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An lll-Advised Introduction

Shannon R. Stratton

"Artist-run culture, like an iceberg, is 95% beneath the surface” - A. A, Bronson

Very little in the art-world, at least on a small scale, is not run by
artists; or at least run by bodies who have known the pleasure

(or sorrow) of a creative practice and have moved that practice
towards the production of culture collaboratively, either temporarily
or sometimes, permanently. A great number of the gallerists, histo-
rians, critics, curators and administrators | have known are or were
engaged in a studio practice. Were might be temporary anyway, or
more indicative of a culture that puts demands on us to choose a
singular identity over a plural one.

But I befieve that the organizer, administrator, instigator roles are
the rofes artists should have, because it is in their best interast to
be involved in the public side of their community. The fact is, as
Heather Anderson peints out in the third entry of decentre:
concerning artist run culture/a propos de centres d'artistes, “an
increasing number of pecple working in larger institutions have a
background in artist-run centers [and that] means these more con-
servative structures are changing from the inside™ Although that
might not be strictly everyons’s aim (to move from working in artist-
fun culture to the institution) or even everyone’s concern (that
these conservative institutions change, as opposed to simply build-
ing new sites of production), it is still promising that the fessons of
the constantly changing, evolving, self-correcting and self-critical
artist-run sphere, might (always have and continue to) infiltrate the
established methodolegies of art. Jens Hoffmann, in the same
book, says in entry 44: “the concept of ‘artist-run’ will not outlive
its usefulness so jong as it realizes the transgressive® potential
that it holds within an increasingly professionalized and conform-
ist art world. Here lies the real strength of artist-led initiatives, to
propose meaningful and radical alternatives to the established art
system™

With that in mind, this volume, The Artists Run Chicago Digest,
consists of a number essays and interviews about recent artist-run
culture in Chicago. Although some of the respondents may not
speak of radical alternatives, others may, and in fact, build their
work specifically around those terms. But regardless, it is the
transgressive potential that Hoffmann speaks of that shouldnt be
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overlooked: how might these efforts and the art, ideas and positions
they support, happening as they do in homes, warehouses,
garages and stairwells, or online, in print and at farge, chaflenge
the assurnption of what is normative culture and normative sites for
the production of culture?* '

threewalls was always an artist-run model in my mind, despite
being organized around the goal of stability. it resembles the artist-
run spaces F'd grown up with in Canada, meaning, there is a smalf
staff, a group of volunteers and a committee of artists involved in
the programming. As an undergraduate | had been nurtured in
Calgary's artist-run community, with most of my mentors former
founders of, or current board members/key holders at artist-run
centers. The practices | was nurtured on were less artist-in-the-
garret, and more, artist-in-the-public, so my 'arf-work’ bled into the =
sphere of the artist-run ® o

| have taken a break from my studio, but that's where | began,
before stumbling into threewalls with two grad school chums an
a phitosophy graduate.” Although we started with three ‘artists’
and one ‘not artist, we 'ran’ on the contributions of both, with over
27 different people providing their intellectual and physical fabor t
this project as volunteers and another 35+ participating by -
committee or board. Both Executive Directors, Jonathan Rhodes
(founding) and Elizabeth Chodos {current), were not-artists {or af -
least “studio artists” if to begin this debate, we start by splitting
hairs — Efizabeth was a writer before completing graduate school);;
but both were instrumental in keeping things running, contributin
to the philosophies and transgressive energies, They have been
creatives in their roles. Wil a ratio of 25:2, artists-to-non, mean
threewalls is not an artist(s)-run organization? -

This question of what artist-run is or means, in terms of partici- -
pants, organization and philosophy became striking to threewall:
when we were not included in the exhibition, Artists Run Chicago,
on which this baok expands. We went back and forth on whether
or not we were satisfied with being edited from a roster of exampls
of artist{s)-run organizing in Chicago's most recent decade.,




{Co)publishing this book seemed bath a perfect and pracarious
place to question that definition, even if the curators (Allison Peters
Quinn and Britton Bertran) never intended to hand anything down
from on high, but instead made decisions based on their own intu-
itive and creative curatorial parameters.

The Artists Run Chicago Digest attempts to archive the words,
sentiments and basic data of that generation {1999-2009} of
artist(s)-run projects stemming from Peters Quinn and Bertran's
aforementioned exhibition at The Hyde Park Art Center. The
exhibition however, was only a starting point, as the ARC Digest
builds independently on the decisions made by the curators and
makes a number of additions by including artictes, statements and
interviews with projects not included in the original exhibition
{these are interspersed throughout the contents). In this way, the
. ARC Digest is a companion to, appraisat of and extension for

% Peters Quinn and Bertran’s original initiative. Some of these

" additions are cpenly critical of the original project, or at least, the
‘definition” of ‘artists-run’ that might have been advertently or
“inadvertently presented,” emphasizing the importance of artist’s
“ppinions in regards to whom that definition applies, and how itis

pasitions
38,

allenge
e sites for ~dispensed with.

hreewalls and Green Lantern Press got involved in Artists Run
lespite Chicago when, while considering the content of PHONEBOQOK
the artisk- Vol. 3% we considered publishing a centerfold of images and text
is a small rom Peters Quinn and Bestran's exhibition as a smart marriage
olved in between our ongoing attempt to archive current artist-run activity
ad in h Hyde Park's account of {recent) Chicago artist{s)-run produc-

n. PHONEBOOK and Artists Run Chicago felt like natural

igtr_:?r: diellows; after all, we had a shared interest. When Caraline
in-the- rd] and | collaboratively postponed PHONEBOOK Vol. 3 to
Vinto the gotiate the best format for that project, going forward, we opted
produce the Digest on its own — a natural extension of the
laborative interests threewalls and Green Lantern share.
_?fmn's and it t:a:_'njbarking on a project like the Digest only uncovers the
rists’ ity of a project like archiving, analyzing and discussing
with over _t(s)-run’ in Chicago. A sizeable task, even when focused on
! labor o iy_a decade out of several. Editing this publication now seems
y ) _|ghted, shoe-horned into the year as the various conversa-
thodes e,'r_nai_ls and brainstorming sessions I've had thus far, slowly
slorat the :cgberg lurking beneath: a vast body of thought that
Jitting : thg Digest cquld unpack {o its fullest extent. It is, in the
schooi), 7t you have it here, only the very beginning of a dialog

aitist-run culture in Chicago; an introduction in fact, since it
a dialog with infroductions, inferviews and swmmaries.

become most apparent in these various exchanges is
ary slope of defining “artist{s}-run!’ What does it mean?”
ven possible that that meaning is {even remotely) shared
greed upon by all its participants (not only those included

d from the show and digest in consideration, but by
'_fojects beyond our city)? A taxonomy of ‘artist{s}-run’
Cs emerges.

