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Shibata Hisashi, Director, S-AlIR

Zoom are taken for granted, and we are
already fed up with virtual drinks with
friends.

The artist residency programme run by
S-AlIR for the last 21 years has been
funded mainly by the Agency for Cultural
Affairs for the purpose of encouraging
international exchanges. Would the
programme be possible now that most
international flights were cancelled and
even the Olympics had been post-
poned? That is the extreme challenge
we have grappled with over the last year.

Artist in residence programmes in
Europe, a region severely impacted by
the pandemic, were either put on hold
or took place with mainly local artists.
There were very few examples of new
international residencies, except where

an artist was already living overseas.

In Japan, however, the Agency of
Cultural Affairs decided that residen-
cies, along with other cultural projects,
should take place online. There
remained the fundamental question of
whether an online artist in residence be
called an artist “in residence”, but the
thought that this may well be a first in
the 300-plus-year history of artist
residencies made me suddenly keen to

giveitatry.

With the staff themselves working

remotely (London-based
programme director

Kyoko Tachibana was

unable to return to Japan

due to lockdown), the

residency and forum

went ahead. As a result, it

has been a year of
experimenting with and

making some progress in online
environments, preparing on-demand
video content and making long-overdue
improvements to our website. Despite
our introduction to uniquely online risks,
such as when the artist in residence
report meeting was plagued by hackers,
my honest feeling is that we managed,

and we managed very well.

Finally, | want to thank everyone
involved in our new venture, Online

forum: Collective Dialogue on

Self-organisation, from
the art-world participants
to the artists who took on
the challenge of a remote
residency, to our
wonderful interpreters, to
the locals and students
who took part in our
video workshop.

Thank you.
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S-AIR was established in 1999 with partial funding
by the Agency for Cultural Affairs, to run an artist-
in-residence programme for Hokkaido. Since it was
approved to be a non-profit organisation in 2004,
S-AlIR started a collaborative network with Japanese
and international artists as well as art institutions in
Japan and overseas. In 2011, S-AIR initiated a new
programme, FRONTIER, supported by the Agency of
Cultural Affairs. Since 2016, we have been operating
as the S-AIR Exchange Programme. This year's
residency and other associated programme were
funded by the Agency of Cultural Affairs, Hokkaido
Arts Foundation, and Ogasawara Toshiaki Memorial
Foundation.

Programmes for International Artists

Since the establishment of S-AIR Committee Board,
S-AIR has hosted 103 artists in total from 37 countries
& regions (as of March 2021).

From 2008 for 5 years, S-AIR hosted 10 artists in total
from countries in Asia and Oceania for JENESYS
(Japan-East Asia Network of Exchange for Students
and Youths) Programme founded by Japan Foundation.
From 2011 until 2015, we invited 3 artists and one
curator each year for the FRONTIER programme. In
2016 we organised a new programme, which was re-

named S-AIR Exchange programme.

Programmes for Local / National Artists

The S-AIR AWARD was set up in 2006 to offer
residency opportunities to local artists to live and
produce artwork abroad. In 2011, the award was also
opened to non-local artists. By the end of March
2020, the award has been given to 22 artists. In
2020, S-AlR took our residency programme online

to create a platform to connect communities across

the world where artists take initiatives.

Other Projects

In the past, S-AIR has organised different projects
such as "Artist-in-School" (now run by AIS Planning)
with a new approach, in which the idea of residency
has been taken into an educational environment
including community centres and elementary
schools.

Other than the residency programme, we organise
various art projects, music performances and

other cultural events. Most recent notable projects
include Snowscape Moere (2005-2013), an annual
winter art festival at Moerenuma Park, and curation
and production of exhibitions for 500m Gallery
(2012-2014, co-organised in partnership with CAl in
the financial year 2013). Since 2015, in order to share
our expertise and network, we have been organising
AIR CAMP, a 3-day workshop for those who want

to develop management skills to run a residency

programme.

Whilst many organisations use their own spaces
to run residency programmes, S-AIR is unique in
the way it does not run any space except studios
for international artists. This is why S-AIR can

work flexibly case by case according to the type

of projects and the artists' requirements, which is
one of the strong characteristics of S-AIR. Through
this flexible process, new project opportunities
always arise naturally with other institutions and
organisations, which leads to the spread of a wider
network. The 2020 pandemic was a challenge, but
an opportunity for us to expand our activities online,
research and networking on arts and activities,
supported public art programmes and artists. We
hope to continue creating platforms of cultural
projects in Sapporo and in Hokkaido.
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As a professional dancer and choreographer
Marit Shirin Carolasdotter’s artistic practices are
strongly influenced by her cultural background.
She initiated a project, Humans & Soil, and has
collaborated with various artists, practitioners,
researchers and activists to explore the
representation of indigenousness on stage,
highlighting bodily rights and land rights of the
indigenous populations. This online residency
became a platform for her to explore how to
connect and share people’s everyday experiences
of place when she couldn’t physically be present,
and how this shared knowledge then fed into her
own physical practices.
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What was the idea behind your projects/
workshops during the residency?

The idea behind the online residency with Humans
& Soil project was to initiate small constellations of
collaboration with the directors of the residency, as
well as local artists and participants from Sapporo/
Hokkaido.

