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EL CHIN IS DRIVEN BY A FASCI-

netion with myths and ther ongns, a

thorough knowledge of his matenal, and
an imguisitive mingd thar secks o combine these de
meats in onder o realize meaning chrough memphor
in kis i-':l.I.IF!I:I]". |n|piul'-.nu i has wark lprinp fram
srifees that rmange from the physical and narusl
sciences to onental philosophy. In a decidedly studied
vet subjective manner, he uses an amy of detsiled
faces and accumulated inughts glesned from esateric
wntings and applies them in & highly personal and
interpactive way. As he has explained, "I did nex
wunt to bave o style. 1 did not want 1o have s particalar
ea. | wanted to be free of all thar."” Chin's sculprure
merges the clanty of rason with the mystery of
miwesan.

A ﬁFI-T-g-‘HI'ﬁI‘i'M- Chinese-Amencan, Chin lefr his
native Heouston foar years ago to live and work in
New York ':-'i!jl. Since then he has tried 10 find common
ground for his cultural heritge and the meny chal-
kenges facing a young American sculptor. Ar first these
COmCKLy r:igh'l: appear mutually exchissve, bui |J|_n_|q,|,“|'|
B CFEEETVE Erﬂl-HFrHM'EnE betweea Fast ard w-EII..
Chin has found significant places of overlip,

As pant of hs explomtion of how the rvs euliures
relare, Chin began his investigation of the Eastern
and Western sources of alchemy, the centunes-old
trﬂ o tramsform base mewls o gold. Alchemy

tes back to the Middle Ages and has intrigued mod-
€FF PSS, Fost rwl‘nl:h.' Marcel Duth.lm‘p. .ﬁ.ll.huuph
slchemy’s metapharical possibilicies engage Chin, he
i also interested e the opportunitics it presests to



HWhat I fike todo . . . 12 to focus our attention on the defenses we use to rationalize

away the uniquencss of the ‘other. '

stion within the world of contem v

Er‘. Mot only & highly roganded lrti!{P,]:Tl'l"IIIH
received Nutionul Endowment for the Arts and John
Simon Guggenheim fellowships and most recenily an
Award in the Visual Arts, she also has estabhshed an
I pressEvE academic career in philmnphy. i |ubl-r-rr
shie has taught—and continues 1o teach—at some of
the most prestigious universities in this country
Piper grew up in an upper-middle-cluss black family
in Manhertan, She attended a private school for
uffluent, Fr:dnmimnl]:,- white students ard went on
tor study art at the School of Visual Arts and philoss-
phy at the Ciry College of Mew York. She subse-
quently esrned s master’s degree and o dectorute at
Harvased Llmiversacy.

During the late 1960s and easdy 1970s, Piper came
ander the influence -rrfm:zptu: and Flchmmun.-n:
srviars such s Sal LeWict apd Yvonme Rainer. In
1967 Piper begmm to “carve up objects spatictempoml
by o infinire =rie, progressions, amd varatione,” 8
statement that chamcterizes her earliest concepiual
work. 2 In 1959 she worked as a rmplilmiul! and ad-
misscratve pssaptant at the Seth H-'rrgell.l.tl Li:.llrrj-.
the epicenter of the Conceptual Art movement in New
York. At a decsdedly young she was an active
panicipant in the intermatioeal art world, bemg 1n-
cluded in such watershed exhibitions o JHIDHMM.H
at the Museum of Moderm At n New York in 1970,
That vear, during which she began her study of phi-
leaophy, Piper says she “goe kicked out of the sre
warld for the fime ime”’ because of her gender.! She
began doing pedormances that “started going 1ato
izswes of ofherness and ostracism and ot kicked oar
a second time because of [her] mce.”

Fip-e:': recens ant lsunches a fiemce sttack on recist
sreimudes, which ahe believes are pn\':]em in Amen-
e 1o -m.:u-r!.- Her work has become more programmat
e tmplnying AEWIPEPET BNL MLgRIne th!nﬂnph
thar hiove been removed from ther nrg:lrl.lJ ontext,
dislocured, mnd rca]:rurml:d in arder o examme
sspects of recial viclence as well as the underdying
pavehological dimensions of Amercan society that
conrrsbuce 1o racist behavior. In fact, her work does
;nnl.'nh:.hl:.r mioire than rn.:r:l:,.' outlme these dements.
She hes ssated, It's hudable o I:|I'|:Il:|l.“|‘ and analyre