_bf discussions about who should or could be included

in our extension of this project, the questicn kept arising as to
whether so-and-so was an ‘artist! So: does artist{s)-run mean that
all administrative participants were/are an artist at the time of
starting the project, meaning, actually actively and aggressively
practicing in the studio? Must they remain so throughout their
tenure in or at an artist(s)-run project for it to remain thus? Should
all members of the project, as | asked at the beginning of this intro-
duction, be strictly studio practitioners in order for the project to
qualify? This naturally raises the question: what is an art practice
and what 'qualifications’ are required?

But this seems the least important of issues - is the beating heart
of artist{s)-run not the realization of the transgressive? Doesn't the
intention of artist(s)-run guide the principle more than the details of
the organizers’ Curricutum Vitaes? When the bulk of the spaces
under consideration are sites for exhibition, are artist{s)-run proj-
ects strictly altruistic — that is, never to become ventures where the
artwork is sold or the project leader(s) become proprietors?
{Regardless of the hair-splitting over terms like not-for-profit,
for-profit, or not-for-not-for-profit.) Are artist(s)-run projects always
temporary and tenucus, with structure -~ like boards or operating
budgets or business plans — implying some loss of sincerity or
authenticity? Can a commercial venture also be a transgressive
one?

if it's a matter of alternative sites for production, for the sake of this
project, there are other alternative sites for production that, when
artist(s)-run, are compelling inclusions because they illustrate the
drive of artists to create their own platforms away from the institu-
tion. So: does artist(s)-run always require a 'space’ — whether per-
manent or roaming? If media, and particularly the Internet, is a site,
what about the blogs, zines, podcasts, radio shows or other for-
mats artists might commandeer?'

Qur additions are somewhat corrective, or at [east, a splint of
sorts. We have added, (or attempted to add — some organizers
were unreachable by the deadling), projects active during the
same len-year period {1999-2009) that were absent from the exhi-
bition in one of four formats: 2-page spreads, listings of new and
defunct spaces and audio interviews." Of course, in this attempt
there was a second editorial process, not unlike the one enacted
in the exhibition: which projects do we highlight further and draw
attention to? What is the course corrective we're going to attempt,
and in doing so, no doubt dig ourselves further into a debate that
will hotly pursue this project until all 500 copies have been bought
or burnad?

Artists Run Chicago (the exhibition) was the first out of the gate,
so it does take all the initial risk of proposing semething about this
activity insofar as it is particular to this city. The curators chose a
10 year time span, they ‘curated the participants, thus editing
certain artist-run activity from the exhibition, and they chose an
exhibition within an exhibition model; one which was compelling,
dynamic and seductive on many levels, but also chaotic, a cacoph-
any of perspectives, aesthetics and philosophies jostling for space
in the gallery. 1 can't decide if as an outsider | would have been
energized or enervated by the display, or in fact it would have,
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could: hav'e, ifftimi ted'what'adi'sf(s)»rurj"'rﬁig.ht mean. Maybe that's
ibitior itself is transgressive in its complete

inds. | would fike to hope _tﬁai the ARC Digest has only just
ce the topic of artist-run, and its recent history

f'éklng. ity written form, a more exhausting archive, a fatter book with
; olor photographs, an exhibition that considers artist-run
organizing in the larger, national or international, visual arts commu-
nity. So there could be more. More documentation of the art-
work, projects and interventions; more response to the definition
of ‘artist(s)-run' with reflections on the future of such organizing by
its initiators and participants. There could be more agitation, more
analysis, more visual connections drawn between these spaces,
projects and their frequently shared organizers and artists. More
transgression in book form.” This is all hindsight of course, since
the interviews, essays, records and images are due to the designer
in one week's time.

But at this point it is clear: the definition of artist(s)-run is subjec-
tive, and a preference for what is important, historically, within

a matrix of activity when space (whather square feet or pixels) is
limited, is tellingly subjective as well. As Temporary Services
communicated to me in an email: “After ali, one reason for
organizing things yourself is to avoid having your work treated in. .
wishy-washy, half-assed, apolitical and uncritical ways by fnstitu- "

tions that don't seem to understand why artists sometimes find it =

necessary to organize things without their input or guidance in
the first place.” To which, | have to agree. So on that note, [ invite
you to organize things yourself. Which no doubt includes, making
another, (subjectively better), book, than this one.”

Ld. note: The terms ‘arlist-run; ‘artists-run' and ‘artist(s)-run’ are
used throughout this document. ‘Artistrun’ is the more universally.
understood term, whereas ‘artists-run’ refers to the Hyde Park Ar
Center exhibition title and the possible introduction of a new

term that might therefore have been ‘authored’ or defined by that
exhibition's contents. *Artist{s)}-run’ is used when I specifically -
want to collapse both terms into one and challenge and consider
them together — both the undersiood idea of one and the possibh
received definition of the other.

_

?/4 1 pg. 37 decentre is a book published by YYZBOOKS (2008), also an artist-
== g P !
%/, run center, in Toronto. The book is comprised of 103 short essays on artist-
2//;/ run culture by artists and artist-run leaders, participants and organizers from

arcund the world.

“The genius of the arist is his ability to crap on the hand that feeds him?”
—AA Bronson

decentre, pg. 121.

“The genius of artist-run culture is 4s desire to crap on the hand that feeds
us. The genius of artist-run culture is its lack-of-fear-of, its l-can-say-anything-
lwant-to the band that feeds us. A word of caution: beware of mimicking the
hand that feeds us" ~AA Bronson

“The artist is crap. The artist-run center is crap. Artist-run culture is crap.
The artist is genius. The artist-run center is genius. Artist-run culture is
genius. Therefore, crap = genius, and, conversely, genius = crap” ~AA Bronsan

threewalls was formed in 2003. The grad school chums werefare Sonia Yoon,
now a fulltime graphic desigrer {and musician), Jeff M, Ward, who works in
academic administration and the phifosophy graduate was Jonathan Rhodes,
a recent graduate of law who works in public interest in New Orleans. The
four were involved for a number of years in directly shaping the project but
moved on sporadically to other endeavors, meanwhile a number of other
people invelved in the art community have had a hand in both the starting and
running of threewalls over the course of its 6 year history. Some of these pec-

are Marc Leblanc, Ruba Katrib, Jessica Labatte, Amy Sacksteder, Caroline
Picard, Rachel Wakeman, Lucia Fabic and Lauren Basing, not to mention the
(somewhat anonymous) members of the solo jury and recently formed junior
beard. Elizabeth Chodas, our first fullime Executive Director was hired in
2008, after having voluntesred for three years prior, developing our public
programs.