Within the work of Humans & Soil, we have, among
other things, investigated how Sami weaving could
be interpreted and explored within a physical dance
practice. During our online residency at NPO S-AIR,
we invited people to participate in three weaving
meetings on zoom. Our input was to explore the
social context and knowledge transfer that took
place in the meetings.

As | have travelled to Japan before to investigate
international exchange with Ainu artists and
activists, this was an opportunity to further
exchange information of our own heritage as Sami,
Indigenous people of Scandinavia, but also to share
a concrete practice that would enable us to listen to
other peoples’ stories on belonging, connection and

weaving.

Besides working with bigger dance productions,

our project wanted to look further into practices that
are relevant to the current and troubled times of the
pandemic, where restrictions of human encounters
disconnect us from conversations that connect us
as human beings. | also wanted to further emphasise
the lack of physical encounters during the pandemic,
by inviting Humans & Soil member Linnéa Sundling
to join the project and share her ancestral tradition

of weaving materials from her S&émi heritage.

How did you engage with the participants through
the online workshops?

We focused on the context, on what existed when
nothing else existed. The space in between, the
community and the meeting. The weaving itself

was really secondary, though we used weaving as a
practical starting point. In our weaving gatherings,
we wanted to see what kind of meeting there could
be between us when we focused on something

else with our hands and eyes. We discovered that

the participants eventually felt a sense of relief, by
realising our meetings were open for interpretation.
Some participants chose to mend their clothing, some
spent time writing on their own projects, and some
chose to explore something new within their craft.

It was very interesting to observe how we created a
sense of community and relaxation, even though we
were not in the same room. Normally, | find it hard to
connect truly with people over the screen, but this
time it really worked welll Each time, | was looking
forward to meeting everyone in the workshops,

to see if they have continued on a project, or if we
had a new participant that could give a completely
different input into weaving.

<YyhePUy - HOFARY S —DFERRET FLD
From Marit and Linnéa's presentation video



Could you tell us about your connection to
Sapporo prior to residency?

| travelled to Sapporo in 2019, where | collaborated
with Ainu artists and activists.

Prior to Sapporo, | developed a dance solo based on
discourses around Indigenous bodily rights at AIRY
Yamanashi/lzumi Sakamoto in Kofu. The solo was
shown in Sapporo Pirka Kotan, in collaboration with
Ainu Women's Association and Professor Hiroshi
Maruyama.

| felt the need to research the current turbulence in
cultural power structures raging in Hokkaido, as my
ancestors from the Sami and Kurdish community
suffered from colonial oppression for many
generations. | wanted to create a sense of solidarity
between Indigenous and non-Indigenous people in
Sweden and Japan.

| also had a residency at Tenjinyama studios, where
they provided me with accommodation and a local
artistic network in Sapporo. | found the exchange
to be one of the most life-changing moments in my
artistic work, but also as a re-visit to my own sense

of identity as a person.

What were the challenges you faced during this
residency?

My main challenge during the residency was

the missed opportunity to be physically present

in Sapporo. My research and artistic practice

are strongly rooted in physical encounters and
experiences, so it was frustrating for me to have the
limitations caused by the pandemic.

| also questioned my own sense of engagement

in physical practice in an online format, when not

being able to sense the other person present in the

same room - | get quite disoriented and have a hard
time communicating and showing how exceptionally
interesting each story is. But at the same time, it was
extremely gratifying to be busy with research and
art during these challenging times of isolation. | am
very grateful to have had this opportunity despite
the challenges.

| also missed the smells of the streets of Sapporo,
the taste of the Hokkaido mountainous nature and

so - | felt quite nostalgic and longing while being on

my computer in my small apartment in the north of
Sweden during the residency.

Could you tell us about your partner?

As | previously mentioned, Linnéa is one of the
members of Humans & Soil - she works as a dancer,
but also as a practical researcher on her own

Sami heritage, trying to evoke the hidden history
and craft of her heritage through weaving. She
carries together with her family members, a strong
traditional knowledge that she'd like to bring into light
in her own life, which | admire very much. She is also
utilising Sami identity within dance and movement,
creating a sense of poetry and description to her
bodily sensations, which is very beautiful.

How do you see your project at this residency in
relation to other works by you?

To me, this residency is opening up many doors to
learn about international collaborations and how to
maintain them in a time of digitalisation. | like to work
in different constellations, and within this residency
| have had the opportunity to meet people in a more
intimate way, taking time to listen and observe each
individual story. | can see myself continuing in many
different paths learning about social life in Japan,
and | very much hope to experience it physically

again in Sapporo.
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Marit-Shirin Calorasdotter is a professional dancer and
choreographer with indigenous roots from Sapmi (Hotagen,

