forum for Contemporary Art, St. Louis. Altered States:
American Art in the 90s. March 24-May 6.
Paula Cooper Gallery, New York. Cornered. June 9-
July 28.
Museum of Contemporary Art, Los Angeles.
Reconsidering the Object of Art: 1965-1975. October 15,
1995-February 4, 1996 (artwork withdrawn due to Philip
Morris sponsorship).
The Newark Museum, New Jersey. Art with Conscience.
November 22, 1995-February 18, 1996.

1996
Louisiana Museum of Modern Art, Humlebaek,
Denmark. Now Here. May 15-September 8.
The Museum of Modern Art, New York. Thinking Print:
Books to Billboards, 1980-1995. June 20-September 10.
Center for Curatorial Studies, Bard College, Annandale-
on-Hudson, New York. a/drift. October 26, 1996-
January 5, 1997.
Centre Georges Pompidou, Paris. Face a I'histoire,
1933-1996. December 19, 1996-April 7, 1997.

1997
Strong Museum, Rochester, New York. Between Two
Worlds. March-December.
Le MAGASIN, Centre national d'art contemporain,
Grenoble, France. Vraiment: Féminisme et art. April 5-
May 25.
Verein Shedhalle, Zurich. If | Ruled the World. July 4-
August 17.
Setagaya Art Museum and The Asahi Shimbun,
Japan. American Stories: Amidst Displacement and
Transformation/Amerikan sutori: ido to hen yo no naka
de. August 30-October 19. Traveled to Chiba City
Museum of Art, Chiba, Japan, November 1-
December 23; Fukui Fine Arts Museum, Fukui, Japan,
April 29-May 24, 1998; Kurashiki City Art Museum,
Kurashiki, Japan, June 13-July 26, 1998; and Akita
Senshi Museum of Art, Akita, Japan, August 7-
September 6, 1998.
Fine Arts Gallery, University of Maryland, Baltimore
County. Minimal Politics: Performativity and
Minimalism in Recent American Art. September 25,
1997-January 17,1998.

1998
Museo de Bellas Artes, Caracas, Venezuela. Desde
el cuerpo: Alegorias de lo femenino (From the Body:
Allegories of the Feminine). January-March.
The Geffen Contemporary at The Museum of
Contemporary Art, Los Angeles. Out of Actions:
Between Performance and the Object, 1949-1979.
February 8-May 10. Traveled to Osterreichisches
Museum flir Angewandte Kunst, Vienna, June 17-
September 6; Museu d'Art Contemporani de Barcelona,
October 15, 1998-January 6, 1999; and Museum of
Contemporary Art, Tokyo, February 11-April 11, 1999.
Bowdoin College Museum of Art, Brunswick,
Maine. Memorable Histories and Historic Memories.
September 25-December 6.

1999
Katonah Museum of Art, New York. Re-Righting History:
Counternarratives by Contemporary African/American
Artists. March 14-May 16.
Queens Museum of Art, Flushing, New York. Global
Conceptualism: Points of Origin, 1950s-1980s. April 28-
August 29. Traveled to Walker Art Center, Minneapolis,
December 19, 1999-March 5, 2000; Miami Art Museum,
June 23-August 27, 2000; and List Visual Arts Center,
Massachusetts Institute of Technology, Cambridge,
October 24-December 31, 2000.
University at Buffalo Art Gallery, New York. Persuasion:
Tales of Commerce and the Avant-Garde. September 17-
November 14.
Whitney Museum of American Art, New York.
The American Century: Art & Culture, 1950-2000.
September 26, 1999-February 13, 2000.

2000
P.S.1 Contemporary Art Center, Long Island City,
New York. Around 1984: A Look at Art in the Eighties.
May 21-September 3.
The Museum of Modern Art, New York. Open Ends.
September 28, 2000-March 4, 2001.

2001
Norwich Gallery, Norwich School of Art and Design,
England. Conception: Conceptual Documents 1968-1972.
January 24-March 3. Traveled to City Art Gallery,
Leeds, England, March 10-April 22; and Morris and
Helen Belkin Art Gallery, University of British Columbia,
Vancouver, October 12-December 2.
Aktionsforum Praterinsel, Munich. Blondies and
Brownies: Racism and Multiculturalism in the New and
Old Worlds (Blondinchen und Baunchen, weiss weiss bin
auch ich). March-April 2001. Traveled to Torch Gallery,
Amsterdam.
Generali Foundation, Vienna. Double Life: Identity and
Transformation in Contemporary Arts. May 11-August 12.
Neuer Aachener Kunstverein, Aachen, Germany.
Wiederaufnahme Retake. October 14-December 2.
The Bronx Museum of the Arts, New York. One Planet
Under a Groove: Hip-Hop and Contemporary Art.
October 26, 2001-March 3, 2002. Traveled to Spelman
College Museum of Fine Art, Atlanta, March 21-
May 17; and Walker Art Center, Minneapolis, July 13-
October 13, 2003.
9e Biennale de I'image en mouvement, Centre
pour I'image contemporaine Saint-Gervais, Geneva.
November 2-10.

2002
The Aldrich Museum of Contemporary Art, Ridgefield,
Connecticut. Family. May 14-September 4.
documenta 11, Kassel. June 8-August 15.
Guild Hall Museum, East Hampton, New York. Personal
and Political: The Women's Art Movement, 1969-1975.
August 10-October 20.
Gallery 101, Ottawa. Mass Appeal: The Art Object and
Hip Hop Culture. August 29-October 12. Traveled to Arts
Intercultural, Montreal, March 5-April 5, 2003; Khyber
Centre for the Arts, Halifax, May 12-June 7, 2003; and
Owens Art Gallery, Mount Allison University, Sackville,
Canada, September 12-October 26, 2003.
White Columns, New York. Gloria: Another Look at
Feminist Art in the 1970s. September 13-October 20.
Gesellschaft fiir Aktuelle Kunst, Bremen, Germany.
The Music in Me 2: Regarding Dance. September 14-
November 3.

2003
apexart, New York. Walking in the City. January 4-
February 1. Traveled to Kunsthalle Fridericianum, Kassel,
April-May 18.
Galleria Emi Fontana, Milan. Imperfect Marriages.
April 9-May 17.
Metrotech Center, Brooklyn. Sandwiched (In New York).
Organized by Public Art Fund and The Wrong Gallery,
New York. September 24-October 4.
International Center of Photography, New York.
Only Skin Deep: Changing Visions of the American Self.
December 12, 2003-February 29, 2004.

2004
William Benton Museum of Art, University of
Connecticut, Storrs. Masala: Diversity and Democracy in
South Asian Art. January 20-April 9.
Whitney Museum of American Art, New York. Evidence
of Impact: Art and Photography, 1963-1978. May 29-
October 20.
P.S.1 Contemporary Art Center, Long Island City,
New York. Curious Crystal of Unusual Purity. June 27-
October 3.
Institut d’art contemporain, Villeurbane, France.
Communauté. July 9-September 26.
BiiroFriedrich, Berlin. Funky Lessons. September 14-
November 13. Traveled to BAWAG Foundation, Vienna,
December 16, 2004-February 26, 2005.
Aarhus Festival of Contemporary Art, Denmark.
Minority Report: Challenging Intolerance in
Contemporary Denmark. September 25-October 24.
Artsadmin, London. Performance Strategy and Process.
November.
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Whitechapel Gallery, London. Faces in the Crowd:
Picturing Modern Life from Manet to Today. December 3,
2004-February 28, 2005. Traveled to Castello di Rivoli,
Turin, Italy, April 4, 2005-July 10, 2005 (as Volti nella
folla: Immagini della vita moderna da Manet a oggi).

2005
Atlanta Contemporary Art Center. What Business Are
You In? January 29-March 26.
Curzon Soho Cinemas, London. International
Exhibitionist. February 26.
Center for Curatorial Studies, Bard College, Annandale-
on-Hudson, New York. Between Pass and Fail. March 6-
March 20.
Haus der Kunst, Munich. Occupying Space: Generali
Foundation Collection. Organized with Generali
Foundation Vienna. March 9-May 16. Traveled to Witte
de With, Nederlands Fotomuseum, TENT, Rotterdam,
July 8-August 28; and Museum of Contemporary Art,
Zagreb, October 28-December 9.
Tate Liverpool, England. Summer of Love: Art of the
Psychedelic Era. May 27-September 25. Traveled to
Kunsthalle Schirn, Frankfurt, November 2, 2005~
February 12, 2006; Kunsthalle Wien, Vienna, May 5-
September 3, 2006; and Whitney Museum of American
Art, New York, May 24-September 16, 2007.
Tate Modern, London. Open Systems: Rethinking Art c.
1970. June 1-September 18.
Generali Foundation, Vienna. Wie Gesellschaft und
Politik ins Bild Kommen/How Society and Politics Get in
the Picture. September 16-December 18.
Galleria d’Arte Moderna e Contemporanea Bergamo,
Italy. WAR IS OVER: 1945-2005; La liberta dell‘arte da
Picasso a Warhol a Cattelan/WAR IS OVER: 1945-2005;
The Freedom of Art from Picasso to Warhol and Cattelan.
October 15, 2005-February 26, 2006.
Andrea Rosen Gallery, New York. Looking at Words: The
Formal Use of Text in Modern and Contemporary Works
on Paper. November 2-December 31.

2006
Orchard, New York. Heard Not Seen. March 10-April 9.
Museum Ludwig, Cologne. Das achte Feld:
Geschlechter, Leben und Begehren in der Kunst seit
1960. August 19-November 12.
Museum of Contemporary Art, Antwerp. Academy:
Learning from Art. September 15-November 26.
Generali Foundation, Vienna. CONCEPT HAS NEVER
MEANT HORSE. September 15-December 17.
Goteborgs Konsthall, Sweden. Art Link. October 6,
2006-January 7, 2007.
Elizabeth Dee Gallery, New York. Adrian Piper, Eric
Baudelaire, Josephine Meckseper, Wayne Gonzales.
November 4-December 23.
National Gallery of Canada, Ottawa. Art Metropole: The
Top 100. December 1, 2006-April 1, 2007.

2007
Kiinstlerhaus Bethanien, Berlin. Normal Love:
Precarious Sex. Precarious Work. January 19-March 4.
Cornell Fine Arts Museum, Winter Park, Florida.
Crossing the Line: African American Artists in the
Jacqueline Bradley and Clarence Otis, Jr. Collection.
January 19-April 22.
Museum fiir Gegenwartskunst Siegen, Germany.
Tanzen, Sehen. February 18-May 28.
Museum of Contemporary Art, Los Angeles. WACK!
Art and the Feminist Revolution. March 4-July 16.
Traveled to The National Museum of Women in the Arts,
Washington, D.C., September 21-December 16; P.S.1
Contemporary Art Center, Long Island City, New York,
February 17-May 12, 2008; and Vancouver Art Gallery,
October 4, 2008-January 11, 2009.
Galerie Lelong, New York. Role Play: Feminist Art
Revisited, 1960-1980. March 15-April 28.
Frankfurter Kunstverein, Frankfurt. Whenever It Starts
It Is the Right Time: Strategies for a Discontinuous
Future. March 23-May 6.

Centre d'art Contemporain, Geneva. | AM MAKING
ART: 4 Studies on the Artist's Body; Chapter 3: Identité et
Transformation. March 27-April 8. Traveled to Centro de
Arte Contemporaneo Huarte, Spain, November 1, 2008~
February 1, 2009.

Barbican Art Gallery, London. Panic Attack! Art in the
Punk Years. June 5-September 9.

