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Toward a New Form of Community

Since 2018, we at Tokyo Arts and Space have conducted the TOKAS Project,
an exhibition designed to promote international cultural exchange through
collaborations with oversea artists, curators, and cultural facilities. In 2020,
for the third edition of the project, we engaged in a collaboration with the
artist COBRA, the director of the artist-run space XYZ collective, as co-
organizer. COBRA was originally inspired to launch the collective after taking
part in a residency program arranged by Tokyo Wonder Site (TWS, now
TOKAS) in Melbourne in 2010, and having an opportunity to experience an

art community that differed from that of Tokyo.

In this exhibition, we focused on international exchange efforts undertaken
by art communities, such as autonomous art spaces and artist-run spaces,
rather than museums and public institutions. We invited four art spaces,
located in Tokyo, Detroit, and Betlin, to introduce the current state of their
respective art community. Originally, the artists and directors were scheduled
to visit Japan, and engage in a direct dialogue with Japanese artists and others
working in the art world. However, due to the effects of the COVID-19,
people were prohibited from moving between countries, preventing foreign
visitors from entering Japan. This made it necessary to simply ship the works,
and set the exhibition up remotely. Spurred on by the health crisis, we also
made use of the new approach of online technology. This enabled us to foster
a deeper understanding with the directors by exchanging opinions on the

current state and future prospects for art in each city.

What emerged through these discussions was the fact that the circumstances
and issues differed from city to city. Yet, all of the artists who had created
these self-run spaces had something in common: they were all looking for

a way to change their environment or society because they were unsatisfied
with the existing system. Rather than trying to accomplish this by establishing
long-term goals, they chose a method in which they have continually tried to

challenge and change the form of their community by implementing a DIY

approach and engaging in a trial-and-error process. Through these efforts,
the directors came to understand the art market and its mechanisms in a way
that they never would have through their artistic activities alone. Moreover,
by expanding their network internationally, they broadened their perspective,
enabling them to apply the knowledge they had gained to their own activities
and those of other artists. In addition, they were able to share their work
with people all over the world by means of the web and social media, which
promised to provide them with more opportunities in the future. From here
on out, one can imagine that similar approaches will be taken to oversee new
communities, exchange ideas and opinions with others, activate exchanges,

and develop new relationships.

In closing, we would like to express our heartfelt gratitude to the participating
artists, directors, and the many others who provided us with their unstinting
cooperation in realizing this exhibition despite the difficult conditions related
to the pandemic.

Tokyo Arts and Space
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For the exhibition
COBRA

What needs to be done to allow artists to use their own individual artistic
activity to network internationally while living in Japan and give them more

opportunities to exhibit, both domestically and abroad, in the near future?

I first learned about artist-run spaces in February 2010. Although I was
active as an artist in Tokyo at the time, I was using my home as a studio and
basically just going through the motions while cooped up in my room. My
only source for information about the international scene was what I found
online by searching for “Contemporary Art Daily” and other than that I
might go visit familiar galleries or friends’ exhibition when I had a day off
from my part-time job. I didn’t know any curators or gallerists. I had zero
sense of being a part of the art scene in Tokyo, and I didn’t know anyone
involved in the art world within Japan, much less internationally. My guess is
that, back then, most of the people who had graduated from an art university
and began creating art were in a similar situation. I'm sure there were

exceptions, of course.

And then I was fortunate enough to have the opportunity to spend three
months abroad as an artist-in-residence as part of the Tokyo Wonder Site
program. That was in Melbourne, Australia. It was my first time to live
somewhere outside of Japan, and I can still remember how incredibly nervous
I felt. I remember hoping I would get lucky and end up dating an Australian
girl. But my English was poor and I ended up just spending most of my time
at the place where I was staying. One day, a Japanese artist who lived there
invited me to go to the opening of an exhibition, and I accepted the offer.
That turned out to be an incredible opportunity for me. The exhibition was
at an artist-run space called HELL GALLERY. The exhibition venue was the
garage of a regular house, and there was a band playing live in the next room
and they were barbecuing in the courtyard. I think there were at least 100
people there. The whole situation felt magical to me and I was filled with

excitement.