“Watch for the perverse, the objectionable, the disgusting, the politically
incorrect” —AA Bronson

PHONEBOQOK is a collaborative publishing project by threewalls and Green
Lantern Prass. We've published two editions thus far. The intent of PHONE-
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BOOK was to create a current guide to the ephemeral artist-run
projectsialternative sites of production across the country - a resource for
travelers, artists, curators and the curicus. The guide would be updated and
republished in order 1o make additions and delete defunct spaces, but the:
guides wouid, as a collection, help to record the history of such projects
while providing people with basic information about them for use in the presen

Although the curators developed parameters ior a project’s inclusion in the
show {and these parameters are outlined in their statement published herej
the title “Artists Run” plays on words in such a way that many organizers of -
projects (other than ours) were perplexed about their exclusion or, despite
their inclusion, questioning from whom the definition of artist-run was being
received,

For the sake of this volume, we did remove venues that were primarify
focused on music as there were/are so many, they rightfully deserve their own
digest and history that might grapple with the definition of ‘musician’ and th
difference between an apartment rack show and a venue that starts out te
ous, but grows to establish itself ~ by selling beer. o

“Watch for collaborations that remain unfunded, artists groups excluded fro
the artist-run network, collective projects that escape societal acceptability.”
~AA Bronson

“The artist wha smells squeaky-clean is most likely a spy. The artist-run .
center that smefis squeaky-clean is a zombie interlocutor, The artist-run
culture that smells squeaky-clean is shit” ~AA Bronson S

Tharks to AA Bronson for unknowingly contributing these footnotes, taken &
they were from his entry, number 9, in decentre. Bronson was actively
involved in the development of Canadian artist-run culture, and as a part o
General Idea, founded Art Metropole in 1974, a publisher, distributor and -
archive of artists’ books and ephemera in Toronto. He is the current Director
of Printed Matter in New Yark City.
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Lori Waxman

Take one spare living room, {or an unused basement, a neglected
shed, an empty shelf, an abandoned storefront), add boundless
creative energy, a belief that anything is possible, the ability to see
far beyond econamically-motivated transactions and a couple of
friends who feel likewise, If the folks involved happen to be artists,
the result of the above equation will likely be an artist-run space.

What's an artist-run space? In the most basic sense, it's a place
for exhibiting art. But unlike a museum cr a community arts center
or a commercial gallery, it has neither institutional nor profit-driven
cohligations. It is imagined, founded, buiit and operated by and for
artists—for their sculptural experiments, literary readings, one-off
performances, political meetings, potfuck brunches and everything
in between.

Chicago is full of these spaces and has been for years. The rea-

‘ sons why most likely have to do with some combination of cheap

real estate; a Midwestern sense of can-do; a plethora of good

- local art schools that draw students from across the country and
“often keep them here for a number of years after graduation; and,

s compared to New York and Los Angeles, a relative dearth of
utting-edge commercial galleries. The historical precedent for
hese kinds of endeavors is the Alternative Space Movement,
hich began in the late 1960's in New York, when young artists,
rustrated by the lack of venues in which to show experimental and
insaleable work, as welf as work by women artists and artists of
ofor, began to create their own display spaces in the abandoned
ustrial lofts of SoHo and later in the cheap sterefronts of the
'QWer East Side and the East Village. Some, like 112 Greene
treet Workshop, (now White Columns), The Kitchen, Artists
pace, and ABC No Rio continue to exist today in one form or
ther, while cthers, from Holly Soformon’s 98 Greene Street loft
_Gr_oup Material's 13th Street storefront or Patti Astor's Fun
ery, sustained shorter lifespans mare in keeping with the
gnes from which they'd emerged.

gh it's the birthplace of the movement, New York long ago

d its titte as Macca for these kinds of venues to the less

'fsd, less market-driven cities that really need them. Cities
icago have taken up that title, where artist-run spaces flour-
ostly under the radar of even the most dedicated museum)

because of gallery-goers, (if not the local artists themselves).
Whether because of sparse publicity, brief exhibiticn runs, fimited
hours, out-of-the-way focations, or the admittedly intimidating
prospect of traipsing inte a stranger's apartment to look at the
work of a completely unknown artist, gallery-goers are most often
part of a community. If this seems shortsighted or even semewhat
pathetic on the part of otherwise enthusiastic viewers, consider a
similar situation that commanly occurs around quite different cul-
tural material, namely the keen gastronome who finds it toe daunt-
ing to eat at a far-flung ethnic restaurant, be it on account of the
unfamiliar neighborhood, unknown etiquette, dlegible menu, baffling
flavors, or the imagined discomfort of standing out as a foreigner in
one's own city. That's why plenty of people who ke Korean food
eat it at their neighborhood restaurant instead of San Soo Gab
San, where the waitresses speak fittle English, seem mean when
they do, and the banchan comes in an astonishing variety of two to
three dozen.

Enter the Hyde Park Art Center, a welcoming placs if ever there
was one. HPAC turned 70 this year and, as part of its anniversary
as the oldest alternative exhibition space in Chicago, it offered
visitors a sampler of some of the most important, provocative and
diverse artist-run spaces that have existed in the city over the past
decade. In-the-know viewers certainly noticed who'd been left out,
but the show wasn't really for them, though it was a celebration in
which they could thoroughly take pleasure and even pride. The real
beneficiaries of Artists Run Chicago were the people who'd never
set foot in any of these places, but hopefully would in the future,
warmed-up by the generous and inviting introduction.

Curators Allison Peters Quinn and Britton Bertran wisely chose a
polyphonic, free-wheeling exhibition scheme over an orderly,
museoclogical one. What got lost in terms of didactic information--
the kind of who, what, when and why that this catalogue is all
about, as will be the dedicated archive HPAC is establishing in its
4833 Resource Center-was mostly made up for by the wildly
ad-hoc, humorous, and resolutely non-homogenous presentation
itself. Nothing could have been more appropriate to the vastly
different locations, intentions, and spirit maintained by each of the
chosen spaces than the commingling of Roots & Culture’s plaid
wallpaper backdrop, Swimming Pool Projects’ diving board-cum-
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was one. HPAC turned 70 this year and, as part of its anniversary
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visitors a sampler of some of the most important, provocative and
diverse artist-run spaces that have existed in the city over the past
decade. In-the-know viewers certainly noticed who'd been left out,
but the show wasn't really for them, though it was a celebration in
which they could thoroughly take pleasure and even pride. The real
beneficiaries of Artists Run Chicago were the people who'd never
set foot in any of these places, but hopefully would in the future,
warmed-up by the generous and inviting introduction.