The Museum of Modern Art, New York. Lines, Grids,
Stains, Words. June 13-October 22. Traveled to Porto
Museu de Arte Contemporanea de Serralves, Portugal,
May 10-June 22, 2008; and Museum Wiesbaden,
Germany, September 28, 2008-January 18, 2009.
Spazierengehen als Kunstform. Uber die allmahliche
Verfertigung der Gedanken beim Gehen, Kunstraum
Kreuzberg/Bethanien, Berlin. WALK. September-
October.

Neue Gesellschaft fir bildenden Kunst, Berlin.
Multitasking-Synchronitat als kulturelle Praxis/
Multitasking: Synchronicity as a Cultural Practice.
September 1-October 7.

Spelman College Museum of Fine Art, Atlanta. Cinema
Remixed & Reloaded: Black Women Artists and the
Moving Image since 1970. September 14-December 8.
Traveled to Contemporary Art Museum, Houston,
October 18, 2008-January 4, 2009.

John Hansard Gallery, University of Southampton,
England. Live Art on Camera. September 18-

November 10. Traveled to SPACE, London, March 15~
April 18, 2008.

Centro Galego de Arte Contemporanea, Santiago

de Compostela, Spain. Gender Battle. September 25-
September 27.

Justina M. Barnicke Gallery, University of Toronto.
Scotiabank Nuit Blanche: Night School. September 29.
The Museum of Modern Art, New York. Multiplex:
Directions in Art, 1970 to Now. November 21, 2007~

July 21, 2008.

2008
Nordana, Skelleftea, Sweden. The Space Between.
March 16-June 1. Traveled to Gavle Konstcentrum,
Sweden, January 14-March 4, 2009.
16th Biennale of Sydney. Revolutions—Forms That Turn.
June 18-September 7.
The Menil Collection, Houston. June 27-September
21. NeoHooDoo: Art for a Forgotten Faith. Traveled to
P.S.1 Contemporary Art Center, Long Island City, New
York, October 19, 2008-January 26, 2009; and Pérez Art
Museum Miami, February 20-May 24, 2009.
Deutsche Guggenheim, Berlin. Freeway Balconies.
July 5-October 10.
The Museum of Modern Art, New York. Here Is Every.
Four Decades of Contemporary Art. September 10,
2008-March 23, 2009.
The Laboratory of Art and Ideas at Belmar, Lakewood,
Colorado. In Plain Sight: Street Works and Performances,
1968-1971. September 24, 2008-January 4, 2009.
Hamburger Bahnhof—Museum fiir Gegenwart, Berlin.
Dekonstruktion des Kiinstlermythos—Ich kann mir nicht
jeden Tag ein Ohr abschneiden/Cult of the Artist:
“I can't just slice off an ear every day.” October 3, 2008-
February 22, 2009.
Galeria Pauza, Krakow. We Are Technology: Tapes from
the 1960s and 70s. November.
Beaver Projects, Copenhagen. Swingtime: Freestyle.
November-December. Traveled to Charlotte Fogh
Contemporary, Aarhus, Denmark, December 2008~
February 2009.
Museum of Contemporary Art, Chicago. USA Today.
November 8, 2008-March 15, 2009.
Akademie der Kiinste, Berlin. re.act.feminism:
performance art of the 1960s and 70s today (video
archive). December 13, 2008-February 8, 2009. Traveled
to International Festival of Contemporary Arts, City of
Women, Ljubljana, Slovenia, March 10-March 29, 2009;
Kunsthaus Erfurt, Germany, April 19-May 10, 2009;
Centro Cultural Montehermoso, Vitoria-Gasteiz, Spain,
October-December 2011; Galerija Miroslav Kraljevi¢,

Zagreb; Wyspa Institute for Art, Danzig, Poland;
Museum of Contemporary Art, Roskilde, Denmark;
Tallinn Art Hall; Fundacio Antoni Tapies, Barcelona; and
Akademie der Kiinste, Berlin.

2009
Museu da Républica, Rio de Janeiro. Nds. January-April.
Solomon R. Guggenheim Museum, New York.
The Third Mind: American Artists Contemplate Asia
1860-1989. January 30-April 19.
Justina M. Barnicke Gallery, University of Toronto.
Funkaesthetics. February 12-March 23. Traveled to
Confederation Centre of the Arts, Charlottetown,
Canada, November 21, 2009-February 28, 2010.
Walker Art Center, Minneapolis. The Quick and the
Dead. April 24-September 27.
Museu d’Art Contemporani de Barcelona, Spain. The
Uncertainty Principle. May 15-June 12.
Centre for Contemporary Art FUTURA, Prague. The
Eventual. May 16-August 9.
Centre Georges Pompidou, Paris. elles@
centrepompidou: Women Artists in the Collection of
the Musée national d'art moderne, Centre de création
industrielle. May 27, 2009-February 21, 2011. Exh. cat.
The Museum of Modern Art, New York. Looking at
Music: Side 2. June 10-November 30.
Haus Der Kulturen Der Welt, Berlin. In Transit 09:
Resistance of the Object. June 11-June 21.
Supportico Lopez, Berlin. The Show Continues Upstairs.
June 20-July 25.
Center for Book Arts, New York. Racism: An American
Family Value. July 8-September 12.
Wadsworth Atheneum, Hartford. The MATRIX Effect.
July 25, 2009-January 3, 2010.
Lentos Kunstmuseum Linz, Austria. See This Sound.
Promises in Sound and Vision. August 28, 2009~
January 10, 2010.
Den Frie Centre of Contemporary Art, Copenhagen.
Fri PORTO. September 19-October 18.
Julia Stoschek Foundation, Diisseldorf. 100 Years
(version #1, Duesseldorf). October 10, 2009-July 29,
2010. Organized with P.S.1 Contemporary Art Center
and Performa. Traveled to P.S.1 Contemporary Art
Center, Long Island City, New York, November 1, 2009~
May 3, 2010 (as 100 Years [version #2, ps1, nov 2009]);
Garage Center of Contemporary Culture, Moscow,
June 19-September 17, 2010 (as 100 Years of
Performance [version #3, Moscow, June 2010]); and
Boston University Art Galleries, January 19-March 25,
2012 (as 100 Years [version #4 Boston, 2012]).
Fotogalerie Wien, Vienna. Performance im Bild und im
Medialen Ubertrag.

2010
Denison Museum, Denison University, Granville, Ohio.
Close Encounters 2: Acts of Social Imagination.
January 22-March 22.
Synagogue de Delme, France. Self as Disappearance.
February 19-May 23.
Bowery Poetry Club, New York. Selected Infinite
Extensions Arbitrarily Constrained Featuring the Late
Sol LeWitt and Adrian Piper. March 19-May 2.
Walker Art Center, Minneapolis. The Talent Show.
April 10-August 15.
Aboas Vetus & Ars Nova Museo, Turku, Finland. Klangi.
September 10-October 31.
29th Bienal de Sao Paulo. There Is Always a Cup of Sea
to Sail In. September 25-December 12. Traveled to
Palacio das Artes, Belo Horizonte, Brazil, January 18-
March 20.
Hayward Gallery, London. Move: Choreographing You.
October 13, 2010-January 9, 2011. Traveled to Haus
der Kunst, Munich, February 4-May 15, 2011; K20
Kunstsammlung Nordrhein-Westfalen, Disseldorf,
July 16-September 25, 2011; and National Museum of
Contemporary Art, Seoul, June 6-December 8, 2011.
Museum of Contemporary Art, Chicago. Without You
I'm Nothing: Art and Its Audience. November 20, 2010-
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May 1, 2011.

Middlesbrough Institute of Modern Art,

England. Drawing in Progress. November 26, 2010-
March 20, 2011.

201
Neuberger Museum of Art, Purchase College, State
University of New York. The Deconstructive Impulse:
Women Artists Reconfigure the Signs of Power, 1973~
1991. January 15-April 3. Traveled to Nasher Museum
of Art at Duke University, Durham, North Carolina,
September 15-December 31; and Contemporary Arts
Museum, Houston, January 21-April 15, 2012.
Weatherspoon Art Museum, University of North
Carolina, Greensboro. Weatherspoon Art Museum:
70 Years of Collecting. February 6-May 1.
David Zwirner, New York. Proofs and Refutations.
March 11-April 30.
Center for Art, Design and Visual Culture, University
of Maryland, Baltimore. Where Do We Migrate To?
March 17-April 30. Traveled to Sheila C. Johnson
Center for Design, Parsons, The New School, New York,
February 2-April 15, 2012; Contemporary Art Center,
New Orleans, October 6, 2012-January 20, 2013;
Varmlands Museum, Karlstad, Sweden, September
19, 2015-February 22, 2016; and Peeler Art Center, De
Pauw University, Greencastle, Indiana, September 8-
December 9, 2016.
Murray Guy, New York. Vision Is Elastic. Thought Is
Elastic. April 21-June 4.
Hessel Museum of Art, Bard College, Annandale-On-
Hudson, New York. If You Lived Here, You'd Be Home by
Now. June 25-December 16.
FRAC Bourgogne, Chateauneuf-en-Auxois, France. A
corps perdu. July 8-September 11.
Museum der Moderne, Salzburg. Role Models-Role
Playing. July 23-October 30.
De Kabinetten van de Vleeshal, Middelburg, the
Netherlands. In Deed: Certificates of Authenticity in
Art. September 10-October 9. Traveled to Fondazione
Bevilacqua la Masa, Venice, October 14-November 4;
Khoj International Artists’ Association, New Delhi,
November 18-December 16; Mumbai Art Room,
January 13-February 10, 2012; Nero HQ, Rome,
February 3-March 2, 2012; John M. Flaxman Library
Special Collections, School of the Art Institute of
Chicago, March 30-April 28, 2012; Salt Beyoglu,
Istanbul, Spring 2012; The Drawing Center, New York,
November 8-December 16, 2012; and Weatherspoon
Art Museum, University of North Carolina, Greensboro,
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Circuit centre d'art contemporain, Lausanne. Play Bach.
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Muzeum Sztuki, Lodz, Poland. Eyes Looking for a Head
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Coreana Museum of Art, Seoul. Show Me Your Hair.
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New Museum, New York. The Last Newspaper:
Contemporary Art, Curating Histories, Alternative
Models. October 6, 2010-January 9, 2011.
Tate Liverpool. Alice in Wonderland. November 4, 2011-
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e contemporanea di Trento e Rovereto, Italy, February
23-June 3, 2012; and Hamburger Kunsthalle, June 22-
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Centre Georges Pompidou, Paris. Danser sa vie.
November 23, 2011-April 2, 2012.
The Art Institute of Chicago. Light Years: Conceptual
Art and the Photograph, 1964-1977. December 13, 2011-
March 11, 2012.

2012
Museum of Contemporary Art, Chicago. This Will Have
Been: Art, Love & Politics in the 1980s. February 11-
June 3. Traveled to Walker Art Center, Minneapolis,
June 30-September 30; and Institute of Contemporary
Art, Boston, October 26, 2012-January 27, 2013.
SITE Santa Fe. Time-Lapse. February 18-May 20.

ZKM Center for Art and Media, Karlsruhe, Germany.
Moments. A History of Performance in 10 Acts.

March 8-April 29. Traveled to Lunds Konsthall, Sweden,
December 1, 2012-February 10, 2013 (as Moments

on Moments/Dance Is Present); and Museum of
Contemporary Art Antwerp, February 22-May 12, 2013
(as Moments on Moments).

Palais de Tokyo, Paris. La Triennale: Intense Proximité.
April 20-August 26.

Museum of Contemporary Art, Los Angeles. Ends of
the Earth: Art of the Land to 1974. May 27-September 3.
Traveled to Haus der Kunst, Munich, October 11, 2012-
January 20, 2013.