After I returned to Japan, I wanted to find out what kind of artists were in the
area and who was involved in the art world. I wanted to be a part of the art
scene in Tokyo and network with other artists, so I created the XYZ collective.
Then, in 2013, I found out about project booths at the NADA MIAMI Art
Fair. The booths were tiny and they were meant for newer galleries and non-
profit spaces, so the booth fees were cheap. When we found out about the
booths, we decided the collective would rent one. After exhibiting at the
NADA MIAMI Art Fair, our scope of activity began to expand not only

within Japan but internationally, as well.

The sense of being cut off while in Japan that I had felt in 2010 had more

or less faded, but with the expanded scope of activity and broadening of our
horizons to the international scene, that sense of isolation returned. So now
I'm searching for a way to address that. I think what the art scene in Japan

is lacking is the import and export of curation. It's true that such curation is
happening at art museums and international exhibitions, but it’s incredibly
limited when it comes to anything on a smaller scale. For me, the XYZ collective
is an experimental attempt to provide a platform for importing and exporting
curation at smaller spaces and on the individual level as a way of expanding
our scope of activity. I's my hope that this experiment will help broaden the
stage for more and more Japanese artists and create more opportunities for

international artists and spaces to exhibit here in Japan too.

This exhibition will feature two galleries from abroad which are already in
the international spotlight. One is Schiefe Zihne from Berlin, and the other
is What Pipeline from Detroit. Berlin is home to even more active artists
than Tokyo, with many thriving commercial galleries and alternative spaces.
Among those galleries, Schiefe Zihne has garnered a great deal of attention.
What Pipeline is a gallery which has already made a name for itself in Detroit,
and despite their young ages, the two co-directors have already managed to
create an exhibition program featuring well-known artists from around the
world. Both of these galleries have held numerous innovative exhibitions, and
by including them in this project, visitors will be able to get an idea of the art
scene in Europe and the US, as well as here in Tokyo via the activities of the
XYZ collective and 4649, making it a true international exchange exhibition.

2020.8.11
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In 2011, XYZ collective co-directors COBRA, Matsubara Soshiro (Artist), and Hattori
Madoka (Editor) began operating the XYZ collective artist-run space in a warchouse
they remodeled in Setagaya, Tokyo. In 2013, the collective exhibited at NADA Miami
Beach, marking the beginning of its interaction with international galleries and project
spaces. In recent years, the collective has been actively building a network based on the
relationships formed during those interactions and organizing international exchange
exhibitions, etc. Currently based in Sugamo, Tokyo, the collective has welcomed a
new co-director, Miyagi Futoshi (Artist), who also participated in the TWS Residency

program.
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The director's comment | Although humor can include elements of the absurd, the absurd is
not necessarily guaranteed to make us laugh. In fact, it can perplex us at times. Is it
okay to laugh at this? Or is it not? When we feel fear or find ourselves being at a scary
situation, we sometimes inadvertently laugh. We explored the border of humor and

other emotions at this exhibition.
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Artists

Bas Jan ADER
Trevor SHIMIZU
NAKANO Koji
HORI Nanami
Chadwick RANTANEN
COBRA
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(I tvb- A —29 =) Sunset through tree | 2020
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(IEIE (R)) Seiza (Large) | 2020
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(W F- UL SRHR) Extra innings at Koshien | 2020



ofyop

aA1129](03 )X

NINVINYY 391mpey)

U0 U AN 77 b

18090

Ewop | {Fx>Fnv/ AF) Candle / Roses | 2020
i center | (N2 TN F) Back of Hand | 2020
T bottom | (Z'wv2) Blocks | 2020