Curators Allison Peters Quinn and Britton Bertran wisely chose a
polyphonic, free-wheeling exhibition scheme over an orderly,
museological one. What got lost in terms of didactic information—
the kind of who, what, when and why that this catalogue is alt
about, as will be the dedicated archive HPAC is establishing in its
4833 Resource Center—was mostly made up for by the wildly
ad-hoc, humorous, and resolutely non-homogenous presentation
itself. Nothing could have been more appropriate to the vastly
different locations, intentions, and spirit maintained by each of the
chosen spaces than the commingling of Roots & Culiure’s plaid
wallpaper backdrop, Swimming Pool Projects’ diving board-cum-
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video player platforms, The Suburban’s concrete-black white
cube, and, in a supreme play on institutional strategies, Modest
Contemporary Art Projects’ fabulously pompous wall labels and
lulius Ceasar’s “encumbered” audio tour guides.

Despite, or perhaps because of, the cacophonous nature of a
show with dozens of curators—the two official ones plus all the
gallery organizers—there was a lot of good art here, Not that most
viewers would have agreed on what constituted it or why; consen-
sus of style or taste or purpose is not, and should never be, the
stuff of artist-run spaces. But arguing about that what and why is
half the pleasure of viewing art, especially in unpretentious
surroundings, surrounded by friends, with a can of Old Style in
hand. So here’s my own personal list;

The best stuff in Artists Run Chicago ranged from the weird—

at Suitable, Ben Stone's “Drifter” 2001, a seriss of reliefs that
hybridize driftwood and mounted fish—to the cheap ‘n' charming—
at Second Bedroom, Adam Farcus’s “The Stars | Was Bomn
Under,” 2008, a twinkly false ceiling made with the admirably eco-
nomic materials of cardboard, hot glue, latex and, of course,
heles—to the politically frenchant-at Polvo, Juan and Ricardo
Compean’s “Immigration World Cup," 2008, a foosball table where
surely no one wins, customized with players including a U.8.
border patrolman, a Charro, Ronald McDonald, a dark-skinned guy
in a wife beater, and Mexican waitrass. In the brilliantly installed
category, Livebox positioned Katy Higgins's “Locking," 2008, a
close-up video of a baboon, um, fooking around, on a monitor
directly above the gallery's rear entrance, affording primate an
excellent view of the exhibition. In the unbelievably sweet category,
Swimming Pool Projects presented Aaron Hoffman's
“Odonato;' 2008, an endearingly animated love story of sledding
and lonely apartment dwellers that turns out to have been nothing
but a winter dream. In the locally-relevant category, NFA Space
offered the five-man installation “Tired of Waiting,” 2009, an
elaborate multi-part spoof that meshed a history of labor rights
protest and the death penalty with the fantastical sell-off of
Chicago's history to Ripley's Believe it Or Not J{at feast, | hope to
heil they made it up). And in the not-quite-art category, Fraction
Workspace addressed its own demise with Alex Jovanich's *RP.
Plaque 2007, an inscribed commemaorative metal plate, and the
precious display of a cut-up “expired” credit card in a cushioned
Plexiglas case.

Also on view were two appealing jabs at fund-raising. With their
straightforward piays on nomenclature, these branded goods fared
better than most. How to resist buying Standard’s very standard
set of pint glasses or Joymore’s embroidered white cotton
panties, (especially when one’s own pair, bought eight years ago,
have been washed so often they no fonger stay up)? And, as
appealing as affordable, functional objects with deadpan, tauto-
logical wit can be, how not to be ever more seduced by both
gallsries' adjacent displays of less affordable, nonfunctional
artworks with uncanny, expansive wit? At Standard: Heather
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Mekkelson's pedestal-mounted blocks of compressed soil
and wax, each titled with a different local address, of unknown
significance, {anyone who's known her fong enough could presum
ably figure out if these indicate where she was lving at the time, -
but we only met last year, so I'm left wondering, happily, if the

sculptures are more random or obscure than that). At Joymore:
Mindy Rose Schwartz's quiet, super-smooth, cuddly yet hard

*Ghost” from 2002, the minimal version of all she's done since,
and Nick Black's vivid, silky mess of melted plastic toys from 2000
gorgeous and yet eerily suggestive of something gone VETY WIoh:
Do beer glasses and cotton undies really pay for all this?

many mors

nly the &
new vision
form at thi

Indeed, they do not. Hence Conrad Bakker's donation box,
courtesy Suitable, situated right at the entrance of the show.

But charity isn't going to cover the tab of running any of these
spaces either. Someone’s paying, and in the vast majority of cases;
it's the artist-organizers themselves. Though a couple of venues =
like Green Lantern Gallery & Press have official not-for-profit-
status which allows them to go through the time-consuming

process of applying for grants, most of these galteries are run
hand-to-mouth, with the help of friends, family, and whomever ¢ls
happens to be passing by. Some of the displays at HPAC provided
a sense of this collaborative network: ArtLedge decidad to exhib
a plaque thanking the long list of people who contributed to the
space throughout its duration. Alogon gave over their alfotted -
space to INCUBATE, who hadn't besn invited to participate.
(INCUBATE’s own project, the Artist Run Credit League,
is itself about money, and trying to devise a new way of making it
available to artists.) And VONZWECK, amid the remains of its .
defunct galfery, listed a beer cooler on “permanent loan” from .
Deadtech,

(The beer cooler, it must be said, is a crucial element of any artist:
Tun space, to be replaced at will by a couple boxes of cheap wine
or even a deep fryer. Why? Because social gatherings, sometimes
even all-out parties, constitute a valuable part of how these places
function as meeting points for far-flung artist communities, as hubs
for human interaction, art discussion, and even networking. Festive
fraternization forms part of the larger art world, tog, of course, from
museum and gallery First Fridays to the exclusive opening parties:
of Biennales, but here it occurs more intimately, among friends and
friends-to-be. And it's part of the art world on a conceptual level
well, in terms of relational aesthetics, as when Rirkrit Tiravanija
starts a Thai kitchen in his Chelsea gallery or Jorge Pardo opens,
a bar in LA's Chinatown, But don't think too hard about all that:
next time you fill up a plastic cup from the keg at Alogon. Or d

and if you do, talk to the person behind you in line about it) . -

S0, no funding, no profit, little press, and a few cheap beers-wh
on earth do they do it? This catalogue is full of answers straigh
from the horses' mouths, I'm no horse, but coming at the quest
from the perspective of an art historian and critic, (which make:
me either a donkey or a cowboy, depending on your perspectiv
I suggest that one way to understand these endeavors is to thi
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i f themselves. If some of these
et thfemc::): r;;vcr:[i(nsialru?e:chl,Y-tversions of commgrcial galleries,
- l:': of them provide laboratory environments in which not
manyf:noexhibiting artists but also the organizers can put forward
o 'ei ns of what constitutes art. Their experiments can take
form wts tct:e level of space~Modest Contemporary’s proposal o
I;;Tnieaningful art can be small enough to fit on a shelf—or publici-