South Sami) in Sweden and from Kurdistan, Irag. She is currently
based in the northern part of Sweden where she is working as a
company dancer, and as a choreographer and project leader for
her artistic project, Humans & Soil. She is currently studying a
Master's Programme in International Performing Arts at Stockholm
University of the Arts. She has a bachelor’s in dance performance
from Stockholm University of the Arts (2015) and has studied at the
Iceland Academy of the Arts Contemporary Dance Programme in
Reykjavik prior. After her studies she moved to Brussels, Belgium
where she worked and took classes for 4 years, and since then

she has worked professionally with dance in Germany, Estonia,
Denmark, Iceland, Sweden, Greece, Austria, Japan, Finland,
Belgium and Spain. Aside from her dancing, she is also working as a
filmmaker, producing dance-oriented films and documentaries. Her
short film /N BETWEEN was screened in Bailar Apantalla Dance Film
Festival in Mexico 2018, Project V in Denmark, and was received

an article and interview in Women Cinemakers Magazine, Berlin
Biennale 2018.
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Humans & Soil is an artistic collaborative project that focus on

land rights from an indigenous perspective such as the Sami of

the north and the Ainu people of Japan. The project is initiated by
choreographer and researcher Marit Shirin Carolasdotter in 2017,
and has grown into a vision of combining performance works with
research and international collaborations. We are collaborating

with several regions in Sweden such as Vasterbotten, where
Norrlandsoperan and Dans i Vasterbotten is recognising the project
as an opportunity to support local indigenous peoples through
artistic activities.We have been working with Sdmi youth in Dearnan
Saemienskuvle, Tarnaby by sharing dance and jojk as a way of telling
stories, their personal narratives on land, soil and hunting in their
everyday life. We have also listened to the stories of Ainu and Sami
elders, on their desire for reconnecting to language, land and culture
that we hope will be inherited to the youth through dance and music.

humansandsoil.com

”~ =%

BREH: 71F - IzRI—SVF A>7 - T0Fsa>X (/=52 XFR5> 2021)
Photographs: Tina Ynk Vesterlund, Ynk Productions, at Norrlandsoperan 2021



ONLINE RESIDENCY

\Vorgan
Quamtance

R

F—TAAMELTIZFTIEEL, Fab—9— #EFFFR, Sa—
VvV BREVWSLWBLRIABHIORIBEITIIIA IR,
HRAPOFL LI THIEZTL, 7P 0B®RICO
WTEZXTET, ZOLMOP/RPXbICXI TR A%, &
NFTICEDEICERICEDAGCZEDLABRLRD D, F> 54
YTOANEDBEDLDFEEZZIOCADR TEEINI-, A
DIRRZDOBDERMELTED ANT-RGIER ZEFITEL T,

-

Morgan Quaintance is an artist,
curator, critic and musician, and
has been making films in various
cities around the world looking
at the cultural and socio-
political aspects of the cities in
relation to art. Without being
able to be there and film himself,
the challenge for Morgan was
to think of a way to make a film
about a city that he has never
been to. The process of trying
to figure out how to engage with
people in Sapporo online led to
an alternative way of making a
film, in which he incorporated
the perspectives of others as
materials.

Letter from Sapporo
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Tasty toast.

What was the idea behind your project during the
residency?

Initially the idea was to travel to Sapporo to make a
documentary. The focus of the film would have been
cultural activity in the city and the specific nature of
that cultural activity would have been determined by
people | met and the places | visited while | was in
town. This approach is something I've done before
in other cities, and it always works best when | leave
myself open to responding to whatever it is that
people want to show me. Quite quickly, however, we
realised that | wouldn't be able to travel to Hokkaido
because of the pandemic. So | had to change the
initial idea. Because | couldn't travel over, | thought

| could get people to shoot the footage in my place.
With the help of S-AIR | would ask people to film
footage, using their phones or anything else, of
whatever they were doing or seeing during daily life.
Then, | would use that footage to make a film. That
way the work would still offer a view of Sapporo even
though | had never been to the city.

Did you have any connection to Sapporo before
the project?

It's interesting because although I've been to

Japan five times, I've never been to Hokkaido. | was
definitely interested in visiting the region, but for
some reason | never managed to get there. Because
of that, | suppose | have quite a standard impression
of Sapporo. | knew there was a lot of snow and

that the winter games were held there once, but |

didn’t know any detailed historical or contemporary
information about the city. It might sound strange,
but I think this was a good place to start from.

Could you tell us about the process of making the
film?

After an initial period of waiting for footage to be
uploaded by the contributors | started to edit the
footage together to see where it would take me.
What usually happens is that there will be a number
of false starts until a proper structure begins to
emerge. What happened this time around was that

| put together about ten minutes of the film before

| realised it wasn't the right direction and | had to
start again. Part of the problem was that | was using
music written by someone else. The music this other
person had written was great, but it wasn't right for
the project. It enforced a particular type of tone that
| felt wasn't correct. So then | decided to write the

music myself.

Before | began working with moving image, | was a
professional musician for around ten years. Actually,
the first two times | visited Japan was to play at
Summer Sonic festival. My main instrument was

the guitar. | hadn't really played in a long time, but |
decided to try to see if it would work for the film. So |
set up the small amplifier | have and put it next to my
desk where | was editing the film. Each day | would
go back and forth between editing the film and
writing the right music to fit whatever sequences



| was working on. It was important to work quite
quickly through this process, so | would write
something, then compose a harmony and record it
pretty much straight away.

What kind of challenges did you face during the
residency?

I think there were problems in Japan and problems
in London. Well, they weren't really problems, just
things that slowed the work down a little. In Japan,
the biggest obstacle was communicating what

I was trying to do and figuring out the right way

to encourage people to contribute. | had a lot of
discussions with Kyoko and Umi at S-AIR, and they
were really helpful. We talked through a number of
potential strategies and then discarded whatever
didn't seem to work. For example, | initially thought
it would be a good idea for people to record video
diaries. Understandably, because we were in the
middle of a global pandemic, nobody had the time or
inclination to do this, so we abandoned the idea. In

the end we kept it simple and just asked contributors

to send in whatever they wanted.