Tokyo

XYZ collective

Chadwick RANTANEN

Fvo 2 AY Crux Simplex | 2019

Y

(rov2 2

038/ 039



ofyop

811981109 ZAX

¥4409

NANRE

190 0%0

Y

(A=Y —F Ty (R—FFx7)— 74— 3—F)) Story ofegg (bird gallery for bird) | 2020



ofyop

811981109 ZAX

¥4409

£90|200

(Ab—=V = F T 29T (S=k¥x59—75—5=F)) Story of egg (bird gallery for bird) | 2020



Tokyo A= IIPRTH—FA 2V | %=

http://www.4-6-4-9.jp/

FLIs—
PHBRE. FKFE. SREOD
Directors

KOBAYASHI Yuhei, SHIMIZU Shogo, TAKAMIZAWA Yuu
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4649 is a curatorial project by Kobayashi Yuhei, Shimizu Shogo, and Takamizawa Yuu.
In addition to introducing the international art scene via exhibitions, the project is also
working to exhibit young artists from Tokyo at art fairs and galleries overseas. 4649 also
engages in curation, publication, etc. based on the three members’ own research and
interests as artists. Since 2018, the project has jointly operated an artist-run space, also

called 4649, in Sugamo, Tokyo together with the XYZ collective.
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The director’s comment | Each director chose a fellow artist who is connected in some way
to our own respective artistic research theme as three pairings: Shimizu and Kellogg,
Kobayashi and Murata, and Takamizawa and Delacruz. We introduced common
perspectives among the artist who were born around 1990 and had been living in
different places with great distance. We also showed our the direction of our own artist-

run space.
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Directors

Daniel SPERRY, Alivia ZIVICH
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What Pipeline is an artist-run gallery, founded in Detroit in 2013, bringing new
perspectives in contemporary art to Detroit. What Pipeline has presented artists and
collectives from Detroit, Chicago, Los Angeles, Frankfurt, Berlin, London, Sao Paolo,
Norway and New York, while introducing Detroit artists to audiences outside of the city
through off-site curatorial projects.

What Pipeline received the Artadia NADA NYC 2014 Artist Award and is also a two-
time recipient of Knight Foundation Detroit Arts Challenge awards.

AREOCT R MEOHMTRIS LT 2L, 2—E7 A%, BEoL
WYV R =t LT RILEL TRO3ADIER e LTz,
‘The director's comment | What Pipeline presented three artists. The work of these artists was

tied together by the spirit of individual looking, and a perspective filtered by humor,

anxiety, and even joy.
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(72 AF 27 V-5 ¥ Ay —F) Textural Landscape | 2010
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(M) Untitled | 1989

(MR (K48) ) Untitled (Angel) | 1989
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(M) Untitled | 2016

(M) Untitled | 2020
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Director

Hannes SCHMIDT
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Schiefe Zihne is an art space located on the ground level of a former workshop behind
a residential building in Prenzlauer Berg, Berlin. The program focuses primarily on solo
and two-person exhibitions with a central interest in discursive potential and enthusiasm
for experiments as parameters for artistic activities. Schiefe Zihne, which means “crooked
teeth” in German, is a program that includes a socio-political dimension. In a reality
increasingly focused on optimization, Schiefe Zihne considers it important to formulate
an exhibition program that asserts the space beyond motivations like visibility and

success.
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The director’s comment | The exhibited works developed various perspectives on the self
and the other(s), between self-perception, constructions and relations of self(s) in
the context of mediated images, as much as reflections on subjectivity in a rapidly

changing political and economic environment.
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http://www.schiefe-zaehne.com/
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Artists

Lukas QUIETZSCH
Richard SIDES
Philipp SIMON
Tom HUMPHREYS
Hélene FAUQUET
Ariane MULLER
Jonas LIPPS

Sophie REINHOLD
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(M) Untitled | 2017
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image, mesozoic, prelude, meltdown, nature, moment, overcome, biology, green-yellow | 2019
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As the directors were unable to come to Japan due to the coronavirus pandemic, we held
an online talk among participants across the globe. Everyone shared their insights on the

formation of art environments and spaces.