The Butcher Shop’s display of screen»print.ed exh.ibitmn .
tyosters—or installation—Feter Fagundo's “Material ASS|stz:\jn:.e,
F;009 a cardboard, acrylic, wood and wool pedes;’(te:..l :szdit(iaons

‘ ist's pri ing Proje -

i other artist’s prints at De\_fenmg: Pr ts. :

disg\].'z f::heduling—mini dutch’s live exhibition-within-the i
Drhibition wherein five artists each had eight days to -shov; e
" k at H'PAC with the provision that whatever they. instal e !
:Moi;clude a mi}limum of two elements from the previous artist's
o
work.

i T
For viewers still perplexed by these artist-run ventures, even afte

the friendly and broad introduction, Dequgll:rzjtesctsazgfrs:;ed
: . 1 - . p X
- ion. Their “Instructions for Running a . _ .
: :ﬁtfemgallery and available as a take-home printed multiple, lists

welve directives that are less practical how-tos than calls for pas-

sionate engagement. Number 1 commands: “Fall in love with art.

insists: “ ittle corner of the world”
8 insists: “Change your litt ¢ CO A o
?ﬁ?ﬁlirmber 12 reminds: “Keep falling in love with art and artists.

What mare could anyone need in order to get it?



~Heavy D and the Boyr

Dan Gunn

The following interviews are the abbreviated stories of capable
groups of artists that ran or still run exhibition verues in garages,
loft apartments, storefronts, storefront apartments, basements,
baserment apartments, architectural nocks and even projects that
have no permanent home. The interview process was meant as an
investigation into the {recent) history of the Chicago visual arts
community, for which there is little official history, and a journey
into the mindset behind the local production of visual culture.
With an average lifespan of less than five years, the stories of
these spaces represent successive waves of communities in a
somewhat transient art city.

In the last decade, artist-run spaces in Chicago have increasingly
mhabited marginal spaces. There are many reasons for this, not the
least of which is the real estate market which prices them farther
and farther away from central avenues and hubs. Although they are
always located close to residential life, these spaces are serious
attempts to generate public exhibitions of contemporary art
through cost effective and humble means. To cail these spaces
D.LY. is not completely correct. “Do-lt-Yourself” is parily the wrang
term because it has taken on the connotation of things fike
paint-by-numbers — a group of materials and instructions with a
prepackaged outcome — and while the form of the commercial
gallery is usually the ‘madel for most galteries, with its white walls,
bright lights and tables of information, it frequently becomes the
foil for the artist-run space.

Some artist-run spaces embrace the art market, acting as proto-
commercial ventures that pursue exposure for their artists and
generate significant amounts of art press. Others have reawakaned
the model of the not-for-profit art center, dedicating themselves to
serving local artists and presenting inmovative contemporary art to
the public. Still other informal spaces relish social and domestic
contexts that implicitly challenge the relevance of artistic practice
to lived experience. Artists of all stages find oppertunities in these
varied artist-run spaces, to work experimentally, to build up their
exhibition stagecraft and to connect with receptive audiences.
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In asking people about their exhibition programs, four general

questions were posed; "Why did you start your gallery?", “What
was your gallery about?”, “What were you able to accomplish?”
and “How did it change your art practice?" The answers to each &
these questions varied greatly, but whatever their final view of theit
gallery experience happened to be, sach member clearly recalled
why they had begun.

What fellows is a picture of such spaces through the eyes of
those who ran them. Their narratives are inextricably intertwined
with anecdotes about artists ard #riends, specific remembrances
of favorite art projects and lists of good and bad ideas. These _

interviews, especially from the defunct spaces, take on a differen
character depending on who is speaking. Some speak like old -
fraternity members, bragging about their former exploits; others -
speak as artists, without rose-colored glasses, telling cautionary
tales; still others speak like old friends, wistfully revisiting a past

that has been carefully boxed away.

Newer spaces invariably have younger paople involved in their:
day-to-day operations; these youths seem still precccupied with’
their to-do lists. They are proud of the work that they do, the kind
of fulfillment that one gets for working towards something while i
the midst of that wark. Some are so new 1o the process that they
don't know what they are doing, and make it up as they go along:
In such cases, they are still feeling out their interests and modifyi
their approaches. Like a proving ground where ane tests out a
vehicie, these artists are searching out their position in contempo
rary art, often with fittle knowledge of earlier artist-run spaces, _
{except, maybe, their immediate predecessors). '

The enduring legacy of artist-run spaces is two-fold. Firat, it is wil
the artists whose practices and careers these projects have. -
helped further and sacond it is with the collective experiential -
knowledge of what it means to generate small-scale visual cultu
The lessons that the people inside of this volume provide is buil
on the knowledge of years and years of experience, But what is
this knowledge for? What does one do with these lessons, fear




the hard way, or the other gritty, detailed clutter of producing visual

, four general
culture on the cheap for a small group of fanatics?

gallery?”, “What

o accomplish?’ would like to argue that what has been missing in the local pro-
answers to each né > duction of visual culture is the transferal of the practical, worked

i final view of the';k through knowledge that emerges fram running an exhibition venue
s clearly recalled'ff for art, day in and day out, for little recognition. What is that cliche
| saymg'? Ethics is what you do when no one is watching? There is
= a danger that without the transferal of knowledge, newer spaces
-ﬂ%_wdl unknowingly repeat the mistakes of their predecessors. Rather
‘tan erganically growing new exhibition forms through a competi-
tive dialogue with other artist-run spaces, (past and present), they
imply adopt the commerciat gallery as their primary model.

h the eyes of
ably intertwined
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ake on a differen
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s continually fascinating and tragic how so much spirited visual
culture creates no lasting signature beyond the people involved.
marginal locations that these spaces inhabit as well as their
ort life-spans and locus outside of a major art center, have all
ributed to the historical amnesia and critical blindness that

s to fully acknowledge their virtues as artistic proving grounds,
diing exhibition models and as presenting excelient work not
the context of Chicago, but in the broader context of con-
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Stockyard Institute
NFA Space

The Butcher Shop
Polvo

FGA

Law Office

Margin
STANDARD
Suitable

The Suburban
Deluxe Projects
Joymore

Modest Contemporary Art Projects

Dogmatic is discussed in (Art)ists Run Chicago by Scott Spsh and
John Neff following the interviews.

A final copy of Michael Thomas’ interview with Dan Gunn was
not approved in time for publication.

Temporary Services (b. 1998 - ) is interviewed by Bad at Sports in
the audio supplemant.
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BRIEF SUMMARY. Stockyard Institule, Re-Wiring the School System Since 1995

The Stockyard Institute is an artist project
and experimental pedagogical collective

in Chicago. Our artistic interests attend to
the city's less peaceful communities.

We design temporary public projects and
sustainable, socially based programs that
consider youth as producers.