The problems in London were more personal. For
me it's just been a really, really difficult time to be
creative and make work, and the initial stages of
doing the residency online were quite tough. In
retrospect, once things got going, working with
the footage that others supplied was actually
quite a liberating experience. | could surrender
my judgement to a certain degree because |

was constricted by the format, and there was a
freedom that came from those formal and structural
limitations. Now, I'm working on a commission
where I'm filming everything, and | have to say I'm
finding it extremely difficult.

| think this is because of the pandemic and how

it has caused my social and cultural life to shrink
and contract in a way that makes it very difficult to
become inspired. It's a very distressing and stressful
situation and once I've finished this commission I'll
definitely stop working in an isolated and insular
mode for a while. | really want to be around, work
with and film actual people! I'm keeping my fingers
crossed that | may actually be able to make it over to
Sapporo later this year.

What was your decision behind possibly
extending the film and making it longer?

| came to this decision because | knew that once I'd
left the film for a couple of weeks, I'd want to make
some changes. Now, having had some time away from
the film, there are a few things here and there that I'd
like to extend and perhaps alter a little, but nothing
drastic. In the end it may only be an extra one or two
minutes, but I'll definitely feel satisfied once it's done.

How do you see your project in Sapporo in
relation to your other work?

I'm really pleased with it. | think that the film is
definitely characteristic of what | make, but it's also
the first time that I've done something that is also
quite collaborative. It was a really nice way to make
work during the pandemic and it made me happy
to be able to connect with people across the world
for a while. | really hope it's a relationship that will
continue and develop long into the future.
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“Letter from Sapporo”
2021/35:26
https://vimeo.com/509210398
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Morgan Quaintance is a London-based artist and writer. His

moving image work has been shown and exhibited widely with
presentations in 2020 including: Curtas Vila Do Conje, Portugal at
which he received the Best Experimental Film award, and CPH:DOX
at which he received the New Vision Award, both for the film South
(2020); Oberhausen Film Festival, Germany; European Media Art
Festival, Germany; Alchemy Film and Arts Festival, Scotland; Images
Festival, Toronto; International Film Festival Rotterdam; Punto de
Vista Festival in Pamplona, Spain; and Third Horizon Film Festival,
Miami. Over the past ten years, his critically incisive writings on
contemporary art, aesthetics and their socio-political contexts, have
featured in publications including Art Monthly, the Wire, and the
Guardian, and helped shape the landscape of discourse and debate
in the UK.

morganquaintance.com
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In 2017, Fortress Contemporary Art Foundation was founded in
London by contemporary artist Yuan Gong, with Yan Hu appointed
as director. In 2020, the organisation was officially renamed to Troy
House Art Foundation (hereafter referred as Troy House Art). Since
its inception, the Foundation is committed to establishing a platform
for international exchange through artist residencies, research and
collection of moving image, art education and public programming.

Troy House Art believes that art constitutes to the advancement

of societies, and link experimental global art practice with the
diverse audiences. As an organisation, we strive to redefine society
through collective explorations into humankind's relationship with
technology.

Troy House Art aims to provide a platform for public participation,
research, diverse cultural exchange and opportunities for
experimentation for projects concerning the human condition,
ideologies and technologies within our times. We then transcribe
these elements into both formal and non-formal learning
environments for our local and global public.

In 2017, the Foundation incubated the institution of Points Centre
for Contemporary art in Jinxi, Suzhou (2017). Along with the launch
for Troy House, Monmouth, Wales (2020), Troy House Art | London
(2020) and Troy House Art | Kent (2021), further programmes

and projects will be cultivated to explore the possibilities of
contemporary art practice and knowledge production.

troyhouseart.org
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Thanks to the popularity of art festivals

in the past two decades leading up to the
postponed Tokyo Olympic games, more
funding and opportunities have been created
in the visual arts in Japan, however, these are
largely still hierarchical and reliant on top-
down power dynamics.

This forum explores how self-organisation
such as local artists' studios, artists' initiatives
and networks can play an important role in
contemporary cultural production, especially in the age of
unprecedented crisis such as political unrest, economic
collapse, natural/man-made disasters and pandemics.
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Collectivity and

self-organisation

In the first part of the forum, we welcome 3 artists to discuss the
possibilities of self-organisation in art, drawing on examples of
their work and experience: Yoi Kawakubo, artist and member of

art for all, a group of artists and art professionals who are seeking
to improve their working conditions and environment since the
pandemic revealed the inadequacy of cultural support in Japan;
artist Leung Chi Wo, a co-founder of an artist-run-space Para Site,
observed the changes over time in Hong Kong as he also conducted
interviews with local senior artists that had been active from before
the handover to mainland China; Morgan Quaintance (S-AIR online
artist-in-residence), who produced films focusing on the relationship
between art, society and politics in various cities around the world.

How should artists and arts professionals be supported? Should
they self-organise to support themselves? Drawing on the examples
of their societies, political systems and their governments' cultural
policies, they shared their experiences covering a wide range of
issues such as the emergence of power dynamics in the structure
of the global art world, the responsibilities placed on artists, the
need to create a language that can be understood by society at
large, and the relationship with audiences.
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Watch the recording of the forum - Part 1
https://youtu.be/9x7IwCFLNrO
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Kyoko Tachibana (KT): First of
all, could you tell us a little bit
about art for all, which began
during the pandemic?