COBRA | It’s been almost 10 years since the XYZ collective [referred to below as “XYZ”] was
launched in 2011. Here in Japan, we’ve been communicating with both younger artists
and older galleries as we pursue our vision. Recently there have been a growing number

of interesting shows by younger artists at artist-run spaces, but right now, compared to
museums, there’s not a lot going on at galleries in terms of what you might call “importing
and exporting of curation.” If it weren’t for the pandemic, we would have been welcoming
What Pipeline [referred to below as “WP”] and Schiefe Zihne [referred to below as “SZ7]
here to connect with young Japanese artist-run spaces and galleries, and in the future, we
hope to carry out artist exchanges and hold exhibitions in one another’s spaces. In any
case, we see this exhibition as a starting point, and we hope it helps to build relationships

and lay the groundwork for future exhibitions at Tokyo Arts and Space moving forward.

Shogo | So, we’d like to hear from WP and SZ about the art scenes in Detroit and Berlin.
In Japan, the government has been giving out grants for cultural projects ahead of the
Tokyo Olympics and Paralympics, but under current circumstances, small organizations
like ours are not benefiting from these. Another trend is that in cities outside Tokyo,

the number of art festivals is growing, and we've been seeing a gradual increase in artists

running spaces over the last 10 years.

Daniel | In Detroit, too, there’s certainly been a rise in the number of artist-run spaces over
the last decade or so. These are independent or loosely organized spaces. At the same time,
there is a sense of stagnation, which seems similar to what you have in Tokyo, as COBRA

wrote about in the press release. | 1| We are also looking for more of the “importing and

exporting of curation” that was just mentioned.

Alivia | In 2013 when WP opened, Detroit already had artist-run spaces, but overall there
was a DIY, underground kind of feel to things, and it seemed like venues were only
interested in showing Detroit-based artists. The word “commercial” wasn’t really in our
vocabulary, and people were doing things themselves on a shoestring. Today we remain
independent and artist-run, but we also feel it's important to run a gallery in a way that's

commercially viable. Recently there’s been a trend toward more artist-run spaces featuring

artists from outside Detroit as well, as we’ve been doing.

COBRA | So, it sounds like there are a lot of artists in Detroit.

Alivia | There are a lot of artists, absolutely. We have had a bit of involvement with CAVE
Gallery | 21, a studio, gallery, and multi-purpose space that artists can use both to produce
and to exhibit work. At WP we’re not thinking about providing studio space or renting out

gallery space, though—we think of ourselves strictly as a gallery.

Hannes | In Berlin, too, we're seeing the number of spaces increasing. What makes it a little
different from some other cities is that, as you know, Berlin has a massive art scene. There
are hundreds of galleries, but buyers are mostly outside Berlin, so Berlin-based artists who
are internationally active are basically looking outside the city. Faced with this reality, we
decided we need to create artist-run spaces on our own. While the number of places like
this is growing, there are probably only about four spaces that are both artist-operated
and also gradually starting to think of themselves as commercial enterprises. I'm originally
an artist myself, and I ran a project-based, artist-run space for six years, but I didn’t have
much of a game plan. After doing curatorial work for a while, I moved to a commercial
gallery. The political and economic system here is complex and difficult in some ways, but
in any case, while I say our gallery is commercial, I try to think of it as a space for putting
interesting ideas into practice, rather than one that functions to generate profits for specific

artists.

Alivia | In that respect, there’s a lot in common with how we try to run WP in Detroit.

Shogo | WP and SZ, can you tell us about what motivated you when you launched your

spaces?

Alivia | Daniel and I were neighbors and used to get home from work around the same time,
so we were hanging out on our shared balcony, smoking weed and complaining about the
Detroit art scene. At that time NPOs had just gotten into the market, and the art scene
was changing in various ways. However, organizations below a certain size weren’t eligible
for grants. We thought more artists ought to be able to benefit from the aid that was out
there, and we needed to create an environment where artists could reach a bit wider of an
audience. So when we launched the space, it was with the feeling that we had no choice
but to do it ourselves, because there was no point in complaining about the situation when

commercial galleries were so scarce. Also, 've shown at several artist-run spaces myself, like
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Tom Humphreys’s space, | 3| and I thought it would be great to have my own space and

get other artists involved.