We use the idea of educating as a medium
to expose reasonable examples of an intel-
lectual and spirited life for the communities
we work alongside. For young people,

personal issues and the fundamental social

tension of living in the city, often appear as
impossibilities. Our energy is dispersed to
establish relationships between youth

and the people who can best help answer
their questions. The desire for innovation,
with the promise of a productive future, is a
constant and positive objective.

We have over the years expanded and
contracted in a natural extension of growth,
adjustment and momentum. Artists, writers,
composers, designers, poets, builders,
educators, activists, photographers, Dis,

performers and others work with us a
unteers to organize large-scale projec
well as smaller, provisional experience

There is a broad effort, since our beging
to fund explorations about the city we

to live in. This serves to effectively functi
in the design of informal strategies for
progressive, pedagogical investigation
through the arts.
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1986-2002

WEBSITE nfaspace.com

HOW DI NFA SPACE BEGING

fain: When we were at the School of the
Art Institute, in 1994, Michael Ryan became
our faculty advisor. That was when [SAIC]
was first putting together the Student
Union Galleries. We were both SUGS
directors during our last two years fat
schoal]. Michael had this wealth of knowl-
edge from being an artist in Chicago and
from working for the Museum of the Art
Institute. We underwent a crash course in
exhibition planning, curatorial practice, exhi-
bitton design, and working with artists. That
was the seed that started our thoughts on
creating NFA Space. We started it right
when we got out of schoal in 19986.
Working with Michael was great because
he was really trying to familiarize us with the
history of the Hyde Park Art Center,
Randolph Street, N.A.M.E. and the
Uncomfortables. Al of those spaces
were closing while we were in school,
Reaily, what would come next was unclear,
River North was the only gallery district,
and we didn't see a home there for what
our interests encompassed and what we
were making in school. We viewed their
approach as dated. The galferies at that
time were very provincial and they had a
rigid stable of artists. As an emerging artist,
one thought that it was impossible to break
in through the traditional means. Further, as
we wrote in our mission statement at the
time, we wanted to “create exhibitions as
events and experiences, rather than risk
free whitewashed art dealerships” At
SUGS we had seen the mechanics of put-
ting tegether an exhibition, and we knew
that we could produce something at the
fevel of the gallery system. So we decided,
“Why not just do our own thing?"
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NFA SPACE
LOCATION OF GALLERY 4650 & 4657 M. Racine,
T N Pooris

FOUNBERS! lain Muirhead, Amavong Panya .

_. —
S

WHT WAS NFA SPACE ABOUT?

lain: NFA stands for Not Fucking Around.
Wea were 21 and it was an adversarial peri-
od in Chicage. We felt like, “Fuck this, we
can do this better” We were motivated and
had the resources.

Amavong: In 1996 we rented studios at the
intersection of Adams and State. One of
the spaces shown to us was an old beauty
shop. It was way too expensive for studio
spaces but we asked the landlord if we
could clean up the space and do a show
there. Cockfight was our first show and
Sacred and Profane was the second.

fain: The shows in the State street building
were only one night [in duration]. They were
both theme based group shows that we
organized with goals in mind, We wanted to
realize exhibits that we couldn't do at
SUGS and we wanted to ensure that they
were well attended. Artists know only their
friends and about five other pecple. If you
put ten people in a show, you will likely
have one hundred people at the opening.

Amavong: i's the critical mass idea, getting
a bunch of people together at once.

fain; We moved from [State street] to
Uptown into two storefronts on the corner
of Leland and Racine. We were program-
ming 3-month exkibitions out of both of
them. We were doing group shows until the
second year [in Uptown] when we expand-
ed the group show into a series, with titles
such as Epic Moments or Débardeur:
Labor Wearing Images. It was our way of
giving artists solo shows while still drawing
a large audience. We spread the series out
over 6 months and they consisted of three

pairs of one-person shows. From and
advertising point of view, one would wan
see the whole thing as it unfolded. Plus,
gave us more time to get press. We felt
that press was important because we
always thought this thing was bigger thal
Chicago. If we wanted to participate in th
global art community, it meant art fairs an
press. We adopted a commercial structurg
without compromising the work we wera'
showing. :
Amavong: The Chicago Project Room:
was really getting noticed at the time—the
were in the space formerly occupied by
Uncomfortables in Wicker Park—but we s
were ovarlooked in Uptown.

fain; That was a major issue, to get an a
ence outside the museums and River N
With art fairs came the demand for adv
tising and inclusion in magazines that :
exploded around 1998-99. It allowed us
bypass Chicago. The mentality in Chica
was, “If someone else values it then we'
value it, but if it's in our backyard then it
just navel-gazing. That's the feeling that
had. Some of it's true, but we were so.
focused that we created some of that
mythology ourselves. Then when Cono
McGrady got picked for the 2002 Wh
Biennial, Chicago decided that it care
about Conor McGrady, even though we't
been showing him for four years.

Amavong: On the topic of art fairs, we
missed the deadfine for Art Chicago 169
But the feedback we got was “Where
these guys come from? How come the
not in Art Chicago? They should be in, bt
they missed the deadtine. They should
Art Miami!’ We found it appealing to tal
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o Jth|s 10 a different audience. Qur first fair
" Zwas in 1999. We were meeting curators.
"“S\We would get business cards and think
- EWow!” We also had a really good Miami
connection because we worked with
Zwilliam Cordova who was in the 2008
Whltney Biennial. He introduced us to a lot
of really good Miami artists. Then, in 2000,
Zwe moved from Leland and Racine to
=Peoria Street.
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RN : glain: This was another massive change that
: - ;-.§accelerated things for us. Curators from the
e £ Whitney were coming through the Vedanta
£ Gallery that Kavi Gupta was helping to
g < facilitate. That space had a massive cam-
~ paign to get people into Chicago and we
penefited from it. People from all over the
= world were finally coming to Chicago to
ﬁ see art and they were coming through our
fé space. We were sefling work and wa were
? getting the artists inte museum shows and
coliections. It was really exciting. After four
years of trying to pull the right people into
~ our space, it was all happening. We had
’4 Been subsidizing NFA the whole time with
= ~‘ah exhibition service business, which made
= 4 chalienge to administrate the gallery.
- We're both artists and the programming
fied our creative interests, but it
Became clear once business picked up that
ere functioning as dealers. We chose
structure. It was just working.
ertheless, the more that the gaflery suc-
ed commercially, the more we felt
isoned by it. It became a pretty clear
on. It was tough because the space
had finally reachad a level where we could
see viability but at a personally unac-
table creative identity cost. For me, it
hen some of the artists we had been
enting ne longer viewed us as peers,
acilitators, “What have you done for
ely‘?“
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Dealer! but it is literally a full-time

in a gallery. There were stilt other
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d joy in. The interaction with the art
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ofe were] constant dinners, open-
L etc... It also became very diffi
h may have been no different if
en the non-profit route, to form

any new genuine relationships. We were
perceived as an opportunity; it was exhaust-
ing and it made every new interaction fesl
suspect or vice versa. That didn't feel good.
It grew so far away from the reasons we
started it.