National Museum of Art, Architecture and Design,
Oslo. | Wish | Was a Song: Music in Contemporary Art.
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Elizabeth A. Sackler Center for Feminist Art, Brooklyn
Museum, New York. Materializing “Six Years”: Lucy

R. Lippard and the Emergence of Conceptual Art.
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International Center of Photography, New York.

The Rise and Fall of Apartheid: Photography and the
Bureaucracy of Everyday Life. September 14, 2012~
January 6, 2013. Traveled to Haus der Kunst, Munich,
February 15-May 26; Padiglione d’Arte Contemporanea,
Milan, July 8-September 15; and Museum Africa,
Johannesburg, February 13, 2014-April 30, 2015.

New Museum, New York. Come Closer: Art around the
Bowery, 1969-1989. September 19-December 30.
Laure Genillard, London. Drop Me a Line.

September 21-November 24.

National Gallery of Art, Washington, D.C. Shock of the
News. September 23, 2012-January 27, 2013.

Artexte, Montreal. Sophie Belair Clement, 2 rooms equal
size, 1 empty, with secretary, (1). September 27, 2012-
January 26, 2013.

DeVos Art Museum, Northern Michigan University,
Marquette. You Complete Me: Mediating Relationships in
Contemporary Art. October 1-November 11.

Seattle Art Museum. Elles: SAM: Singular Works by
Seminal Women Artists. October 11, 2012-February 17,
2013.

Serpentine Gallery, London. Memory Marathon.
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Museum of Contemporary Art, Los Angeles. Blues for
Smoke. October 21, 2012-January 7, 2013. Traveled to
Whitney Museum of American Art, New York, February
6-April 28, 2013.

LENTOS Museum, Linz, Austria. Vollmilch: Der Bart als
Zeichen. October 26, 2012-February 17, 2013.

KOW Gallery, Berlin. Believers. November 10, 2012~
February 3, 2013.

Contemporary Arts Museum, Houston. Radical
Presence: Black Performance in Contemporary Art.
November 17, 2012-February 15, 2013. Traveled to

Grey Art Gallery, New York University, September 10~
December 7, 2013 (artwork withdrawn); Studio Museum
in Harlem, New York, November 14, 2013-March 9,
2014 (artwork withdrawn); and Walker Art Center,
Minneapolis, July 24, 2014-January 4, 2015 (artwork
withdrawn).

2013
Kunsthalle, Basel. Museumsnacht. January 18.
David Kordansky Gallery, Los Angeles. The Assistants.
January 18-February 23. Exh. cat
Generali Foundation, Vienna. Amazing! Clever!
Linguistic! An Adventure in Conceptual Art. January
18-April 21.
Haus der Kulturen der Welt, Berlin. The Whole Earth:
California and the Disappearance of the Outside.
April 26-July 7.
Palazzo delle Esposizioni, Rome. Empire State:
New York Art Now. April 22-July 20. Traveled to
Galerie Thaddaeus Ropas, Paris, November 17, 2013~
February 15, 2014.
Kumu Art Museum, Estonia. Afterlives of Gardens.
May 10-September 8.

Socrates Sculpture Park, New York. Do It! May 12-July 7.
For a complete list of traveling venues, see:
www.curatorsintl.org/special-projects/do-it/more.

La Virreina, Barcelona. This Is Not a Love Song:
Interfaces between Visual Arts and Pop Music. May 21-
October 13.

Karst, Plymouth, England. Individual Order. June 15-
July 21.

Institut francais des Pays-Bas, Amsterdam. Ce lieu
n'est pas la maison de Descartes. June 26-July 19.

El Museo Universitario Arte Contemporaneo (MUAC),
Mexico City. Pulso alterado. August 17, 2013-January 12,
2014.

Rongwrong, Amsterdam. And How Are You Otherwise?
September 15-November 3.

Friedrich Schiller Universitat Jena, Germany.
BrandSchutz, Mentalitdten der Intoleranz. September 21-
November 17.

4th Athens Biennale. AGORA. September 29-
December 1.

Kunstmuseum Bern. The Weak Sex-How Art Pictures
the New Male. October 18, 2013-February 9, 2014.
Centre d'art contemporain—la synagogue de

Delme, France. Schizophonia. October 26, 2013~
February 16, 2014.

Museum Abteiberg, Moenchengladbach, Germany. In
Order to Join—Politisch in einem historischen Moment.
December 8, 2013-March 16, 2014. Traveled to Dr. Bhau
Daji Lad Mumbai City Museum, November 1-December
14, 2014; and Goethe Institute/Max Mueller Bhavan,
Mumbai, February 26-April 19, 2015.

2014
Contemporary Art Museum, St. Louis. Readykeulous
by Ridykeulous: This Is What Liberation Feels Like™.
January 24-April 13. Traveled to Institute of
Contemporary Art, University of Pennsylvania,
Philadelphia, September 19-December 28.
Dallas Biennial. February 1-May 31.
Hammer Museum, Los Angeles. Take It or Leave It:
Institution, Image, Ideology. February 9-May 18.
Kunstnernes Hus, Oslo. In These Great Times.
February 21-April 14.
Museo Nacional Centro de Arte Reina Sofia, Madrid.
Playgrounds. April 30-September 22.
8th Shenzhen Sculpture Biennale, OCT Contemporary
Art Terminal, China. We Have Never Participated.
May 16-August 31.
Walker Art Center, Minneapolis. Art Expanded,
1958-1978. June 14, 2014-March 1, 2015.
La Panacée, Montpellier, France. Une lettre arrive
toujours. July 18-November 16.
Hebbel am Ufer, Berlin. Strut Your Stuff. August 16-31.
Traveled to Dansens Hus, Stockholm, August-
September.
Institute for Curatorial Practice, Hampshire College,
Ambherst, Massachusetts. Sometimes a Traveler: Women,
Othered Bodies, and the Colonizing Gaze (online
exhibition).

2015
SPACE, Pittsburgh. UNLOADED. February 13-April 26.
Traveled to Northern lllinois University Art Museum,
Dekalb, August 24-October 25; Handwerker Gallery,
Ithaca College, New York, February 3-March 6, 2016;
Urban Institute for Contemporary Arts, Grand Rapids,
Michigan, March 31-May 5 and July 5-31, 2016;
Indianapolis Museum of Contemporary Art, October 7-
December 31, 2016; Bolivar Art Gallery, University of
Kentucky, Lexington, January 20-February 18, 2017;
Minneapolis College of Art and Design, June 2-July 16,
2017; and Harris Art Gallery, University of La Verne,
California, September 5-October 26, 2017.
Raven Row, London. Five Issues of Studio International.
February 26—May 3.
Nottingham Contemporary, England. Glenn Ligon:
Encounters and Collisions. April 3-June 14.
56th International Art Exhibition of La Biennale di



Venezia, Central Pavilion in the Giardini, Venice. All the
World's Futures. May 9-November 22.

La Halle, Pont-en-Royans, France. De /'un(e) a l'autre.
October 23-December 30.

2016
Dominique Lévy, New York. Drawing Then: Innovation
and Influence in American Drawings of the Sixties.
January 27-March 26.
DUVE, Berlin. *"MIRRORS*. March 3-April 16.
9. Berlin Biennale. Organized by KW Institute for
Contemporary Art. June 4-September 18.
Museum der Moderne, Salzburg. Making Spaces: From
the Collections. October 22, 2016-April 17, 2017.

2017
Walker Art Center, Minneapolis. | am you, you are too.
September 7, 2017-October 27, 2020.
MAMCO, Museé d’Art moderne et contemporain,
Geneva. Narrative Art. October 11, 2017-February 4,
2018.
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Collection Adrian Piper Research Archive
Foundation Berlin
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Emi Fontana Collection
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Collection Simona & Francesco Fantinelli
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Charcoal and colored pencil on paper
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Collection Liz and Eric Lefkofsky
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Collection Adrian Piper Research Archive
Foundation Berlin
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7. Over the Edge. 1965

Oil on canvas
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Collection Adrian Piper Research Archive
Foundation Berlin
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Oil on canvas
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Collection Simona & Francesco Fantinelli
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Emi Fontana Collection
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10. LSD Self-Portrait from the Inside Out. 1966
Acrylic on canvas
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Emi Fontana Collection
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11. LSD Self-Portrait with Tamiko. 1966
Acrylic on canvas
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Private collection
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12. LSD Self-Portrait. 1966

Pencil on paper
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Collection Adrian Piper Research Archive
Foundation Berlin
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*13. Phillip Zohn. 1966
Charcoal on paper
21x17in.(53.3 x43.2cm)
Collection Adrian Piper Research Archive
Foundation Berlin
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Oil on canvas
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Collection Adrian Piper Research Archive
Foundation Berlin

15. Alice in Wonderland: Alice and the Pack
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24 x 18 in. (61 x 45.7 cm)

Collection Konrad Baumgartner, Milan
p.103
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p.103
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Collection Konrad Baumgartner, Milan
p.103

18. LSD Alice sketch #1.1966
Rapidograph pen and ink on paper
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Collection Adrian Piper Research Archive
Foundation Berlin
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Collection Adrian Piper Research Archive
Foundation Berlin
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Collection Adrian Piper Research Archive
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p.105

24. Over the Edge 1 (Study). 1967

Pencil on notebook paper
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Collection Adrian Piper Research Archive
Foundation Berlin

p.104

25. Over the Edge 2 (Study). 1967

Pencil on notebook paper
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Collection Adrian Piper Research Archive
Foundation Berlin

p.104

26. Over the Edge 3 (Study). 1967

Pencil on notebook paper
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Collection Adrian Piper Research Archive
Foundation Berlin

p.104

27. Untitled Self-Portrait. 1967 (later signed “1968")

Pencil and charcoal on paper

11 x 8%in. (27.9 x 21.6 cm)

Collection Sands and Robin Murray-Wassink,
WASSINIQUE INC., Amsterdam

p. 111

28. The Barbie Doll Drawings. 1967

Rapidograph pen, ink, and/or pencil on thirty-five
sheets of notebook paper

Each 8%2 x 5%z in. (21.6 x 14 cm)

The Museum of Modern Art, New York. Acquired

through the generosity of Catie and Donald Marron,
The Friends of Education of The Museum of Modern
Art, Carol and Morton Rapp, Richard S. Zeisler Bequest

(by exchange), Committee on Drawings and Prints
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Fund, and Monroe Wheeler Fund
pp.108-10

29. Drawings about Paper and Writings about
Words #1.1967

Pencil on notebook paper

11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p.112

30. Drawings about Paper and Writings about
Words #2.1967

Cut-and-pasted paper bag and pencil on
notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

31. Drawings about Paper and Writings about
Words #4.1967

Cut-and-pasted paper, pencil, and charcoal on
notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

32. Drawings about Paper and Writings about
Words #5.1967

Pencil and charcoal on notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Louise Fishman

p. 113
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33. Drawings about Paper and Writings about
Words #6.1967

Cut-and-pasted paper, pencil, charcoal, and pastel
on notebook paper

11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 114

34. Drawings about Paper and Writings about

Words #8.1967

Cut-and-pasted paper and pencil on notebook paper
11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 115

35. Drawings about Paper and Writings about

Words #10. 1967

Cut-and-pasted paper and pastel on notebook paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

36. Drawings about Paper and Writings about

Words #11.1967

Cut-and-pasted paper and pencil on notebook paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 116

37. Drawings about Paper and Writings about

Words #12.1967

Cut-and-pasted paper and pencil on notebook paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

38. Drawings about Paper and Writings about
Words #13.1967

Pastel on notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

39. Drawings about Paper and Writings about

Words #14.1967

Cut-and-pasted paper and pastel on notebook paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