Hannes | In Berlin there are a lot of art grants, and they’re available to artist-run spaces
and spaces run by individuals as well. That’s a good thing, and of course funding is
important, but when you look into the details, each of these grants has its own scheme
and conditions. I began to wonder if I had to change my own scheme in order to obtain
money. It's common practice in Berlin to apply for grants many times, and if you don’t
get one you apply for another, you repeat this over and over. That's the reality of what
artists have to do to make a living. I had my doubts about this kind of dependence on
grants as an economic model, and realized that it would be better to be able to rely on
the art market. In the long run, I think artists can have more stable careers if they make a

living by selling works.

Alivia | It's exactly the same situation in Detroit. While there is money out there like grants
and subsidies from the government and nonprofits, there is little revenue to be had by
selling art in Detroit, and there are no collectors. Like in Berlin, you have to look outside

Detroit to find a buyer for your work. That's why we started participating in art fairs.

Daniel | And that situation was also our reason for starting our own gallery. Relying on
grants means you're dependent on that model, and depending on that model means
that as an artist you can only make the kind of work that gets grants. If that funding is a
prerequisite, there are restrictions on all your operations. I had doubts about this whole

environment, and I began to think about ways of using art in Detroit, to improve the city.

Yuu | Listening to the three of you, I really relate to your stories and respond to them
emotionally. There is a lot in common with the situation in Tokyo. I agree that trying
to make art while accepting grants from large organizations or the government is really

unhealthy and problematic.

Hannes | [ believe that when you get funding, you give up something in return, in terms

of loss of freedom. To obtain funding, you need ensure your space has the right agenda.

If you get a grant, you may be able to fund your projects and exhibitions, but it doesn’t
cover your own income. It would be nice if you could fund projects and shows with grants
and still have money to live on, but that's not how it works. With my own projects, too,
I've spent about half of each week doing other jobs and managed to scrape by that way.

All the while, I was thinking I needed to earn money and survive by doing something

I really believed in, so I started the gallery. We're trying to create a cycle where we're as
independent and financially self-supporting as possible. This means generating not just
enough cash to keep the place running, but also to share with other artists involved in our
projects. When I say this, a lot of people think 'm a dreamer or maybe just nuts, but this

makes me more motivated to do it.

cOBRA | Unlike Japan, Germany has countries that border on it, and the United States
has multiple major cities including Los Angeles and New York. Japan is an island nation,
and in general collectors of Japanese art are in the country or somewhere else in Asia.
Exhibitions of overseas artists at venues other than museums are smaller and less exciting
than in Europe and the US, so one thing I want to do is create opportunities to see work

by my favorite artists from overseas.

Shogo | Recently we've seen the diversification of venues such as alternative spaces, project

spaces, art centers, and artist-run spaces. How do each of you categorize your own spaces?

Yuu | We call it an artist-run space or a gallery. Recently I think we often identify it as an
“artist-run space” out of a strong awareness that we are artists ourselves, but honestly we

don’t think about it too much.

Hannes | SZ is a bit tricky to define. In Germany, you may or may not be eligible for
funding depending on what you call yourself. For example, there are certain grants you
can’t get if you call yourself a commercial gallery. So what you call yourself is a sensitive
issue, and defining a space can be quite a challenge. In Switzerland, for example, it's
possible to start out in the form of a project space, get a grant, then repurpose the space
and shift to another economic model. We kept going back and forth about whether to call
my place a gallery or a project space, but recently we’ve been calling it an artist-run gallery.
That's because, of course, we want people to buy work and we are conscious of sales as part
of what we do. When asked about the difference between a gallery and an artist-run gallery,

it’s hard to know what to say, but anyway an artist-run gallery is what we call ourselves.