Amavong: A proud and defining moment
was when Newsweek did an article on
Conor McGrady, Luis Gispert, and Sanford
Biggers—all three of whom we had shown.
We represented Conor and the other two
had been in a group show. No one else in
Chicago had shown them. 1t was definitely
a proud moment because it was in conjunc-
tion with the 2002 Whitney Biennial. lain
and | chose to not go to the Whitney for
the opening. | remember some other art
dealers saying "What the hell are you
deing?! You should be standing in front of
Conor's work taking checks!

fain: It was Conor’s moment. The Whitney
Biennial is for artists. Do we really want to
be there as Conor's dealers? That would
have permanently fixed us in the dealer role
to the audience we'd been going after this
entire time. In my mind it became clear that
if this was how I'm going to intreduce
myself to the art world, then I'm screwed.
We were very very happy for Conor, and at
the same lime we knew that the next deci-
sion was imminent.

Amavong: We went out the punk rock way.
We chose not to become dealers and while
The Biennial was still open we shut our
doors.

Jain: [They were shut] right after Conor’s
show because his show [here] was up dur-
ing the Biennial. We knew where the
money was coming from, [it was] from the
art handling business. | have no regrets
about anything we did during that time. it's
been nice to have the years to reflect back
upon it, but | am such a different person
than | was at that time. | like this person
better. It's clear that we made the right
choice. 1 do appreciate that in the last
seven years the labels have relaxed some,
the artist as curator or the artist as social
entrepreneur has really developed. NFA
was a company. We set it up that way, and
it contained all of those elements as an
exercise in ongoing artistic sustainability.
That one arm of it was so big and so public
and it still provides opportunities for us.

HOW [0 37 AFFECT YOUR ART PRACTIDE?
Amavong: Running the space has been
great for my art practice. I've been slowly
working on stuff. To get my head in the

Ben Stitler autographed phota, 1496

right place and to make time [for my prac-
tice] has been the struggle.

fain: 1 adopted a long-range view when we
were running NFA. We got te see a bunch
of artists at different stages of their careers.
| saw the mechanics necessary to have an
art career. It reminded me how important it
is to do work that's meaningful to you and
to develop it in a way that doesn't neces-
sarily require an audience in addition to the
dialogue you [the artist} are having with it.

Interviewees: 1ain Muirhead, Amavong Panya
Format: transcribed audio interview

Location of interview: Buffalo Hunters Studio,
4541 N. Ravenswood #403

NFA SPACE js a collaboration between
artist Amavong Panya and lain Muirhead.
Initially NFA SPACE (1996) provided an
afternative exhibition space for emerging
artists seeking challenges beyond those
available in the local art community. NFA
SPACE encouraged artists to realize ambi-
tious site-specific installation works and at
the same time sensitively incorporated their
work info curatorial projecis that articulated
contemporary social, pofitical, and aesthet-
ic questions. In just 6 years, NFA SPACE
produced its own catalogues, participated
in international art fairs, sold work directly
to major museums, and received critical
attention from many of the leading indusiry
publications. NFA SPACE's art service divi-
sion started in 1988 to help subsidize the
exhibition programming. NFA SPACE
ceased gallery operations in 2002 when
art dealer responsibilities eclipsed all other
creative interests. Today, Muirhead and
Panya maintain individual studio practices
while NFA SPACE is a leading art installa-
tion company with long list of international
clients that provides project based employ-
ment for themselves and other workmg
artists.
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1997-2008

| Un emply Shot ot Hhe Butther chop, (p9g and edierno

HOW DD THE BUTCHER SHOP REGM?
Fwasn't really into the DIY art-space scene
in 1997 when we were starting the space.
I became more involved with the scene
through the space. Maybe | wasn't as
aware of what was going on, but it seemed
like there were a lot less active DIY spaces
then. Randolph Street Gallery, to us,
was an established space and we were
twenty-feur, young and just starting out.

In the mid 90's it wasn't too expensive to
run a space and warehouse lofts were
there to be found; anyone could make it
happen with a little bit of effort. The
Butcher Shop started as a big live/work
warehouse space on the near West Side.
We did a fairly decent job of building out
the space, but the feel of the place was a
litle bit crusty and strange.

WHAT WAS THE BUTCHER SHOP AzouT?
There was always a sense that there could
be something interesting and waird
happening at The Butcher Shop. A great
community arose in favor of the space and
tons of people would come to exhibitions
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THE BUTCHER SHOP
| 3 8 Bfm Btk
LOCATION OF GALLERY. 1310 West Lake Street

FOUNDERS! Mike Lavary, Kerri Sancomb, leff Muslier _

*.anyone could
make it happen with
a litile bit of effort.”

regularly. We'd get really big turnouts,
partially because of the beer, but also
because of the accompanying entertain-
ment. In addition to exhibiting art, we had
bands, performances, or puppet shows
during openings.

During The Butcher Shop’s operation,
there were three distinct iterations of the
space. The first group of people to run
The Butcher Shop was Jeff Muelier,
Kerri Sancomb and Mike Lavery. That's
what { call The Butcher Shop, Mark |
(1997-1998}. The space was mixed-use,
people lived there and the art space was in
the back. Then, as Mark /f (1998-2002),
people could no longer reside there. Mike
Lavery stayed involved and, along with
Roger Cooley and mysslf: we ran the
space. Mark // was probably The Butcher
Shop’s heyday era. Around 2003, Mike
Lavery moved out of town, Roger Cooley
had a child and | went back to grad school,
We lacked the time and energy to keep
growing. | continued fo curate shows,
maybe, every 3 to 6 months. Sometimes
pecple would contact me with an idea they
had and the space existed in that way for a
year or so.