40. Drawings about Paper and Writings about

Words #15.1967

Cut-and-pasted paper and pastel on notebook paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

41. Drawings about Paper and Writings about

Words #16. 1967

Cut-and-pasted paper and pastel on notebook paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 117

42, Drawings about Paper and Writings about

Words #17.1967

Cut-and-pasted paper and pencil on notebook paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Gregory R. Miller and Michael Wiener

p. 118

43. Drawings about Paper and Writings about
Words #18.1967

Pencil on notebook paper

11 x 8Y%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

44. Drawings about Paper and Writings about
Words #20. 1967

Pencil on notebook paper

11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

45. Drawings about Paper and Writings about

Words #21.1967

Pencil on notebook paper in plastic sleeve with crayon
11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive

Foundation Berlin

46. Drawings about Paper and Writings about
Words #22.1967

Pencil on notebook paper

11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

47. Drawings about Paper and Writings about
Words #23.1967

Colored felt-tip pen on graph paper

11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

48. Drawings about Paper and Writings about
Words #24.1967

Felt-tip pen on graph paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p.119

49. Drawings about Paper and Writings about
Words #25.1967

Gouache on graph paper

11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p.120

50. Drawings about Paper and Writings about
Words #26.1967

Felt-tip pen on graph paper

11x 8%in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

51. Drawings about Paper and Writings about
Words #27.1967

Gouache on graph paper

11x 8%2in. (27.9 x 21.6 cm)

Collection Gregory R. Miller and Michael Wiener
p.121

52. Drawings about Paper and Writings about
Words #28.1967

Gouache on graph paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

53. Drawings about Paper and Writings about
Words #29.1967

Gouache on partially sun-exposed graph paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

54. Drawings about Paper and Writings about
Words #31.1967

Cut-and-pasted paper, charcoal, and pencil on
notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

55. Drawings about Paper and Writings about
Words #32.1967

Pencil on notebook paper

11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

56. Drawings about Paper and Writings about
Words #33.1967

Pencil on notebook paper

11x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p.122

57. Drawings about Paper and Writings about
Words #41.1967

Ink on notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Dona Nelson

58. Drawings about Paper and Writings about
Words #42.1967

Pencil and pastel on notebook paper

11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

59. Drawings about Paper and Writings about
Words #43.1967

Pencil and colored pencil on notebook paper
11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

60. Drawings about Paper and Writings about

Words #44.1967

Cut-and-pasted paper and pencil on notebook paper
11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

61. Drawings about Paper and Writings about
Words #45.1967

Pencil on notebook paper

11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

62. Drawings about Paper and Writings about

Words #46.1967

Cut-and-pasted paper bag, charcoal, and pencil on
notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

The Museum of Modern Art, New York.

The Judith Rothschild Foundation Contemporary
Drawings Collection Gift (purchase, and gift, in part,
of The Eileen and Michael Cohen Collection)

p.123

63. Drawings about Paper and Writings about

Words #47.1967

Pencil and charcoal on notebook paper

11 x 8% in. (27.9 x 21.6 cm)

The Museum of Modern Art, New York.

The Judith Rothschild Foundation Contemporary
Drawings Collection Gift (purchase, and gift, in part,
of The Eileen and Michael Cohen Collection)

p.124
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64. Drawings about Paper and Writings about

Words #48.1967

Pencil on notebook paper in plastic sleeve with crayon
11 x 8% in. (27.9 x 21.6 cm)

The Museum of Modern Art, New York.

The Judith Rothschild Foundation Contemporary
Drawings Collection Gift (purchase, and gift, in part,
of The Eileen and Michael Cohen Collection)

p.126

65. Drawings about Paper and Writings about
Words #49.1967

Pastel on notebook paper

11x 8%in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p.125

66. Drawings about Paper and Writings about
Words #50.1967

Pencil on notebook paper

11 x 8/%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

67. Drawings about Paper and Writings about
Words #51.1967

Pencil and pastel on notebook paper

11 x 8%in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p.127

68. Drawings about Paper and Writings about
Words A. 1967

Pencil, charcoal, and glue on notebook paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

69. Drawings about Paper and Writings about
Words B. 1967

Pencil, charcoal, and glue on notebook paper
11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

70. Drawings about Paper and Writings about
Words C. 1967

Pencil, charcoal, and glue on notebook paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

71. Drawings about Paper and Writings about

Words D. 1967

Cut-and-pasted paper and pencil on notebook paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

72. Drawings about Paper and Writings about

Words E. 1967

Cut-and-pasted paper and pencil on notebook paper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

73. Drawings about Paper and Writings about
Words F. 1967

Cut-and-pasted paper and colored pencil on
notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

*

74. Drawings about Paper and Writings about
Words G. 1967

Cut-and-pasted paper and colored pencil on
notebook paper

11x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

75. Drawings about Paper and Writings about
Words H. 1967

Cut-and-pasted paper and colored pencil on
notebook paper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

76. Drawings about Paper and Writings about

Words I. 1967

Cut-and-pasted paper and pencil on notebook paper
11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

77. Drawings about Paper and Writings about
Words K. 1967

Cut-and-pasted paper and ink on notebook paper
11x 8%in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

78. Nine-Part Floating Square. 1967

Pencil and gesso on nine canvases, with pencil
on wall

Each canvas 24': x 24'2in. (62.2 x 62.2 cm);
overall 66 x 66 in. (167.6 x 167.6 cm)

Collection Gregory R. Miller and Michael Wiener
p.131

79. Double Recess. 1967

Masonite, wood frame, gesso, paint, and metallic paint
(refabricated 2017)

36 x 60 x6in.(91.4 x152.4 x 15.2 cm)

Collection Adrian Piper Research Archive

Foundation Berlin

p.129

80. Protruded Rectangle Canvas. 1967
Masonite on wooden frame (refabricated 2018)
72 x 36 in. (182.9 x 91.4 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

81. Recessed Square. 1967

Masonite on wood frame (refabricated 2017)
36x36x9in.(91.4x91.4 x229cm)
Collection Adrian Piper Research Archive
Foundation Berlin

p.128

82. Sixteen Permutations of a Nine-Part Floating
Square. 1968

Pencil on graph paper and tape

22 x22in.(55.9 x 55.9 cm)

Collection Gregory R. Miller and Michael Wiener
p. 130

83. Here and Now. 1968

Cardboard portfolio with text on graph paper and text
on mimeographed paper taped to box; and text on
sixty-four loose sheets of mimeographed paper

Each sheet 9 x 9in. (22.9 x 22.9 cm)

Collection Alan Cravitz and Shashi Caudill

pp. 37,135

*

*

84. Sixteen Permutations of a Planar Analysis of a
Square. 1968

Mixed-medium installation. Photostat and wood model
Photostat 32% x 217 in. (83.5 x 55.5 cm); model:

10% x 10% x 8% in. (27 x 26.4 x 20.6 cm)

Collection Adrian Piper Research Archive

Foundation Berlin

pp. 136,137

85. 3-2-1 Cube 3-2-1 Cube (Permutations on a
Suspended Cube). 1968

Colored ink, colored pencil, and pencil on graph paper
15 x 22% in. (38.1 x 56.5 cm)

Collection Adrian Piper Research Archive

Foundation Berlin

p.134

86. A Three-Dimensional Representation of Infinite
Divisibility. 1968

Pencil and colored pencil on graph paper

172 x 22% in. (44.4 x 56.5 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p.132

87. Infinitely Divisible Floor Construction. 1968
Mixed-medium installation. Tape and particle board
(refabricated 2002)

47%in. x 13 ft. 9% in. (120 x 420 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p.133

88. Five Unrelated Time Pieces (Meat into Meat). 1968
Notebook with typescript page, eight photographs,
and text mounted on colored paper

Each page 9% x 11%2in. (241 x 29.2 cm) or 11%2 x 9%z in.
(29.2x24.1cm)

Collection Paul & Karen McCarthy

pp. 142,143

89. A Conceptual Seriation Arrested at Four Points in
Time. 1968

Notebook with six typescript pages; twenty-five
photographs and text mounted on colored paper; and
cut-and-pasted text on four sheets of colored paper
Each page 11 x 8!z in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive

Foundation Berlin

90. Hypothesis: Situation #3 (for Sol LeWitt). 1968-69
Typescript on mimeographed paper;

gelatin silver prints and ink on graph paper;

and two photolithograph pages

11 x 8%2in. (27.9 x 21.6 cm); 11 x 337 in. (27.9 x 86 cm);
and each 11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive

Foundation Berlin

pp. 144,145

91. Hypothesis: Situation #5.1968-69

Typescript on mimeographed paper;

gelatin silver prints and ink on graph paper;

and two photolithograph pages

11x 8%in. (27.9 x 21.6 cm); 11 x 33 %4 in.

(27.9 x 85.7 cm); and each 11 x 82 in. (27.9 x 21.6 cm)
Generali Foundation Collection—Permanent Loan to
the Museum der Moderne Salzburg

92. Hypothesis: Situation #6.1968-69

Typescript on mimeographed paper;

gelatin silver prints and ink on graph paper;

and two photolithograph pages

11 x 8%2in. (27.9 x 21.6 cm); 11 x 18 in. (27.9 x 45.4 cm);
and each 11 x 8%z in. (27.9 x 21.6 cm)

Walker Art Center, Minneapolis. T. B. Walker
Acquisition Fund

pp. 146,147
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93. Hypothesis: Situation #10.1968-69

Typescript on mimeographed paper;

gelatin silver prints and ink on graph paper;

and two photolithograph pages

11 x 8% in. (27.9 x 21.6 cm); 11 x 17346 in.

(27.9 x 43.6 cm); and each 11 x 8%z in. (27.9 x 21.6 cm)
Generali Foundation Collection—Permanent Loan to
the Museum der Moderne Salzburg

p. 35

94. Utah-Manhattan Transfer. 1968

Pencil and ballpoint pen on cut-and-pasted maps,
mounted on two pieces of foam core

First panel 13% x 14%6 in. (33.7 x 36 cm); second panel
12 x12in. (30.5 x 30.5 cm.)

Collection Adrian Piper Research Archive Foundation
Berlin

pp. 138,139

95. Parallel Grid Proposal for Dugway Proving Grounds
Headquarters. 1968

Two typescript pages; ink and colored ink on fourteen
sheets of paper; architectural tape on acetate over ink
on thirteen photostats; and ink on cut-and-pasted map,
mounted on colored paper

Twenty-five sheets each 82 x 11 in. (21.6 x 27.9 cm); two
sheets each 82 x 1246 in. (21.6 x 32.2 cm);

three sheets each 11 x 8%2in. (27.9 x 21.6 cm)

Collection Beth Rudin DeWoody

pp. 140, 141

96. Art-Sale Event. 1968

Typescript page

11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p.155

97. Two Recent Works. 1968

Three typescript pages

Each 11 x 8%z in. (27.9 x 21.6 cm)
Collection Adrian Piper Research Archive
Foundation Berlin

p.154

98. Concrete Infinity 6 inch Square [“This square
should be read as a whole . .. "]. 1968

Typescript page in square mat

11 x 8% in. (27.9 x 21.6 cm)

Collection Alan Cravitz and Shashi Caudill
p.153

99. Concrete 8” Square [”
measure 8”..."].1968
Ink and tape on graph paper, mounted on foam core;
and typescript page

21%2 x 8%2in. (54.6 x 21.6 cm) and 11 x 8%z in.