COBRA | XYZ is also an artist-run gallery, but in the beginning we called it an artist-run
space. I think the reason for that is that there aren’t many artist-run spaces in Japan, and
we wanted to stand out by using that label. And it was sales of work that caused the change
to “artist-run gallery,” like Hannes said just now. I think the difference between commercial
and artist-run is whether or not you have a stable of artists. XYZ doesn’t represent any

artists on an ongoing basis, although we work as hard as a commercial gallery to sell things.
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So when we first start working with artists, we explain this to them. Not having artists we
officially represent is the result of my own stubborn insistence, of wanting to remain an

artist-run gallery.

Alivia | I know what you mean. Not having a roster of artists also means you try that much

harder on the commercial side of things.

Hannes | Actually, I have doubts about whether I could bring the same level of energy to
just showing the artists we represent, or repeatedly showing the same artists. I think it
would be difficult to maintain the same degree of passion if we were dealing with the
same people all the time, although from the perspective of collectors it might be better to

represent a particular group of artists.

coBRA | It’s like romance, isn’t it? You wonder if you can stay in love with the same person

forever.

Hannes | Has XYZ ever shown the same artist multiple times?

COBRA | Yes, we have. Basically we organize one solo show, talk with the artist, and let
them know that we care about them and we’ll do everything we can, just as if we were
representing them, even though we're not. Then two years later or so, we work with them
again. Our mentality isn’t far from that of a commercial gallery, in the sense that a newish
gallery and youngish artists should join forces and grow together. Part of this is raising the
prices of works, while recognizing that even if a gallery is closely tied to the market it's
still part of the cultural sphere, so the quality of the gallery and the artists is crucial. That
means, I think, the healthiest way is for gallery and artist to grow together, and for artists

to be affiliated with a gallery on an ongoing basis.

Daniel | On the topic of artists being affiliated with galleries, I think that part of a
commercial gallery’s job is carrying out administrative procedures like drawing up
contracts. The artists we work with at WP are all people we have personal connections
with, so it's not an employer-employee relationship, it’s mainly a relationship between
friends. In a relationship like that, it’s a little bit weird for a gallery to take responsibility
for a particular artist. We have ties based on mutual respect. Of course there are times
when you have to deal with some artists more formally, but it doesn’t feel right to treat
them as if they were land or real estate. Also, I think things change when you represent

artists, when you have a responsibility to sell their work, and those sales are also making

you money.

Alivia | 'This may sound like kind of a pipe dream, but I hope that running WP will
eventually be a full-time job. That's not the way things are now. 'm doing a lot of other jobs,
so it’s exhausting when I have to use a lot of my own time to sell works of art, and that’s not

it should be when an artist operates a space—it ought to be fun and exciting. And I think we
often see people getting burned out when money comes into the picture. It's a different story if

you're making tons of money, but I've certainly never been in that position.

coBRA | In Tokyo, it seems like commercial galleries are fairly new on the scene. There
aren’t many up-and-coming galleries, and the artists themselves don’t know much about
selling their work. Fun and excitement are important, but because there aren’t many new
galleries here, I feel that as an artist-run gallery we need to learn about commercial dealings
as we go and teach younger artists what we've learned, and right now we're doing our best

to gain expertise in this market where there’s really a lot of cash moving around.

Alivia | While managing an artist-run space, I've been learning all kinds of things. As society
constantly changes, it’s fascinating to start something and keep on learning. It’s particularly
interesting to not only make works of art, but also learn about all the various circumstances
surrounding them. Being at an artist-run space, working with major museums and
institutions, and learning about the business side of the art world, in other words about
people selling art at other galleries, you can get inside industry information that you can’t
get anywhere else, and I think that’s really important. Through this process I learn about

a world I didn’t know, and that both benefits me and lets me pass along knowledge to the
artists we support. It’s really wonderful to be able to support your artist friends’ careers

by delivering that information. If you are only an artist, you will only be working in your
studio, but every artist needs some kind of support, and when you build mechanisms to
deliver that support, then you end up having ongoing relationships with artists. An artist-
run space enables you to be more than just a single, solitary artist, in the sense that you can
connect with other spaces and understand how the market actually functions within that
network. I still think of myself as an artist, so I have more on my plate now that I'm doing

my art while also building on the knowledge I've acquired while running a space.