YK Kawakubo (YK): The goals
of our activities are to empower
people who are involved in the
arts, to improve the working
conditions and environment for
artistic activities, and to increase
awareness that we work towards
a better society where each
cultural and artistic activity can
be respected.

KT: Some might argue why
prioritise culture in times of
crisis like this when so many are
suffering? How do you plan to
approach these arguments?

YK: We are still discussing this,
butitis precisely because we

are in the times like this, we

need creativity as it is something
essential for human beings. In
my personal opinion, we need

a support system for all people,
which respects the psychological
activities of human beings, rather
than one that is based on the
economic-centred value.

KT: Para Site is based in Hong
Kong, where it had become
difficult for people to gatherin
public spaces since before the
pandemic. However, as far as
Para Site is concerned, it seems
like a success story. It struck me

what you said about the shift

in artists' perception of their
identities in Hong Kong over the
years, which you mentioned has
now become political whereas it
used to be cultural.

Leung Chi Wo (LCW): | don't
know if | would call it a success,
but | think that by starting with
several artists, we were able to
engage more people and build

a kind of community. As far as
identity is concerned, in hindsight,
it was always political, but
perhaps we didn't realise it until
we faced the sense of conflict.
I've always been interested in how
other artists related themselves
to society through their practice,
and this coincided with my work
at Para Site. This is because we
have to function as part of society:
the local artist community, the
audience, the support groups and
patrons.

KT: There was a lot of coverage in
Japan on what kind of measures
were put in place to support
culture in Europe under Covid-19.
| found it ironic when Morgan,

as a British artist, said that it was
better to be alternative even if you
struggle. What do you think are
the biggest problems artists are
facing at the moment in Britain?

Morgan Quaintance (MQ):

| think that the situation in the UK
today is similar to the one after
the Second World War when the
welfare state came into action.
This meant benefits for the

poor and free health care, and
part of the package came the
Arts Council. People could see
the benefit of having arts as an
essential element in enriching
people's lives in the same ways
that economic life and also the
health needed to be tended to.
After the war and up to the present
day, the conditions have changed
and there are more and more
conditions placed on you as an
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artist to receive a grant. It's hard
to imagine that the government
today would provide the kind of
support it did after the war. One of
the challenges is how to maintain
creating work that would enrich
the emotional and spiritual lives
of people when more and more
conditions are placed on artists to
receive support. | believe that the
future in the 21st century must be
an international collaboration in
contemporary art, but this will be
made difficult as the instinct and
reaction of the governments all
over the world is to become more
nationalistic and closed because
of the pandemic.

KT: Now the global economy

has spread to all corners of the
world, yet there is a huge gap in
receiving support. Have you seen
any other examples, besides
Senegal, where a certain fund

or support is available but didn't
reach where it should have?

MQ: | think that such a dynamic
can happen anywhere. Big
institutions tend to have big
partners like the state or
companies, and the governments
have an interest in keeping things
operating on an inoffensive level.
| also think that we need to

ask why we need museums.

In Europe, the existence of
museums is tied to the desire

by nation-states to imagine
themselves to create a history
that supports an almost mythical
nationalistic conception of who
they are. Do we have to have this
economy where individual works
cost so much money? Wouldn't

it be better to have that money
spread out to support artists as
opposed to purchasing single
objects that are supposed to
stand in for a whole epoch or era?

YK: Chi Wo, what problems and
challenges did you face in running
an artist-run organisation?

LCW: As you know, the situation in
Hong Kong has changed a lot in the
last year and a half. Government
support is not available to many
artists as they are freelancers.
However, a small group of people
have set up a system to raise funds
and provide support on a very
small scale. | think it's important

to take action, even if it's small,
rather than waiting for unreliable
government support.

YK: Morgan, you mentioned

the importance of connecting,
speaking from the experiences
you had from making films in
different countries. Do you see
any potential solutions as to how
we could connect beyond our
differences?

MaQ: | can't say it's a solution, but
many groups are coming together
to talk about institutional prejudice
that's happening in the UK. Each
group of, for example, African-
Caribbean, Indian, or Chinese
practitioners are trying to combat
discrimination by taking strength
from each other, understanding
that they've been through similar
things and trying to experience

a feeling of empowerment by
highlighting the cultural similarities
between them.

It'simportant to have an
international dialogue but not an
official one organised by a big
institution. We should use the
privilege of being a developed
country and the resources
available to us, to connect

with our compatriots in other
countries on a grassroots level.

YK: I think there is also the issue of
language. For example, nowadays
English is the mainstream
language, and when you have an
international dialogue, if you don't
speak English, you can't keep up. |
also think some people cannot be
as proactive by nature. | would like
to hear if anyone has any wisdom
on that.

LCW: | have to admit that

we need to depend on each
member's characteristics to

be able to run an organisation.
It's also important to trust your
instincts, and people will listen

if you spread out your message.
We did fundraise at Para Site,
but it took a lot of effort, and we
didn't raise that much money, but
| think you can get your message
across by doing this.

Audience 1: In Hong Kong, how
do you face the risk of being
arrested as an artist?