(27.9 x 21.6 cm)

The Museum of Modern Art, New York. Gift of
Gilbert B. and Lila Silverman Instruction Drawing
Collection, Detroit

p.152

The sides of this square

100. Seriation #1: Lecture. 1968

Sound work. Audio, 00:29:17

Collection Adrian Piper Research Archive
Foundation Berlin

101. Seriation #2: Now. 1968

Sound work. Audio, 00:17:36

Collection Adrian Piper Research Archive
Foundation Berlin

Nineteen Concrete Space-Time-Infinity Pieces. 1968-69
Notebook with fifteen pageworks. Ring binder with
nineteen typescript pages in plastic sleeves

Each page 11 x 8 %2 in. (27.9 x 21.6 cm); binder

11'%6 x 10%6 x 1%2in. (30 x 26.8 X 3.9 cm)

Generali Foundation Collection—Permanent Loan

to the Museum der Moderne Salzburg

102. Seriation #2 (Now) (November 11, 1968) (1968),
in Nineteen Concrete Space-Time-Infinity Pieces
Typescript page

11 x 8% in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

p.162

103. Seriation #3 (November 14, 1968) (1968), in
Nineteen Concrete Space-Time-Infinity Pieces
Typescript page

11 x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

*104. Untitled Statement (“My present work is
involved...”) (1968), in Nineteen Concrete
Space-Time-Infinity Pieces
Typescript page
11 x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

105. Taped Lecture on Seriation (given November 7,
1968) (1968), in Nineteen Concrete Space-Time-
Infinity Pieces

Typescript page

11 x 8% in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

p.156

106. Taped Lecture on Seriation (given October 30,
1968) (1968), in Nineteen Concrete Space-Time-
Infinity Pieces

Typescript page

11 x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

107. Untitled (Elements: Wristwatch A,

Wristwatch B) (1968), in Nineteen Concrete
Space-Time-Infinity Pieces

Typescript page

11 x 8% in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

108. Untitled (“If you are a slow reader . .. ") (1968),
in Nineteen Concrete Space-Time-Infinity Pieces
Typescript page

11x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

pp. 53,157

109. Untitled (“ENIL EHT ...") (1968), in Nineteen
Concrete Space-Time-Infinity Pieces

Typescript page

11 x 8% in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

110. Untitled (“The time needed to read a line . ..")
(1968), in Nineteen Concrete Space-Time-Infinity
Pieces

Typescript page

11x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

p.158

111. Untitled (“This piece stands in a ratio of 1:3...")
(1968), in Nineteen Concrete Space-Time-Infinity
Pieces

Typescript page

11 x 8% in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

p.159

112. Untitled (“The bottom surface area...") (1968),
in Nineteen Concrete Space-Time-Infinity Pieces.
Recto of Untitled (“The upper surface area...")
Typescript page

11 x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

p.160

113. Untitled (“The upper surface area..."”) (1968),
in Nineteen Concrete Space-Time-Infinity Pieces.
Verso of Untitled (“The bottom surface area...")
Typescript page

11 x 8% in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

p. 161

114. Text of a Piece for Larry Wiener, 1/14/69 (1969),
in Nineteen Concrete Space-Time-Infinity Pieces
Three typescript pages; and ballpoint pen on
graph paper

11 x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

Note: This work was made for the artist

Lawrence Weiner.

p.163

115. 0 to 9 (for Vito Acconci) (1969), in Nineteen
Concrete Space-Time-Infinity Pieces

Typescript page

11x 8%in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

p.170

116. Three Untitled Projects [for O to 9]: Some Areas in
the New York Area. 1969

Three booklets of typescript pages, with paper bands
Each booklet, closed 11 x 8%z x ¥ in. (27.9 x 21.6 x
.3cm); open17 x 11 x Ve in. (43.2 x 27.9 x .3 cm)

The Museum of Modern Art Library, New York

Nine Abstract Space-Time-Infinity Pieces. 1968-69
Notebook with eight pageworks. Ring binder with
twenty-nine sheets in plastic sleeves

Each page 11 x 8!z in. (21.6 x 27.9 cm); binder
11'%6 x 10%6 x 1%2in. (30 x 26.8 x 3.9 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

117. Untitled (“First page following . ..”) (1969), in
Nine Abstract Space-Time-Infinity Pieces.
Typescript page; and cut-and-pasted paper on
onionskin paper over graph paper with text

11 x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg
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118. Untitled (“The top side of the following page...")
(1969), in Nine Abstract Space-Time-Infinity Pieces
Typescript page

Each 11 x 8%z in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

p.166

119. Untitled (“The top side of the preceding
page...") (1969), in Nine Abstract Space-Time-
Infinity Pieces

Typescript page

Each 11 x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

120. Untitled (“1. Maps representing four types...")
(1969), in Nine Abstract Space-Time-Infinity Pieces
Eleven typescript pages

Each 11 x 8%z in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

121. Untitled (“1. Rectangles are located according
to co-ordinate position . ..") (1969), in Nine Abstract
Space-Time-Infinity Pieces

Three typescript pages and felt-tip pen on seven
photolithograph postcards

Each page 11 x 82 in. (27.9 x 21.6 cm); each
postcard

3% x5in. (8.9 x12.7 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

122. Untitled (“Two Pieces for 600 ft. Tape...")
(1969), in Nine Abstract Space-Time-Infinity Pieces
Typescript on graph paper

11 x 8% in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

123. Untitled (“Proposal: to exhibit this piece...”)
(February 10, 1969) (1969), in Nine Abstract
Space-Time-Infinity Pieces

Typescript page

11 x 8%21in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

p.168

124. Untitled (“Maps schematizing different
elements..."), 1-5/1969 (1969), in Nine Abstract
Space-Time-Infinity Pieces

Colored felt-tip pen on six maps mounted on
colored paper; and two typescript pages

Each 11 x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

pp. 164, 165

125. Untitled (“Street Works: Friday, April 18, 1969,
5-6 PM...") (1969), in Nine Abstract
Space-Time-Infinity Pieces.

Typescript page

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

pp. 54,169

126. Streetwork Streettracks I-I1I. 1969

Two performance soundtracks. Audio, 00:55:15
and 00:47:13

Collection Adrian Piper Research Archive
Foundation Berlin

127. Untitled (“The area described by the periphery of
this ad. . ..")/Area Relocation Series #2. 1969
Advertisement appearing in the Village Voice,

May 29, 1969. Newspaper page

Approx. 10'%s x 8% in. (27.8 x 21.9 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 171

128. Untitled Map/Circle. 1969

Five typescript pages, four photostats, and ink
on paper

Each 11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

129. Untitled: Groups. 1969

Seven black-and-white photographs and texts
with pencil on colored paper

Each 11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

pp. 174,175

130. Relocated Planes I: Indoor Series, 6/69.1969
Notebook with six typescript pages; ballpoint pen
on four typescript pages; twelve photostats of
architectural tape on acetate over photograph on
paper; and cut-and-pasted text on twelve sheets
of colored paper

Each page approx. 11 x 82 in. (27.9 x 21.6 cm)
Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

pp. 148,149

131. Relocated Planes II: Outdoor Series. 1969
Notebook with six typescript pages; ballpoint pen
on four typescript pages; twelve photostats of
architectural tape on acetate over photograph on
paper; and cut-and-pasted text on twelve sheets
of colored paper

Each page approx. 11 x 82 in. (27.9 x 21.6 cm)
Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

pp. 150, 151

132. World Work: One Event, Six Locations. 1969-70
Carbon copy of typescript page on onionskin

11 x 8% in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

133. Groups, in Studio International, March 1970. 1970

Four magazine pages
Each 12%6 x 2046 in. (31 x 52.5 cm)
The Museum of Modern Art Library, New York

134. Context #6.1970

Two typescript pages; ink on typescript page;
and ink and postage stamps on envelope

Each page 82 x 11in. (21.6 x 27.9 cm); envelope
9% x 4%e in. (24.1 x 10.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

135. Context #7.1970

Seven ring binders with typescript page and ink,
pencil, crayon, postage stamps, photographs, and
sugar package on paper

Each binder 11% x 11 x 3 in. (29.8 x 27.9 x 7.6 cm)
Walker Art Center, Minneapolis. T. B. Walker
Acquisition Fund

pp. 176,177

136. Context #8.1970

Binder with eighty-one flyers, mails, manifests,
and postcards

Binder 1146 x 10% x 3 in. (29.7 x 27.3 x 7.6 cm)
Collection Adrian Piper Research Archive
Foundation Berlin

137. Context #9.1970

Binder with one typescript page and ballpoint pen
and pencil on ninety-two sheets of paper

Binder 1146 x 10% x 3 in. (29.7 x 27.3 x 7.6 cm)
Collection Adrian Piper Research Archive
Foundation Berlin

138. Bach Whistled. 1970

Sound work. Audio, 00:45:00

Collection Adrian Piper Research Archive
Foundation Berlin

139. Concrete Infinity Documentation Piece. 1970
Handwritten text on notebook paper; and
black-and-white photographs and handwritten
text on fifty-six sheets of graph paper

Each sheet 10% x 82 in. (27.3 x 21.6 cm)

The Museum of Contemporary Art, Los Angeles.
Purchased with funds provided by the Drawings
Committee

pp. 182,185

140. Catalysis Ill. 1970

Documentation of the performance. Two gelatin
silver prints and text mounted on colored paper
Overall 82 x 11 in. (21.6 x 27.9 cm)

Photographs by Rosemary Mayer

Collection Thomas Erben, New York

p.180

141. Catalysis IV. 1970

Documentation of the performance. Two gelatin
silver prints and text mounted on colored paper
Overall 82 x 11in. (21.6 x 27.9 cm)

Photographs by Rosemary Mayer

Collection Thomas Erben, New York

pp. 77,181

142. Untitled Performance at Max’s Kansas City. 1970
Documentation of the performance. Four gelatin
silver prints

Each 3%se x 3%ein. (9 x 9 cm)

Photographs by Rosemary Mayer

Collection Adrian Piper Research Archive
Foundation Berlin

pp. 18,178,179

143. Food for the Spirit. 1971

Ring binder with fourteen gelatin silver prints and
forty-four annotated pages torn from a paperback
edition of Immanuel Kant'’s Critique of Pure Reason,
mounted on colored paper, in plastic sleeves
Binder 11 %2 x 10 x 1%z in. (29.2 x 25.4 x 3.8 cm)
Collection Thomas Erben, New York

pp.186-89

144. Food for the Spirit. 1971

Fourteen gelatin silver prints (reprinted 1997)
Each 14Y2 x 14'%e in. (37 x 37.7 cm)

The Museum of Modern Art, New York. The Family
of Man Fund

pp. 190-93

145. Infiltration, 6/71.1971

Carbon copies of two typescript pages on onionskin
Each 11 x 8%2in. (27.9 x 21.6 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

p. 56



*146. Phillip Zohn Catalysis. 1972
Documentation of the performance. Audio, 01:26:25
Collection Adrian Piper Research Archive
Foundation Berlin

147. The Mythic Being, Village Voice Ads. 1973-75
Advertisements appearing in the Village Voice.
Seventeen newspaper pages

Each 17 x 14 in. (43.2 x 35.6 cm)

The Museum of Modern Art, New York. Purchased
with funds provided by Donald L. Bryant, Jr.,

Agnes Gund, Marlene Hess and James D. Zirin,
Marie-Josée and Henry R. Kravis, Donald B. Marron,
The Edward John Noble Foundation, Katherine
Farley and Jerry Speyer, and Committee on Drawings
Funds in honor of Kathy Fuld

Note: See “Pageworks,” p. 333, for a full list of works.
pp. 194-98

148. The Mythic Being. 1973

Video excerpted from Other Than Art’s Sake (1973),
by Peter Kennedy. 16mm film transferred to video
(black and white, sound), 00:08:00