!- DRIAN PIPER HOLDS A SINGULAR

issues of menm. But my work really does not func-
tiop in that way, | sctually want to chinge people. |
wart my work to help poople stop boing mcist
{whether l:he:.l ask for thai |‘1E|p or not). IH'F': an
movies and encounter groups can change people, =0,
maybe, can art."™

In #Rat It v Leke, What It Is 82, 1991
conceived and produced for the Himhhorn Susc-
um’s Directions gallery, Piper haa crested an environ
mental installation that incompontes seven life-sme
free-standhng photographic cutouts* sath small audio
speakers that emit sounds of radio statie [figs. | and
2, wallpaper desigaed by the artise [fig. 3], and the
artng’s drawing of & black persoa’s head on an other-
wise blank rmph}'nenr :-p-]:li-clli'-:m |rrwl=| nepro-

Fig. 1. Wt I Lafe, Wikat Tt lp 87 199) [deraal, phmognpha; cuner)
Carnery e amim and Jobs Wtsr Galery, Mew York



ﬂu::ﬂll.rulph:n’.lm the wall u:l.rhrm relage o each
of the seven cutaur elements

Piper bas used wallpaper previoasly in her an.”
The wallpaper in WAt Tt Like, What It Is #2
rlrpmdul:u. and repests an EI1|.I.I'FI'I1=I'I.1 af the wrrist's
rendenng of the taditonal “Hear No Evil, 5ec No
Ewl, Epﬂk Mo Enl"E’uup thiree nu-nkq: un:i:us
mide by l.itle. one with hards over exrs, the nesr oh-
scuring its eyes, and the third covering its mouth.” It
was onginally drawn on graph paper, and thin blue
fines are discernible as & matr. The mpeated images
ENCOMEp the entire [Mrections p]l!l’r space like &

cyclomma.

The photogrephic cutouts, en ments from ad-
vertisements or news phas s depacting Cau-
casmn people, stand 1n the s of o

viewers a8 they enter the space. Two different social
classes are presented. In one group, three separste
scenes taken from advertisements for men's clothing
in the Meww Yord Times, models POFLAAT Upper-
mddk ar IJFFI"me men at I'EiIIJEE [E.E ]]. E r
has commented, “The stance, the bearing, the kind
uFM:mdﬂmnfnh:lthn.rhtkiﬁdn‘mr
command of ome’s p-h'grl-'in.l anwirnnmarnt, the waw
that the world 15 there for one . . . what fashxon
images try to do is to replicate the style of the indi-
vidisals who actually populate those environments.”
The other group of cutouts consints of images, pri-
|'I1I.f'l|!I UF '-‘ﬂ’f'h.“ TII_ FTHER rlilﬂ 'FF“TI nEem
photographs [fig- 2]. One reconds the angry reaction
of 2 white crowd rallying in the Bensonhurst area of
Brooklyn to taunt and curse black EEIETH Bk
after @ group of yoaths from Bensonhurs had killed
& young black man who had come to the predomi-
nantly white area t0 look at 2 car he had swen adwer-
tsed im the newspaper. Another depacts & group of
men, pckets pulled over their heads, leaving & courn-
heuse after being imdicted for the rucially motivaced
munder of @ black youth in their Howand Beach
neighbarhood in Breaklyn. A third image, thres men
dressed in suits and ties gesturing trnsmphantly,
shows the artorney for the oaly white man acquited

in the Howard Beach murder, Ranked by two uniden-

tified figures. A firal image & wken from che trial of
the Missimsppi sherifl's deputy charged with killing
three civil Aghts warkers in [M4, These hgurative
greups stand in the gallery, onented ot angles to one
ansther 8o thar wiewemn can see that the cutouts are

flat. The juxtaposition of the images on the sewen cut-

ezt o the nacleus af the inseallarion. F'i.-_Fcr AVEFS,

Fg. &L Wkt [t s Labe, Wkt IT L5 B85 1900 (detuil, phatoguphin
rensar] Comwep the arvimn sl faba Wites Gallery, Mew Tari

“The 3 from the fashion PREES - . . ArFE jus)
cluzudwwnmm of the images that sre uLm fram
these news stories, They embody power and arro-
Frun: mare komically because they are dimssociared
o |:-rh|:|.|l:l.r crimes that l:ll.gjlt sl them.™