LCW: It's a difficult situation,

but I think it's important to keep
sending out messages because
if you keep your mouth shut, you
are giving in. | think we also need
to develop our new language in
speaking out in the light of this
situation. | think we need to find
a way of doing this so that we are
not overwhelmed by the political
situation.

Audience 2: Morgan, you
mentioned it is questionable that
art galleries and museums are
needed in the future, but | think
that artworks are valued because
they are presented in exhibitions.
How do you think art should be
evaluated in the future?

MQ: At present, from an
institutional perspective, the
audience has little say in what's
decided as historically important.
If more informal ways of showing
work take place, then you have
more of an involvement in your
peer group, then the evaluation
will take place. What | think would
also be good to have is an online
international criticism journal
written in different languages
from around the world, and |
hope to create one in the future.
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It was a great reunion with people of S-AIR even

though it only took place over the internet. Yes, we
missed very much the face-to-face interaction which
had been essential to the nature of the art world,
but it was actually the technology of the internet,
which radically changed its hierarchy in the 1990s
and flourished a new movement of independent
art spaces in Asia Pacific. Para Site was among
them and for the first time it allowed its grass-
roots activities and information to be accessible by
anyone with an internet connection. Before those
international exchanges were the privilege only

for large local institutions and establishments who
could afford expensive travel expenses and long
distance-phone calls. It was also the beginning we
could imagine and realise a new and different art

community not bounded by physical borders.

Perhaps in recent years we have been spoiled by
the lower airfares and more affordable international
travel. More and more people were flying around
for art fairs and exhibitions until the outbreak of
COVID-19. Itis true that experience of physical
meetings where you can share the warmth and
subtle change of atmosphere is not yet replaceable.
But online communication is still good for new
possibilities. Now we are in the days of Web 3.0!

An art space in a remote village in Hokkaido is no
less accessible (and might be better) than any big
museum in the major cities virtually. Even support
and resources could be from really far away. Itis a

new community which is fluid and eager to connect.

| still crave for the day when we can travel again. The
word “crisis” in Chinese means also opportunities.

We can work many things out before this day comes.
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2020 was a year when coronavirus plunged the whole
world into unpredictability and forced us to change.

My discussion with Morgan Quaintance and Leung Chi
Wo was extremely interesting and | learnt a lot from

it. Chi Wo set up artist-run-space Para Site in Hong
Kong, which went on to bring in an external curator.
Chi Wo left Para Site when he felt that it had organised
itself into something interesting. Morgan, on the

other hand, explained that by nature, free and equal
artistic expression does not require appraisal, and

that therefore art galleries are unnecessary for artists.
However, in reality art galleries create a hierarchy

of artistic expression by publicising their values and
standards, setting themselves up as authorities,
ostensibly in pursuit of the public good. The discussion
with Morgan and Chi Wo was fascinating and taught
me a lot. Both spoke out against the power structures
that exist in art, and it was extremely encouraging to
think of them continuing their work and activities side-
by-side. The group that | belong to, art for all, consists
of people involved in art who have come together as a
result of coronavirus to try to gain government support
and improve working conditions. In this sense art for
all, like Morgan and Chi Wo, advocates a bottom up
rather than top town structure within the industry.

Number one in ArtReview's “Power 100" for 2020
was the anti-racism Black Lives Matter movement.
Unlike last year, the top five positions did not include
any individual artists, curators, or collectors, but
rather were dominated by anti-establishment
movements such as #MeToo (number 4), researchers
and collectives. We could say that 2020 was the year
that coronavirus caused social movements and art to

undergo dramatic shifts in the same direction.

The fact that these kinds of anti-establishment
movements have had such a big impact in the art
world despite the number of people suffering as a
result of coronavirus is deeply emotive. On the other
hand, it has made me think that we should consider
what possibilities and dangers lie in store when
social and anti-establishment movements become

the most influential “authority” in the art world.
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Inner and outer

form of collectivity

Artist studios and initiatives often serve as hubs of cultural
creation and as a focal point between individual artists and
society in the region. In recent years, as the number of cultural
projects has increased, so has the financial support for them,
but this has often been replaced as a means of problem-solving
such as tourism in return for a contribution to the local economy
or welfare. How could self-organised groups help build a mature
relationship between culture and society in a broader sense?

In the second part of the forum, we invite speakers from 3
artist-run spaces and initiatives from Japan and Greece to
explore different forms of self-organisation and to discuss how
having a physical space can affect the ways they relate to the
society: artist-initiative EIGHT - critical laboratory for arts and
politics, which was formed initially as a collective in the wake
of Greece's economic collapse; Super Open Studio NETWORK,
which has established a network of artist studios not only in
the Sagamihara area but also from other regions; naebono

art studio, which is run by local artists in Sapporo, which also
serves as a loosely-knit artistic community, and is also where
our office is based.
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Watch the recording of the forum — Part 2
https://youtu.be/cekTOOQN-18
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Kei Kato (KK): We have a couple
of common questions that I'd

like to ask all of you. First of all,
could you each tell us about your
relationship with the government
and the community?

Eight: We have a critical approach
towards the government policy on
contemporary art. Our relationship
with the government is a complex
one, for example, we intervened
during an official speech by the
Minister of Culture in 2015, and
we also invited politicians to Eight
for an open dialogue engaging on
various issues in 2019.