Collection Adrian Piper Research Archive
Foundation Berlin

p.199

*

149. The Mythic Being: I/ You (Her). 1974

Gouache, tempera, and cut-and-pasted paper
labels on ten black-and-white enlarged photographs
Each 8 x 5in. (20.3 cm x 12.7 cm)

Walker Art Center, Minneapolis. T. B. Walker
Acquisition Fund

pp.200-4

150. The Mythic Being Cycle I: 2/66.1974
Documentation of the performance rehearsal.
Audio, 00:14:00

Collection Adrian Piper Research Archive
Foundation Berlin

151. Stand-In #1: Rob. 1974

Documentation of the interactive performance
with Rob Rubin, with guitar composition by
Adrian Piper. Audio, 00:23:00

Collection Adrian Piper Research Archive
Foundation Berlin

152. The Mythic Being: Dancing. 1974
Fourteen gelatin silver prints

Each 10 x 8 in. (24.9 x 20.1cm)
Collection Adrian Piper Research Archive
Foundation Berlin

p. 205

153. The Mythic Being: | Embody Everything You Most
Hate and Fear.1975

Oil crayon on gelatin silver print

8 x10in. (20.1 x 24.9 cm)

Collection Thomas Erben, New York

p. 207

154. The Mythic Being: Cruising White Women. 1975
Documentation of the performance. Three gelatin
silver prints

Each 8 x 10 in. (20.3 x 25.4 cm)

The Eileen Harris Norton Collection

pp. 212, 213

155. The Mythic Being: Getting Back. 1975

Five gelatin silver prints

Each 15% x 11% in. (38.7 x 29.8 cm)

Generali Foundation Collection—Permanent Loan
to the Museum der Moderne Salzburg

*156. The Mythic Being: | Am the Locus #1-5.1975
Oil crayon on five gelatin silver prints
Each 8 x10in. (20.3 x 25.4 cm)
Smart Museum of Art, The University of Chicago.
Purchase, gift of Carl Rungius, by exchange
pp. 208, 209

157. The Mythic Being: Doing Yoga. 1975
Six gelatin silver prints

Each 10 x 8 in. (25.4 x 20.3 cm)
Collection Margaret and Daniel S. Loeb

158. The Mythic Being: It Doesn’t Matter Who

You Are. 1975

Oil crayon on three gelatin silver prints

Each 10 x 8 in. (25.4 x 20.3 cm)

Spencer Museum of Art, University of Kansas. Museum
Purchase: Helen Foresmen Spencer Art Acquisition
Fund

159. The Mythic Being: A 108.1975
Oil crayon on six gelatin silver prints
Each 25%2 x 17% in. (64.7 x 45 cm)
Collection Candace King Weir

pp. 81, 210, 211

*160. The Mythic Being: Say It Like You Mean It. 1975
Oil crayon on gelatin silver print
8 x10in. (20.1 x 24.9 cm)
Private collection

161. Mythic Being: Look but Don’t Touch (poster from
Montclair State College). 1975

Photolithograph (recto and verso)

11x17in.(27.9 x 43.2 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

162. I/You/(Us). 1975

Photostats mounted on six pieces of foam core
Each17 x14in. (43.2 x 35.5 cm)

Institut d’Art Contemporain, Rhone-Alpes

p. 206

163. Some Reflective Surfaces. 1975-76
Documentation of the audience-oriented performance
at the Whitney Museum of American Art, New York,
February 28, 1976. Two gelatin silver prints and 16mm
film transferred to video (color, sound), 00:15:27

Prints 19%2 x 15 in. (49.5 x 38.1cm) and 15 x 19 2 in.
(38.1x49.5¢cm)

Collection Adrian Piper Research Archive

Foundation Berlin

pp. 52, 216

164. Art for the Art World Surface Pattern. 1976
Mixed-medium installation. Constructed

wood environment, custom-printed wallpaper,
stenciled text, audio, and naked light bulb

7 ft. x 60 in. x 60 in. (213.4 x 152.4 x 152.4 cm)
San Francisco Museum of Modern Art.

Purchase through a gift of Shawn and Brook Byers
p. 215

165. This Is Not the Documentation of a
Performance. 1976

Ink on screenprint of newspaper article
49 x45in. (124.5 x114.3cm)
Collection Lonti Ebers, New York

p.214

166. Aspects of the Liberal Dilemma. 1978
Mixed-medium installation. Black-and-white
photograph framed under Plexiglas, audio,

and lighting

Photograph 18 x 18 in. (45.7 x 45.7 cm);
installation dimensions variable

Source photography: Dick Durrance II/National
Geographic (Cape Town, South Africa, 1977)
University of California, Berkeley Art Museum
and Pacific Film Archive. Gift of the Peter Norton Family
Foundation

pp. 84, 217

167. Political Self-Portrait #1 (Sex). 1979
Photostat

29% x 19% in. (75.3 x 49.9 cm)
Collection Margaret and Daniel S. Loeb
p. 220

168. Political Self-Portrait #2 (Race). 1978
Photostat

29% x19% in. (75.3 x 49.9 cm)
Collection Richard and Ellen Sandor

p. 221

169. Political Self-Portrait #3 (Class). 1980
Photostat

29% x 19% in. (75.3 x 49.9 cm)
Collection John Campione

p.222

170. Four Intruders Plus Alarm Systems. 1980
Mixed-medium installation. Constructed wood
environment, four photographs, light boxes, audio,
and headsets

Dimensions variable

The Ohio State University. Courtesy Wexner
Center for the Arts. Gift of the artist

171. It's Just Art. 1980

Documentation and video reconstruction of the
performance at Allen Memorial Art Museum,
Oberlin College, Oberlin, Ohio, Wednesday, April 23,
1980. Video (color, sound), 00:24:42; monitor,
photolithograph; ink on notebook paper; ink and
cut-and-pasted paper on fifteen gelatin silver prints;
and ink and cut-and-pasted paper on three sheets
of colored paper

Poster 14%s x 10'%s in. (35.9 x 27.5 cm); diagram

8 %2 x 11in. (21.6 x 27.9 cm); each print 11'%e x 8% in.
(30 x 21 cm); each collage 10 x 8 in. (25.4 x 20.3 cm)
Collection Adrian Piper Research Archive
Foundation Berlin

pp. 218, 219

172. Self-Portrait Exaggerating My Negroid Features.
1981

Pencil on paper

10 x 8 in. (25.4 x 20.3 cm)

The Eileen Harris Norton Collection

pp. 83,224

173. $10.00/Hour Drawing of Pontus Hulten. 1982
Pencil on paper

12 x 8% in. (30.5 x 22.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p.227

174. Portrait. 1983
Photostat

40 x 30 in. (101.6 x 76.2 cm)
Private collection

p.223
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175. Funk Lessons. 1983-84

Documentation of the group performance at University
of California, Berkeley, November 6, 1983. Video

(color, sound), 00:15:17

Collection Adrian Piper Research Archive

Foundation Berlin

p. 231

176. Funk Lessons Direct Mail Advertisement. 1983
Letterpress card with gold leaf

5% x 8% in. (14.6 x 22.2 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 231

177. Funk Lessons: A Collaborative Experiment in
Cross-Cultural Transfusion. 1984
Photolithograph

24 x 18 in. (61 x 45.7 cm)

The Museum of Modern Art Library, New York
pp. 60, 230

178. Assorted Anti-Post-Modernist Artifacts. 1984
Sound work. Audio, 00:10:00

Collection Adrian Piper Research Archive
Foundation Berlin

179. What Will Become of Me. 1985-ongoing
Two framed texts, glass jars, shelf, hair,
fingernails, and skin

Dimensions variable

The Museum of Modern Art, New York.

Gift of Gwen and Peter Norton

pp. 234,235

180. A Tale of Avarice and Poverty. 1985

Six texts and enlarged gelatin silver print

Each text 11 x 8%z in. (27.9 x 21.6 cm);

photograph 37 ¥4 x 25 % in. (94.6 x 64.1 cm)

The Wadsworth Atheneum, Hartford, Connecticut.
Purchased through the gift of James Junius Goodwin
pp. 232,233

181. My Calling (Card) #1 (Reactive Guerrilla Performance
for Dinners and Cocktail Parties). 1986-90

Performance prop. Printed card

1%ex 3%2in. (5x 9 cm)

Davis Museum and Cultural Center, Wellesley

College, Wellesley, Massachusetts. Museum purchase,
The Dorothy Johnston Towne (Class of 1923) Fund

p. 246

182. My Calling (Card) #2 (Reactive Guerrilla Performance
for Bars and Discos). 1986-90

Performance prop. Printed card

1%6x 3%2in. (5x 9 cm)

Davis Museum and Cultural Center, Wellesley

College, Wellesley, Massachusetts. Museum purchase,
The Dorothy Johnston Towne (Class of 1923) Fund

p. 246

183. My Calling (Card) #3 (Reactive Guerrilla Performance
for Disputed Territorial Skirmishes). 2012

Performance prop. Printed card

1'%e6 x 3%2in. (6 x 9 cm)

Collection Adrian Piper Research Archive

Foundation Berlin

p. 246

Exhibition note: Display of My Calling (Card) #1, #2, and
#3 includes a mixed-medium installation with pedestal,
stenciled sign, and cardholders. The sign is in the
collection of the Davis Museum and Cultural Center,
Wellesley College, Wellesley, Massachusetts.

184. Vanilla Nightmares #1.1986
Charcoal and oil crayon on newspaper
23% x 136 in. (60 x 34.8 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

185. Vanilla Nightmares #2. 1986

Charcoal and oil crayon on newspaper

22 x 28in (55.8 x 71.1cm)

Art Institute of Chicago. Margaret Fisher Endowment

186. Vanilla Nightmares #3.1986

Charcoal and oil crayon on newspaper

25% x13%in. (64.5 x 35.2 cm)

Walker Art Center, Minneapolis. T. B. Walker
Acquisition Fund

p. 236

187. Vanilla Nightmares #4a.1986
Charcoal on newspaper

23 x13%in. (58.4 x 34.9 cm)

Sara M. and Michelle Vance Waddell

188. Vanilla Nightmares #5.1986
Charcoal on newspaper

23% x 27% in. (60.3 x 70.5 cm)
The Heithoff Family Collection

189. Vanilla Nightmares #6.1986
Charcoal on newspaper

23 x13%in. (58.4 x 34.9 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 237

190. Vanilla Nightmares #9. 1986

Charcoal and oil crayon on newspaper

22 x13%in. (55.9 x 34.9 cm)

Walker Art Center, Minneapolis. T. B. Walker
Acquisition Fund

p. 238

191. Vanilla Nightmares #10.1986

Charcoal and oil crayon on newspaper

23 x13%in. (58.4 x 34.3 cm)

Walker Art Center, Minneapolis. T. B. Walker
Acquisition Fund

p. 239

192. Vanilla Nightmares #11. 1986
Charcoal on newspaper

23%e x 27% in. (59.5 x 69.5 cm)
Collection Adrian Piper Research Archive
Foundation Berlin

193. Vanilla Nightmares #12.1986
Charcoal on newspaper

23Y2 x13%2in. (59.7 x 34.3 cm)

The Museum of Modern Art, New York.
Gift of Gwen and Peter Norton

p. 240

194. Vanilla Nightmares #13. 1986
Charcoal on newspaper

23%e x 13%s in. (59.6 x 34.5 cm)
Collection Adrian Piper Research Archive
Foundation Berlin

195. Vanilla Nightmares #14.1986

Charcoal on newspaper

23% x14in. (59.7 x 35.6 cm)