Shogo | There are similarities with 4649, where I often get to know artists on Instagram and
the web and end up showing their work. So, can you tell us something about funding and

how you procure funds for operation?
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Alivia | WP isn’t a nonprofit, so we're not eligible for grants. To get grants as a nonprofit
requires doing a lot of administrative work and having board members. I don’t want

to have people coming in and saying this or that, I don’t want to have to follow other
people’s instructions, so we launched WP in the form of a small business. There are
basically no restrictions on small businesses. That’s a basic principle in the US, this lack
of limitations, and it ended up being an advantage—hearing that we could do whatever
we want emboldened us when we started out. If you want to start a space in the US,

it’s a good idea to make it an LLC [limited liability company]. If you’re running a small
business, you can’t get any art-related grants from the government, so in effect you're often
leaning on the commercial world. So, I think it’s best to think first of all about whether
you’re starting a nonprofit operation and planning to be funded by grants, or starting a

business and thinking about that kind of future.

Daniel | To add to that, I would say I don’t think you need a lot of funding to run an art
space. All you need is a parking lot, a backyard, a closet or whatever, just find some room
and start from there. After that it’s important to decide how far you want to pursue things,
but the most important thing is to get it started. After that you can think about where
you want to take it. When we started out, we didn't have any business plans or continuity

plans or anything like that.

Alivia | Right, we had no game plan, and at first we only had about three exhibitions on the
agenda. We were thinking about how to keep costs to a minimum and having freedom to
do what we wanted without getting any grants. I had done quite a few shows in Europe,
so in the beginning I made it a priority to invite artists 'd met in Europe. Artists in
Europe can obtain grants, so they were able to cover their travel expenses and participate

in shows in our spaces.

Shogo | And how about SZ?

Hannes | | totally agree with what was just said. If I were going to add to it, I would say
that most people who run artist-run spaces or project spaces have an enormous amount
of passion when they start out. Of course it takes money to run it, but the enthusiasm

to improvise new formats, compelled by the needs at a given time, even when there’s no
budget—that’s the most crucial thing and I think that’s what motivates people to start
artist-run spaces or project spaces. To run a project space in Berlin, you need to survive in
the art scene for at least two years before you can be eligible for funding. For me, though,

it’s fascinating to see the landscape of the art scene changed by people’s passion to hold

exhibitions or do creative things even if they don’t have money, and to create spaces for

that purpose.

COBRA | What is your ideal for running a gallery in the future, in terms of scale?

Hannes | [ want to keep doing SZ as long as possible. I want to somehow keep doing

what 'm doing and make a living at it, and I want to offer a space that provides the best
possible environment for the artists I work with. Of course we have to keep it different
from commercial or conventional galleries, and to do that we need to keep experimental
elements in the mix or do things in unusual places. Also, I want to be political. I don’t
mean making political art, I mean political in the sense of maintaining ethical and effective
practices without being swept up in the current political climate. I want to realize new
ideas, always keep an open environment, and not be completely swallowed up by the

market.

Daniel | | had the vague sense that it would be good to keep going for 10 years, so for the
time being that means getting through next month. To put it in extreme terms, I'm only

thinking about tomorrow.

Alivia | I don’t recommend this to others, but we basically operate with no plan. As Hannes
says, I think the most important thing is to keep going and keep doing things we feel are
interesting. Also, we have to differentiate ourselves from commercial galleries as they exist
now. We're thinking of launching a residency in the Michigan woods in the future, and we

hope to see you there someday. There may be bears around there, though!

Yuu | The three of us are all artists, and we may all think differently, but I also belong to the
no-plan school, and I don’t want to think too hard about the future. I know Yuhei wants

to keep going, though.