Super Open Studio NETWORK
(S.0.S.): Although we were
supported by the local authority,
we weren't exactly working

with them, and it was just that

it would benefit us differently.
Itis an approach against the
rigid modern cultural structure
comprised of authorities, private
sectors, museums, galleries,
curators, critics and artists.

Itis also an attempt to start a
new public sphere and social
infrastructure to change society
across various disciplines.

naebono: Much like S.0.S., we
mutually agreed that we wouldn't
have any collective goal or aim.
We wanted it to be a place where
we can do things together rather
than being isolated, which would
also complement the practice

or work of each member. | was
invited to take part in a series of
public consultations to discuss
the cultural administration of
Sapporo because | was involved
in running naebono. We host
events such as the lecture we
recently had on artists’ rights.
What makes our studio unique is
that we have members in various
disciplines such as a lawyer, a
real estate agent, artists who run
a private art school, and an artist-
in-residence organisation.

KK: How do you feel about the
difficulties in reaching consensus
and having disagreements and
conflicts?

Eight: Making collective decisions
is not an easy thing. You need
time, a spirit of democracy, and
dialogue. But it is challenging and
inspiring to work as a collective.
The important thing is to learn
how to manage conflicts to
achieve consensus. Nowadays we
choose a flexible and manageable
format: Eight is a small collective
of three individuals, and we know
one another well.

S.0.S.: We don't need a central
consensus per se; it has a
governing body, but it respects
the autonomy of the artists
involved in the running each year.
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| think it is this lack of principle
that makes us possible to self-
organise a group of 100 artists.

naebono: From the beginning,
we decided not to have a
collective intention, so there are
not many situations where we
need to reach consensus. We
help one another. We all knew
each other and had already
developed a close relationship.

| have a question for Eight: how
was it possible for you to occupy
a theatre, which is something
unthinkable to do in Japan?

Eight: At the time, Greek politics
was moving towards the right
and their austerity measures
were squeezing support for the
arts. The Embros Theatre was
the first artist-led occupation, but
the police intervened and made
arrests and closed the theatre.
We then asked for help from the
anarchists, and we managed to
reoccupy. The fact that this was
an artist-led occupation was
significant. It was a tremendous
success because it was a strong
reaction to what was happening
in Athens at the time.

naebono: How is S.0.S. recognised
by the local residents?

KK: That is something we need to
continue working on. | think there
is still a potential to collaborate
with other departments who have
heard about S.0.S. activities,

not only for cultural promotion
but also for making use of
unoccupied tenancies.

S.0.S.: | think it is also necessary
to work closely with the local
government to gain understanding
from the locals to create
opportunities where the local
artists can have a say.

I have a question for Eight about
the "models beyond the market
structural demands for the

artistic products" in resistance to

neoliberalism? Also, you mentioned
that the theatre occupation was
used as a public space for various
people to interact and debate. We
are also working with the authority,
citizens, artists and critics, but we
see it as an attempt to rebuild the
infrastructure and the new public.
What was the outcome in Greece?

Eight: The occupation of the
theatre gave us the feeling

that we were creating a new
public sphere in the arts, which
was unique and new. | think

it was only possible because

it was ephemeral and had a
performative aspect. Events like
this allow us to renew and keep
our cultural activities active.
This way of doing things is
contrary to the principles of
neoliberalism, which demands
endless productivity. The only
way to resist the neo-liberalist
demands on the arts is to come
together and resist it together.

Audience 1: You said that you
resisted the government's
cultural policy, but what exactly
did you discuss?

Eight: At the time the Ministry of
Culture proposed a new elective
system where they appoint a new
minister themselves. We argued
that they should be elected
democratically and openly. We
also lobbied for public support for
visual art, where there was only
support from private foundations
available. Because of this, they
started giving financial support
for visual arts.

naebono: When Greece's
financial crisis hit, how did they
support art?

Eight: After the economic
crisis, there was a change of
government, which lasted for
four years, and the situation
improved. There was a rise in
private foundations supporting

art, so the government decided
that it should also support art.

KK: Both Athens and Sapporo
have or have had international art
festivals. What kind of impact did
they have on you?

Eight: Since the decision to

host documenta, there were
many events, attracting artists
and organisations from many
countries, and Athens has
attracted a lot of attention. We
were able to invite a lot of guests
to our events and it was good
because many things happened.

naebono: As a viewer, | am happy
to see artwork here that you
cannot usually see unless you
travel outside Hokkaido. In my
personal opinion, the challenge
for the future would be how they
reflect and share the expertise,
knowledge and management
methods developed at the
Sapporo International Art
Festival with local professionals
in the field such as artists and
organisers as well as local
authorities and citizens.
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We are living in a dystopia - not only because of the
global pandemic, the successive lockdowns, the
freezing of public cultural life - but also because of

the increasingly controlling and undemocratic rule

of our lives by the state. And we have the feeling
that these thoughts do not only concern a small
European country like Greece, but that they reach a
global level. The meeting and gathering of citizens
are now vital in order to maintain the human contact,
the processing of what is happening, the exchange
of information and views, the fruitful discussion