Faulconer Gallery, Grinnell College Art Collection,
Grinnell, lowa

p. 241

196. Vanilla Nightmares #16.1987
Charcoal on newspaper

21% x 26%s in. (55 x 67 cm)
Collection Katharina Faerber
p.242

197. Vanilla Nightmares #17.1987
Charcoal and oil crayon on newspaper
22 x14in.(55.8 x 35.6 cm)

CS,NY

198. Vanilla Nightmares #18.1987

Charcoal on newspaper

22%6 x 1346 in. (56.4 x 34.8 cm)

Williams College Museum of Art, Williamstown,
Massachusetts. Gift of the American Academy and
Institute of Arts and Letters, New York; Hassam,
Speicher, Betts and Symons Funds

p. 243

199. Vanilla Nightmares #19. 1988
Charcoal on newspaper

22Ya x 27Yain. (56.5 x 69.2 cm)
Collection Adrian Piper Research Archive
Foundation Berlin

p.244

200. Vanilla Nightmares #20.1989
Charcoal on newspaper

23 x133%in. (58.4 x 34.9 cm)

Hammer Museum, Los Angeles. Purchase
p. 245

201. Close to Home. 1987

Fifteen photographs with text, fifteen texts,
and audio, 00:00:55

Each photograph with text 22 x 17 in. (55.8 x 43.1 cm)
and each text 11 x 17 in. (27.9 x 43.1 cm)

Museum of Fine Arts, Houston. Museum purchase
funded by Michael and Jeanne Klein

202. An Open Letter to Donald Kuspit
(Kuspit Extermination Fantasy). 1987

Pencil on paper

12 x 9in. (30.4 x 22.8 cm)

University of Colorado Art Museum, Boulder.
Gift of the artist

p. 228

203. An Open Letter to Donald Kuspit
(Kuspit Strangulation Fantasy). 1987

Pencil on paper

12 x9in. (30.4 x 22.8 cm)

University of Colorado Art Museum, Boulder.
Gift of the artist

p. 229

204. Think About It. 1987

Mock-up for billboard design. Rephotographed
newspaper images, transparent foil, text,

and watercolor

14 x 17 in. (35.6 x 43.2cm)

Sara M. and Michelle Vance Waddell

205. Funk Lessons Meta-Performance. 1987
Documentation of the participatory performance
and discussion. Video (color, sound), 00:42:00
Collection Adrian Piper Research Archive
Foundation Berlin

206. Colored People. 1987

Artist’s book

Publisher: Book Works, London, 1991

The Museum of Modern Art Library, New York
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207. My Calling (Card) #1 Meta-Performance. 1987-88
Documentation of the participatory performance
and discussion. Video (color, sound), 00:58:00
Collection Adrian Piper Research Archive
Foundation Berlin

208. A Conversation with Kinshasha Conwill. 1988
Documentation of the discussion. Audio, 01:22:24
Collection Adrian Piper Research Archive
Foundation Berlin

209. Merge. 1988

Video of Times Square LED billboard. Video (color,
silent), 00:00:56, endless loop

Collection Adrian Piper Research Archive
Foundation Berlin

p. 247

210. The Big Four Oh. 1988

Video installation. Video (color, sound),

00:47:32, with monitor, ring binder with 153 blank
sheets, two pages of handwritten text, forty
baseballs, disassembled plastic coat of armor in
fourteen pieces, and five bottles each containing blood,
sweat, tears, piss, or vinegar

Dimensions variable

Walker Art Center, Minneapolis. T. B. Walker
Acquisition Fund

p. 249

211. Cornered. 1988

Video installation. Video (color, sound), 00:17:00,
with monitor, birth certificates, table, and chairs
Dimensions variable

Museum of Contemporary Art, Chicago. Bernice
and Kenneth Newberger Fund

p. 248

212. Ur-Mutter #2: We Made You. 1989
Screenprinted text on black-and-white photograph,
mounted on foam core

40 x 23 in. (101.6 x 58.4 cm)

Source photography: Peter Turnley/Newsweek
Mount Holyoke College Art Museum, South Hadley,
Massachusetts. Purchase with the Eleanor H. Bunce
(Class of 1926) Art Acquisition Fund

p. 251

213. Ur-Mutter #8.1989

Screenprinted text on black-and-white
photograph, mounted on foam core

36 x 59% in. (91.4 x 151.1cm)

Source photography: Sonnabend Gallery/Artforum;
Peter Turnley/Newsweek

Collection Adrian Piper Research Archive
Foundation Berlin

p. 252

214. Free #2.1989

Screenprinted text on two black-and-white
photographs, mounted on foam core

48 x 31in. (121.9 x 78.7 cm) and 38 x 53 in.
(96.5 x 134.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 250

215. Why Guess #2.1989

Screenprinted text on two black-and-white
photographs, mounted on foam core

Each 36 x 30 in (91.5 x 76.2 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

216. Safe #1-4.1990

Mixed-medium installation. Screenprinted text on
four black-and-white photographs, mounted on foam
core and affixed to the corners of a room, with audio
30% x 42in.(76.8 x 106.7 cm); 24% x 39 Y4 in.

(62.5 x 99.7 cm); 307%s x 24'%6 in. (77.3 x 63.3 cm);
and 44%e x 39 in. (112.6 x 99.1 cm)

Source photography: Ebony; Ebony/General Fords
Corp.; Parsons School of Design; AT&T

Collection Adrian Piper Research Archive
Foundation Berlin

pp. 256, 257

217. Pretend #1.1990

Screenprinted text on eight black-and-white
photographs, mounted on foam core

Six prints each 12 x 8 in. (30.4 x 20.3 cm)

and two prints each 12 x 12 in. (30.4 x 30.4 cm)
The New School Art Collection, New York

p- 253

218. Pretend #2.1990

Screenprinted text on three black-and-white
photographs, mounted on foam core

44 x 22 in. (111.7 x 55.8 cm); 44 x 35 in.

(111.7 x 88.9 cm); and 44 x 31in. (111.7 x 78.7 cm)
Brooklyn Museum, New York. Purchased with
funds given by the Daniel and Joanna S. Rose Fund
pp. 254, 255

219. Pretend #3.1990

Screenprinted text on four photographs, mounted
on foam core; one photograph of pencil drawing
on graph paper

42Y> x 63 %in. (108 x 161.9 cm); 11% x 28 Y in.
(29.5 x 71.8 cm); 66 % x 28% in. (169.5 x 71.8 cm);
17% x 36%in. (44.5 x 92.1cm); 30 in. x 6 ft. 3 in.
(76.2 x 190.5 cm)

The Eileen Harris Norton Collection

220. Pretend #5.1990

Screenprinted text on nine photographs,
mounted on foam core

Each 24 x 24 in. (61 x 61 cm)

Siemens Fotosammlung, Pinakothek der Moderne

221. Please, God. 1991

Video (color, sound), 01:01:00

Collection Adrian Piper Research Archive
Foundation Berlin

222. Vote/Emote. 1990

Mixed-medium installation. Four wood booths

with swinging doors, four notebooks with preprinted
pages, pens, four photographs, light boxes, and
framed windows

7 ft. x 13 ft. 8%2in. x 48 % in. (213.4 x 417.8 x 123.8 cm)
Source photography: Kristine Larsen, Village Voice
(1988; Brooklyn, NY); Dick Durrance I, National
Geographic (1977; Cape Town, South Africa); Bruce
Davidson-Magnum, Newsweek (August 29, 1963;
Washington, D.C); Alon Reininger-Village Voice
(January 14, 1980)

Collection Adrian Piper Research Archive
Foundation Berlin

223. What It's Like, What It Is #3.1991

Video installation. Video (color, sound), constructed
wood environment, four monitors, mirrors, and lighting
Dimensions variable

The Museum of Modern Art, New York. Acquired

in part through the generosity of Lonti Ebers,
Marie-Josée and Henry Kravis, Candace King Weir,
and Lévy Gorvy Gallery, and with support from

The Modern Women's Fund

pp. 85, 258, 259

*

224. Black Box/White Box. 1992

Video installation. Video (color, sound), 00:30:00,

with two constructed wood environments, monitor,
four photographs, light box, audio, chairs, tables, tissue
boxes, and trash baskets

Dimensions variable

Generali Foundation Collection—Permanent Loan

to the Museum der Moderne Salzburg

pp. 268, 269

225. Decide Who You Are #1: Skinned Alive. 1992
Screenprinted images and text on three sheets

of paper, mounted on foam core

72 x 42in. (182.8 x 106.7 cm); 72 x 63 in.

(182.8 x 160 cm); and 72 x 42 in. (182.8 x 106.7 cm)
Collection Margaret and Daniel S. Loeb

pp. 260, 261

226. Decide Who You Are #6: You'r History. 1992
Screenprinted images and text on seven sheets

of paper, mounted on foam core

72 x42in. (182.8 x106.7 cm); 9 % x 7 in.

(24.8 x17.8 cm); 24 x 7 V4 in. (61 x 18.4 cm); 24 x 29 in.
(61x73.7 cm); 22 x 32 in. (55.9 x 81.3 cm); 20 x 24 %4 in.
(50.8 x 62.9 cm); and 72 x 42 in. (182.8 x 106.7 cm)
Mott-Warsh Collection, Flint, Michigan

pp. 262, 263

227. Decide Who You Are #15: You Don’t Want Me Here.
1992

Screenprinted images and text on three sheets of
paper, mounted on foam core

72 % 42in. (182.8 x 106.7 cm); 61% x 36 in.

(156.9 x 91.4 cm); and 72 x 42 in. (182.8 x 106.7 cm)
Collection Marilyn and Larry Fields

pp. 264, 265

228. Decide Who You Are #21: Phantom Limbs. 1992
Screenprinted images and text on four sheets of paper,
mounted on foam core

72 x 42in. (182.8 x 106.7 cm); 24 x 43 in.
(61x%109.2cm); 15 x 13 in. (38.1 x 33 cm); and 72 x 42 in.
(182.8 x 106.7 cm)

Source photography: Russell Harbour; David
Clendenen/U.S. Fish and Wildlife Service; Acey
Harper/People

Collection Adrian Piper Research Archive

Foundation Berlin

pp. 266, 267

229. Decide Who You Are, Right-Hand (Constant)
Panel Text. 1992

Sound work. Audio, 00:52:24

Collection Adrian Piper Research Archive
Foundation Berlin

pp.76,77

230.1/ Am Some Body, The Body of My Friends #1-18.
1992-95

Fifteen color photographs and three black-and-white
photographs

Each 8 x 12 in. (20.3 x 30.5 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

231. Art Talk: Xenophobia and the Indexical
Present. 1993

Documentation of the lecture. Video (color, sound),
01:22:00

Collection Adrian Piper Research Archive
Foundation Berlin
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232. Self-Portrait as a Nice White Lady. 1995

Oil crayon on black-and-white photograph

10 x 8in. (30.4 x 20.3 cm)

The Studio Museum in Harlem, New York.
Museum purchase made possible by a gift from
Barbara Karp Shuster, New York

p.225

233. Ashes to Ashes. 1995

Enlarged black-and-white photograph, two enlarged
color photographs, and text

48 x 30 in. (121.9 x 76.2 cm); 48 x 24 in. (121.9 x 61 cm);
18 x 30 in. (45.7 x 76.2 cm); and 24 x 30 in.
(61x76.2cm)

Collection Adrian Piper Research Archive

Foundation Berlin

pp. 270, 271

234. Philosophy Talk: A Kantian Analysis of Xenophobia.

1996

Documentation of the lecture. Video (color, sound),
01:24:52

Collection Adrian Piper Research Archive
Foundation Berlin

235. Self-Portrait 2000. 2001

Text and image on computer monitor
Dimensions variable

Collection Adrian Piper Research Archive
Foundation Berlin

236. The Color Wheel Series, First Adhyasa:
Annomayakosha #8.2000

Photostat mounted on foam core with laminate
56 x 36in. (142 x 91cm)

Collection Adrian Piper Research Archive
Foundation Berlin

237. The Color Wheel Series, First Adhyasa:
Annomayakosha #10. 2000

Photostat mounted on foam core with laminate
56 x 36in. (142 x 91cm)

Collection Adrian Piper Research Archive
Foundation Berlin

238. The Color Wheel Series, First Adhyasa:
Annomayakosha #15. 2000

Photostat mounted on foam core with laminate
56 x 36 in. (142 x 91cm)

Collection Adrian Piper Research Archive
Foundation Berlin

Artist’s note: in The Color Wheel Series, the artist
assigns a different combination of Pantone colors for
each viewing occasion, whether in print reproduction,
a gallery or museum setting, or projections for talks.