In fact, the Mea for the cutouts was partially in-
1F'|r|rd I:r,r Wuhlrwnrl. D. C., sidewalk vendors wha
offer passersby the opportunity to be thu:ﬂgnphﬂi
with similarly flaz, hife-size photographic blowaps of
the likenesses of such Amencan I:EEEI"I'l'iﬂ as Is
dent George Bush, stars Michael Jackson or
Madonnas, or r Hulk H 5 to mame m fow®
In this imstallatsan, Piper has skifted the focos of the
encounter from the luminanes of our day to her
veriion of the anomymeus “everyperson” whose rucul
ind social politics play am important rele 1n engender-
ing feelings of deprivation andfor intimidation
thoss whe would Oppose or qunﬁm thvemm.

On each ol the cutout groups the artist has silk-
screened the word "Farget'” in large letvers in red
ink cver the lower central area of the image, and this
superimpoabtion of texx gives the FEFunJ Eroups a
particulasized . The ward “Forget" b waed
iranically because it = linked to phatographic
imagery, perhaps the one methed most often used o
remember event, In this sense, the ariat is sugpest-
ing 3 parsdox: the text veice insists that vicwen
forget the very images thar are staring back st them
with sisch foree. Morover, the reproduced drsng
of the black person’s head on the apphication form, a
full-face head booking directly at the viewer, also
have o word supenmposed over them in lurge better,
in the same coler red, in the same F’I‘I.:I'IJ area—1the



word “in” " Fomget” now appoans & a command from
dulmymmﬂmhunqmd led with
the drawing and the “it,” seems to have « double
meaning. Today, tit” is an expression of
exmperation or dishelief. In Piper's visual/li
mn:ll.l.num the forgeming is being doac by those
n rh#n:htwwinmudb- and, dutu,the
white pbopia
Further, the "1t” is douldy resosant because the
word and the image asociated with the word are
grammavically the object of the verb and, by exten-
sian, ehjectificd, When dscussing this inveallacion,
and the black figures in particular, the artise has said,
'I'hq' re silenoed, or at least whatever they are say-
ﬂnth-rhﬂrduundlmm:l The teat has an
ﬂl]h:l'l'l-"t fumnction,” Thus, Piper has constructed an
:hbnnu}'::rmphl.mtthn the action recorded by
the camern, which indicatcs not only a ect bat &
wrillful ebjectificition nf[m:pl: imtn the beoo-like
forms of 4 bureaucratic system, The arist :
in encasing the black behmnad IE: rec-
tangles on the application form, that black prople wre
captives of & system that employs or does not employ
them. Br exbEnEOn, GNE AR h-rdl'_r void thinkinsdf
the cirumatances under which the ancestors of
today’s African-Amencans came to this country—as
slaves, obiectified human beiags to be bought and
sold. The artist scems to that the plight of
Afncan-Ameoncans i seill IIIIEI"' restricoed e the
wicial and economic confines of a nIhrm thar i
driven by jobs and that em s hire hased
o educatmonal htiwnudpﬂﬂmﬂlrmmm
This effect s compounded by the rudio static and
the wallpaper of the monkeys. “The smtic comes
fram the Tpace between mdio stations, where !J\ingi
go i and ous and you can hear voxes and hear
snatches of meledy bu: not really anything Feeqt

naise . . . not tuned in! "Statse” also means ‘sall” and
connobes teniian, like “static in the air” *° The three
monkeys symbaolize those who i , remain blind

to, anl evade responmbibity for the scenes unfoldin
before them. T ke cutout Mgl groups—icons of
Muent diﬂrgl.ni and rmoal violeace—are the drumats
peranae 10 Fiper’s staging of the wicious of
maas inhumanicy 1o man, l.ih the best of all am,
her mlpp'lrlguflhu system is designed to propel asd
challenge a viewer to reconsider and reassess a subject
ke or she may take for Foriism
rethinking that the only hope for release from thas

dresdiul and deadly system of degradation lies. As

Piper explaias, 1 have a couple of agendas. One is
te depict in 4 kind of visceral way 10 '-'hi.q-.;‘rnupk
what 2" ke to be the object of this kind of thing.
The other is to get white people to own these feel-
ings, not only the racism, but abo to own the fears
and the pain thar really fuel racam, 3o that there can
be & lanle Wit mure mutual comprehension berween
the hlsck and the white communities.™

Ned Riffin
Chief Curator
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