or even confrontation. In the field of culture in
particular, the sharing of thoughts, actions, artistic
strategies and results is a precondition for the very
existence of art. The self-organised artistic spaces,
the attempts of collective mobilisation by artists and
theorists are, in our opinion, cradles of resistance
to the levelling policy of the market and of the big
institutions. The EIGHT is a self-organised space, in
the centre of the city of Athens that aims to promote
practices and research around art and the city. Our
participation in Online forum: Collective Dialogue
on Self-organisation organised by S-AIR was
valuable for us because it gave us the opportunity
to communicate (even online) with self-organised
spaces from Japan, and to share and discuss
experiences and stories with colleagues, which
enrich us in knowledge and experience. We gained
strength and courage by feeling that we belong to a
wider community of people with related quests and
common problems. We were satisfied with sharing
our journey and our concerns and learning about
similar spaces and initiatives in Japan. We thought
about different ways and strategies to continue. We
want to express our gratitude!
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For Super Open Studio NETWORK (S.0.S NETWORK)
to have the opportunity, through Online forum:
Collective Dialogue on Self-organisation, to converse
with naebono art studio and EIGHT, two groups of
different sizes, involved in different activities and with
different aims, was hugely valuable for me.

Despite their different beginnings and stances, what
the groups have in common is the way they create
space for dialogue both within and outside their own
group and are involved in the local community. It
was fascinating to hear each group’s reality from the
members themselves.

What | found particularly stimulating as someone
based in Japan was EIGHT's “occupation” of public
spaces as part of their activities. Something like that

would be unlikely to happen in Japan.

The world is obviously a big place where all sorts of
things are happening simultaneously. Japan is just
a country in the Far East made up of innumerable
islands. But where does this this perception come
from? | have accepted this perception despite

the fact that Japan is only in the “Far East” when
seen from a European-centric viewpoint. Has the
framework created around this perception been a
barrier standing in the way of my work and activities
in Japan? Has it clouded my vision of being able

to bring about change in society? Have | given up
because “something like that would be unlikely to
happen in Japan"? EIGHT's “occupation” demolished
a framework | didn't even realise | was bound by.

Let me end by thanking everyone at S-AIR who made

this meaningful opportunity possible.

When we are able to move around freely once again, |
look forward to visiting Greece and Hokkaido.

DAY2 Guest Speaker

Yuki Yamamoto
LA &

[EE5DF17OT | E. S TORISEEE LTV SIRL
BRERHIHDO7—FT4 ADESED. ZoomETEH
LAY bT—20% 40, VT IvIBHRTOAIRDE
wbiloE Thtits g A TLI,

BICIEEBOXGREAELGII DD, ZTEWSRICT
SERMEOITHCPRBICHIRFGNGEE ST
¥, EEEBNDOIODHRIEFEEITOEN VT 2D
EBRIEMED RS2, FARBKEICHLT:
B Eo T EBWET,

BIMO XA EB LD DIRRE DNy I R—2 BN
IArb RIUDOTF—FA RN REDF EMARZE AU
BEICHIDS.0.Sb. naebono b RNIEREL(DDH
D. AEABEOITENZ S I TR LIFH L bHD
9, LOLEMORERAEDCHOERAZEET
BZLETMBORNEIDONE, GEOERFEPR
FTIFOERICBOLIAICENTEY NEHREEB BT
ENMTE RO TIVIILEoTT—TA AN EETHZ
LEBEITIEEHIEIR > TETCWAERRLELT,
naebonollid. S-AIR%ZBLTEEBDIEEILIT, 4L
RDDBANDFEENEH MR OILEDTET
WBTF—T1Arb%< S-AIREHEA A naebono A
I2$H5Z LT . naebono&S-AIRD 14 B E 15 X 1
D.GORMLEE BAVEREEAHLTVED,
BoicloTR A IMHIRE»OAMSHESRIRIC
Mo Ica=—7RRAIENFE M T oI LB KD
FWEFTATEIRIMEEERTHHVES, ZDT4—7
LbEDOREGWREGDELTS,

naebono i 000

Online forum: Collective Dialogue on Self-organisation
was an attempt to use Zoom to connect artists and
groups currently active in different countries and
regions, carrying over the meaning of art residency
into a different format in the midst of a pandemic.

Every place has its own unique conditions and
layers of context, acting as a set of preconditions for
the actions and thoughts of creatives based in that
place. Then there are those involved in social action
to support the arts, whose work serves to expand
the scope of artistic activity. The forum was full of
concrete examples of both.

On behalf of naebono, | was jealous both of EIGHT,
with its cultural grounding in resistance and hard
core of sympathisers, and of SOS, surrounded by
artists, studios, and art universities. However, |
realise that it would be difficult for us here, now,

to pull off similar feats on the same scale as these
organisations. Nevertheless, | was able to empathise
with and learn from both, despite differences of
scale, regarding how to achieve consensus and
exercise democracy when running a group that
promotes art and creativity. It seemed to me that
as a result of the pandemic artists are once again
moving to reconsider the possibilities of artistic

alliances.

Many of the artists based at naebono have
broadened the scope of their activities thanks to
S-AIR, continually expanding their perspective from
Sapporo to the wider world. The fact that S-AIR

has its office in naebono has created a fascinating
relationship that has involved joint projects and
collaborations as well as use of naebono spaces.

For us in the provincial city of Sapporo, being
able to continue to come up with unique creative
outlets, without descending into introspective
self-expression, is in itself an alternative form

of resistance and action. This forum was an

opportunity for us to do just that.
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1999-2020
Artists & Partners
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