239. Das Gebetsrad Quadriert. 2001
Sound work. Audio, 00:32:57

Collection Adrian Piper Research Archive
Foundation Berlin

240. You/Stop/Watch: A Shiva Japan. 2002
Documentation of the performance. Video
(color, sound), 00:42:26

Collection Adrian Piper Research Archive
Foundation Berlin

p. 274

241. Everything #2.1.2003

Photograph photocopied on graph paper and
sanded with sandpaper, with printed text

8% x11in. (21.6 x 27.9 cm)

Stephen Schiffer

242. Everything #2.3.2003

Photograph photocopied on graph paper and
sanded with sandpaper, with printed text
8% x 11in. (21.6 x 27.9 cm)

Private collection

p. 276

243. Everything #2.5. 2003

Photograph photocopied on graph paper and
sanded with sandpaper, with printed text
11x 8 %2 in. (27.9 x 21.6 cm)

Private collection

p.277

244, Everything #2.6.2003

Photograph photocopied on vellum over inkjet print,
with printed text, combined in plastic sleeve

8% x 11in. (21.6 x 27.9 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

245. Everything #2.7.2003

Photograph photocopied on graph paper and
sanded with sandpaper, with printed text
82 x11in. (21.6 x 27.9 cm)

Private collection

p. 278

246. Everything #2.8. 2003

Photograph photocopied on graph paper and
sanded with sandpaper, with printed text
8% x11in. (21.6 x 27.9 cm)

Private collection

p. 279

247. Everything #2.9.2003

Photograph photocopied on graph paper and
sanded with sandpaper, with printed text
11x 8% in. (27.9 x 21.6 cm)

Private collection. Courtesy Flow Advisory

p. 280

248. Everything #2.10. 2003

Photograph photocopied on graph paper and
sanded with sandpaper, with printed text

11 x 8%2in. (27.9 x 21.6 cm)

Rothier Faria Collection

p. 281

249. Everything #2.11a. 2003

Photograph photocopied on graph paper and
sanded with sandpaper, with printed text
8% x 11in. (21.6 x 27.9 cm)

Private collection

250. Everything #2.11b. 2003

Photograph photocopied on graph paper and
sanded with sandpaper, with printed text
8%2 x11in. (21.6 x 27.9 cm)

Collection Elizabeth Dee Gallery, New York

251. Everything #2.12a. 2003

Photograph photocopied on paper and
sanded with sandpaper, with printed text
82 x 11in. (21.6 x 27.9 cm)

Collection J-E Van Praet

p. 282

252. Everything #2.12b. 2003

Photograph photocopied on graph paper and
sanded with sandpaper, with printed text

8% x11in. (21.6 x 27.9 cm)

Private collection

253. Everything #2.13.2003

Photograph photocopied on graph paper and
sanded with sandpaper, with printed text

8% x 11in. (21.6 x 27.9 cm)

Collection Lonti Ebers, New York

p.283

254. Everything #2.14. 2003

Photograph photocopied on vellum over inkjet print,
with printed text, combined in plastic sleeve

8% x11in. (21.6 x 27.9 cm)

Private collection

p.284

255. Everything #2.15. 2003

Photograph photocopied on graph paper and
sanded with sandpaper, with printed text

8% x 11in. (21.6 x 27.9 cm)

Collection Lonti Elbers, New York

p.285

256. Everything #3.2003
Sandwich-board performance

Collection Adrian Piper Research Archive
Foundation Berlin

p. 286

257. Everything #4.2004

Engraved mirror, gold leaf, and wood frame
13 x10in. (33 x 25.4 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 287

Exhibition note: Display includes two from an
edition of eight

258. Everything #5.1. 2004

Engraved Plexiglas and gold leaf, inserted into wall
48 x 24 in. (121.9 x 61 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 288

259. Everything #6.2004

Six digital prints on wallpaper

Each print 24 x 24 in. (61 x 61 cm)

Source photography: Portraits of Abraham Lincoln,
Medgar Evers, John F. Kennedy, Malcolm X,

Martin Luther King, Jr., and Robert F. Kennedy
Collection Adrian Piper Research Archive
Foundation Berlin

260. Shiva Dances with the Art Institute of Chicago.
2004

Documentation of the participatory performance-
lecture. Video (color, sound), 01:43:18

Collection Adrian Piper Research Archive
Foundation Berlin

pp. 67, 275

261. Passing beyond Passing. 2004
Documentation of the screening, lecture, and
discussion. Video (color, sound), 01:38:07
Collection Adrian Piper Research Archive
Foundation Berlin

262. Construct Madrid. 2005

Sound work. Four audio tracks, each 00:10:15
Collection Adrian Piper Research Archive
Foundation Berlin

263. Unite (Part | of The Pac-Man Trilogy). 2005
Animated video (color, silent), 00:43:37
Collection Adrian Piper Research Archive
Foundation Berlin

p.294
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264. The Spurious Life-Death Distinction
(Part Il of The Pac-Man Trilogy). 2006
Animated video (color, silent), 00:09:22
Collection Adrian Piper Research Archive
Foundation Berlin

p. 89,294

265. Bait-and-Switch (Part Ill of The Pac-Man Trilogy).
2008

Animated video (color, silent), 00:04:48

Collection Adrian Piper Research Archive

Foundation Berlin

p.294

266. Philosophy Talk: Intellectual Intuition in Kant’s First
Critique and Samkhya Philosophy. 2007
Documentation of the lecture and discussion. Video
(color, sound), 01:20:33

Collection Adrian Piper Research Archive

Foundation Berlin

267. Everything #19.1. 2008

White vinyl text on wall with 10% gray paint
Dimensions variable

Collection Adrian Piper Research Archive
Foundation Berlin

p. 292

268. Everything #19.2. 2007

Video (black and white, silent), 00:04:45
Collection Adrian Piper Research Archive
Foundation Berlin

p.293

269. Adrian Moves to Berlin. 2007
Documentation of the street performance.
Video (color, sound), 01:02:42

Video by Robert Del Principe

Collection Adrian Piper Research Archive
Foundation Berlin

p. 304

270. Philosophy Interview: Telling Time—Adrian Piper.
2007

Interview by Lynn Tjernan Lukkas. Video

(color, sound), 01:35:20

Collection Adrian Piper Research Archive
Foundation Berlin

271. Adrian Piper Interview: Rationality and the Structure
of the Self. 2007-10

Interview by Robert Del Principe. Video (color, sound),
01:01:43

Collection Adrian Piper Research Archive

Foundation Berlin

272. Everything #10. 2007

Participatory group performance
Commissioned by Creative Time, New York
Collection Adrian Piper Research Archive
Foundation Berlin

p. 289

273. Everything #17.2. 2007

Extensive-form decision tree. Vinyl wall print
Dimensions variable

Collection Adrian Piper Research Archive
Foundation Berlin

pp- 290, 291

274. Vanishing Point #2. 2009

Pencil and ballpoint pen on expense report sanded
with sandpaper

11 x 8%2in. (27.9 x 21.6 cm)

Annette Gentz and Pascal Decker Collection

p. 296

*

275. Vanishing Point #3. 2009

Pencil on credit application sanded with sandpaper
11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 297

276. Vanishing Point #4.2009

Pencil, colored pencil, and ballpoint pen on
employment application sanded with sandpaper
11 x 8% in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p.298

277. Vanishing Point #5. 2009

Ballpoint pen and pencil on employment application
sanded with sandpaper

11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p.299

278. Vanishing Point #6.1. 2009

Ballpoint pen, crayon, and pencil on weekly
expense-report form sanded with sandpaper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 300

279. Vanishing Point #6.2. 2009

Ballpoint pen, crayon, and pencil on weekly
expense-report form sanded with sandpaper
11 x 8%2in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 301

280. Vanishing Point #7.2009

Ballpoint pen and colored pencil on inventory form
sanded with sandpaper

11 x 8%z in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 302

281. Vanishing Point #8. 2011

Colored ink, ballpoint pen, pencil, and colored
pencil on inventory form

11 x 8%z in. (27.9 x 21.6 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 303

282. Mauer. 2010

Video installation. Thirty-six monitors, videos with
randomly programmed images, and fresh roses
Dimensions variable

Collection Adrian Piper Research Archive
Foundation Berlin

283. Everything #21.2010-13
Chalk on four vintage blackboards in lacquered
wood frames, each covered with the handwritten

sentence “Everything will be taken away” and mounted

on the wall at eye-level

Each 47% in. x 8 ft. 2%s in. (120 x 250 cm)
Rennie Collection, Vancouver

p. 295

284. The Humming Room. 2012

Voluntary group performance. Full-time museum
guard, empty room equipped to echo, and two text
signs, one above the door and one adjacent
Dimensions variable

Collection Adrian Piper Research Archive
Foundation Berlin

285. Mokshamudra Progression. 2012
Nine lithographs

Each 16 x 9 in. (40.6 x 22.9 cm)

Printer: Poligrafa Obra Grafica, Barcelona
Edition of 20

Collection Adrian Piper Research Archive
Foundation Berlin

286. Thwarted Projects, Dashed Hopes, A Moment of
Embarrassment. 2012

Digital file

Dimensions variable

Collection Adrian Piper Research Archive
Foundation Berlin

pp. 15, 306

287. The Probable Trust Registry: The Rules of the
Game #1-3. 2013

Installation and participatory group performance.
Embossed gold vinyl text on three walls with

70% gray paint, three circular gold reception desks with
stools, computer system, contracts, registry

of contact data for signatories, three administrators,
and self-selected members of the public

Each desk 6 ft. V46 in. (183 cm) diam. x 53 in. (160 cm)
high; installation dimensions variable

Hamburger Bahnhof-Museum fur Gegenwart,
Nationalgalerie, Staatliche Museen, Berlin

pp. 20, 308, 309

288. Imagine [Trayvon Martin]. 2013
Photolithograph

10%e x 10% in. (26.5 x 27.3 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

Artist’s note: This work can be downloaded
for free at www.adrianpiper.de/art/.

pp. 69, 307

289. Second Wave Feminism: Unfinished Business. 2014
Documentation of the lecture and discussion. Video
(color, sound), 01:49:41

Collection Adrian Piper Research Archive

Foundation Berlin

290. Howdy #6 [Second Series]. 2015
Ceiling-mounted light projection, closed
and locked door, and darkened hallway
Projection 36 x 36 in. (91.4 x 91.4 cm)
Collection Adrian Piper Research Archive
Foundation Berlin

p. 310

291. Never Forget. 2016

Wall print

31x33in.(78.7 x 83.8 cm)

Collection Adrian Piper Research Archive
Foundation Berlin

p. 311
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