COBRA | Personally I feel like there are two options. One is to operate as a nonprofit
for 10 years or so and then launch an artist-run institute. There are not many places
like that in Japan in the first place — institutes that are something like small museums
— and there has never been one that was artist-run. This idea might be something like
the Secession |4 | in Austria. Or, if I were to go the commercial route, then after 10 years
I'd like to become a radio personality. When we were launching XYZ, there was a gallery

called Pro Choice | 5| that we admired. I'd like to do something like Pro Choice, create

a window gallery in a really bizarre place, and also to display erotic and surreal works
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like those handled by Matthew Marks Gallery. | 6 |

Alivia | Actually, I helped out with the Pro Choice website. Some of the exhibitions that
Pro Choice did can still be viewed on Contemporary Art Daily. I know a few people at
Pro Choice, and it's kind of a template for us at WP. Our aim, as we keep running the
venue, is to introduce people to our network of artists and also let people know about

artists that influenced us.
Shogo | Thank all of you, and my most heartfelt wishes for a bright future. Thank you

for sharing so much with us today. I think we learned so much from each other in this

conversation. We look forward to building relationships with all of you in the future.

11

The text of the press release is reprinted on R10-P11 in this booklet.

|2

CAVE Gallery is a non-profit artist-run space in Detroit, established in 2007.

I3

Tom Humphreys is a London-based artist born in 1972. His work is also featured in this exhibition.

I'4| The Association of Visual Artists Vienna Secession is the world’s oldest independent exhibition institution
dedicated to contemporary art. Artists serve as board members and organize exhibitions.

|5

Pro Choice was a gallery that operated in Vienna from 2008 to 2014.

|6

Matthew Marks Gallery was founded in 1991 and is located in New York and Los Angeles.
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Trevor SHIMIZU

Born in 1978. Lives and works in New York.
Sunset through tree

2020

Oil on canvas
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Oil on canvas
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NAKANO Koji

Born in 1977. Lives and works in Kanagawa.
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HORI Nanami

Born in 1995. Lives and works in Tokyo.
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Qil on canvas
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2020
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Chadwick RANTANEN

Born in 1981. Lives and works in Los Angeles.
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Photograph
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COBRA

Born in 1981. Lives and works in Tokyo.
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2020

Bird cage, acrylic on canvas, lemon
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Benjamin Asam KELLOGG

Born in 1991. Lives and works in New York.

Untitled

2020

Pencil on paper
76.2 X 56cm
Untitled

2020

Pencil on paper

76.2X56cm

Rafael DELACRUZ

Born in 1989. Lives and works in New York.

Light trash
2020

Watercolor, color pencil, pastel on mixed media paper

35.6X28cm
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2020

Watercolor, color pencil, pastel on mixed media paper
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2020
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Untitled

2020

Qil on canvas
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2020

Oil on canvas
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MURATA Fuyumi
Born in 1990. Lives and works in Tokyo.

Wonderland
2020

Print on paper
20X20X10cm
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Mary Ann AITKEN
1960-2012

Untitled

1989

Marker on paper
14.6 X 14.6cm
Untitled

1989

Marker on paper
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Textural Landscape
2010

Oil on canvas
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Untitled (Angel)
1989

Watercolor and marker on paper
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Michael E. SMITH

Born in 1977. Lives and works in Rhode Island.

Untitled

2020

Single channel HD video on loop
Untitled

2016

Hat
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Quintessa MATRANGA
Born in 1989. Lives and works in New York.
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2020

Oil on canvas
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Cherry Bomb

2020

Oil and acrylic on canvas
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Lukas QUIETZSCH

Born in 1985. Lives and works in Berlin.

Untitled

2017

Gouache on canvas
73X 85cm

Richard SIDES

Born in 1985. Lives and works in Berlin.

Like a Pig in Shit
2019

HD video
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Philipp SIMON

Born in 1987. Lives and works in Berlin.

7,

image, mesozoic, prelude, mell , nature,

overcome, biology, green-yellow
image, childhood, awareness, only the brave, gray,
homesick, appendix

image, resistance, dismantle, wisconsin-pom-peii, silence
image, hope, touch, distortion, bipolar, performance,
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