I'd known Michael Thomas, who ran
Dogmatic, since the early days [of the
space]. We started our endeavors around
the same time and | think that their first
show opened the same week as ours.
Dogmatic had to move out of the space
they occupied and Michae! still wished to
curate shows. The first show he did at The

Butcher Shop was with artist Julia Marsk
She tock a scanner, and scanned ever
square inch of Dogmatic, printed it all o
and rebuift Dogmatic [in our space] a
installation, At first, he intended to do &
show in the space, but during the course
the show and through separate conversa
tions, we decided that we would merge.
Michael taok over the space for the folloy
ing years, 2005 to 2007, As The Butch 1

scals and he was a more professional :
gallerist than we had ever been, During
Mark If, we would send out a press ref
to be listed in the Reader, send postca
invites and make posters, etc... But,

Michael actuafly went the extra mils to g
reviewers in, start a website and have

regular hours. After Michael moved to N
in the spring of 2007, Carrie Ruckel anid
Karin Patzke took over major curation
duties and founded Lasso Gallery at
The Butcher Shop. Unfortunately, we
were forced to close the doars in earl
2008 due to complicated circumstanc

Definitely our philosophy, perhaps mor.
philosophy than some of the others, wi
“Fuck the art world, Fuck profsssionali
Fuck everybody else. We can do this ¢
on our own and not care about the wi
art world!" I mean this in a positive *
ot an “anti-them" sort of way. mig
seem silly to some, but we pulled it off
under our own terms for a while. We
wanted the space to be good, we wan




ople to come, we wanted the work to be
cated well, we wanted to work for the
rists, but we had no interest in running a
fery in the traditional sense. On many
vels, we were opposed to the traditional

allery.

HAT WERE YOU ABLE T AUHIEVE?
| regard 1909-2002, as the core era of
The Butcher Shop. During that time, we

ueded ut up a show every 6 weeks or so. Every
- Christmas, for five years, we'd host the
pen with vliday Ball-attendants were required to

dress-up. Most people showed up wearing
tuxes or thrift-store ball gowns. A band
called Dave LaCrone and the Mistletones
= would play Christmas music all night, and
there would be an accompanying art
xhibit. One year the theme was Baby
esus, another year it was The Three Wise
Men. The show was open, so anyone was
elcome to submit a wark that adhered to
tha theme. The whole space wouldn't be
d with work, only the back portion—the
it was a dance floor. It was a relatively
pated yearly event.

H @?’%@f’%m
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fortunately, we
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2d circumstances.

ad so many shows in the space—

gs a minute to consider which ones
‘out. Rosie Sanders and Rebecca
{rNr), built an entire sidewalk in the

. They poured cencrete, and had park
es, and street signs. They totally
formed the back of the space. Due
tate of the space's [dislrepair, we
really open to anything because the
uld be easily messed up and fixed.
a really great show—one of my
s—called This Way to the Egress.
oosely circus-themed; we had art

y different peopte and a clown

s walking around juggling and both
n and cotton candy machine. We'd
add a silly element to the exhibi-
e we had a performance where

d man and two naked women

und with a live giant snake, It

ery Satanic and kind of cheesy,
me! {laughs) That was a time
ght, “Ok, whatever, if you want
thing like that then great!”

of way. it might
we pulled it off
r a while. We
good, we wan

better shows was a rock poster
5ld in 1999, This was one of the

rock-poster screen-printers together for a
show, before the advent of the Flatstock
shows. For our exhibition, we contacted
printers from all over the country. We had
around 686 posters hanging on the wall—
including submissions from Crosshair,
Steve Walters from Screwball, Jay Ryan
from Bird Machine, Keith Herzik, Bob
Hartzel and some other folks from in town,
Wea also showed work of the Fort Thunder
guys from Rhode Island and around ten
other artists from different cities. We hung
it salon-style covering every square inch of
the walls.

Another really great show that we exhibited
there was the Department of Space and
Land Reclamation. This event was about
guerrilla public art. Nato Thompsan, Emity
Forman and Josh Macphee organized that
show, and it was a really cool 3-day event.
The space was apen 24 hours a day; there
was cool art, conference panel lectures,
discussions and a library with couches.

it was a very energetic, anarchistic, event.

On a few occasions, we collaborated with
spaces in other cities. We teamed up

with focal space Seven Three Split to
show work from the galleries Vox Populi,
Space 1026, BaseKamp and Project
Room from Phitadelphia. We had a show
here of Philadelphia artists, and a show
there of work by Chicago artists. We
worked on a few exchange-based shows in
that same vein.

HOW D 1T AFFECT YOUR ART PRACTICR?

t was making a lot of paintings and screen-
printing with Crosshair when we started. In
some ways, running the space killed me as
an artist. Instead of deveting time to making
art in my studio, | was running the space
and working on exhibitions for other artists.

Now, | paint once in a while. I'm not trying
to be a career artist and | think that the
space had something to do with killing my
desire to pursue that path. {laughs}

I sincerely enjoyed my practice, but 1 wasn't
any good at promoting myself as an artist.

! was skilled at promoting the work of
artists exhibited in the space. Maybe | was
better as a facilitator than as an artist, or at
least | fell into that role. | found the role to

fayjony woy
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be fulfiling—so I'm not at all bitier or upset
about that, | don't want to emphasize my
role as facilitator as a negative thing. If you
are running a space, a certain amount of
your creativity goes into it instead of into
your own work. It's a potentiai hazard. You
have to answer to a larger community than
you would with your own practice. The
space ran on the elbow grease from the
people involved, and for every person that
I've named, there were a number of other
people who helped make it happen. The
model of little maney expenditure and a lot
of elbow grease can work well for people in
their twenties. But, as people get older,
have children and become more involved
with their careers, the model no longer
functions. People are less willing to spend
three nights a week hanging out and paint-
ing walts. Those are some lessons learned.

Intervieweea: Tom Colley
Format: transcribed audio interview
Location of interview: 1310 Lake



POLYO

1998-2007

WERSITE. polvo.org

HOW 1D POLYD BEGIN?
Polvo began as a collective of three people,
Miguel Cortez, Elvia Rodriguez-Ochea and
Jesus Macarena-Aviia. We published an
art and poetry zine in 1998, one in 1997,
and then on-and-off until 2003 when we
switched to an 11"x 17" newsprint format.
i 1998, we opened our first storefront
space because we felt that our work did
not fit within the work of what local galleries
and museums were showing at the time,
especially for emerging artists. Before we
opened the first space, we were part of
different collectives in Pilsen. | was part of
Calles y Suenos/Casa de Arte y
Cultura {House of Art and Culture), and
they had an alternative cultural space on
19th and Carpenter. Elvia and Jesus also
parlicipated in shows there and helped out
with events. That space functioned from
1094-1899 and served as an inspiration to
the type of space that could exist within the
community. Jose David, who was responsi-
ble for the space, helped introduce us to
many artists including Michael Piazza,
Elizam Escobar, and Bertha Husband (all
members of Axe Street Arena). | primarily
helped out with postcard and flyer design.
During that same time Elvia and Jesus were
part of Taller Mexicano de Grabado
{(Mexican Printmaking Workshop), also in
Pilsen, and were members from 1992-
1998. It was there that we worked with
Carlos Cortez and learned of his history in
working on human rights issues in the
Midwest. | joined that collective in 19986,
and we all left the group in 1998 to con-
centrate on opening the first Polvo space.
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EOUNDERS, Migue! Cortaz, lesus Macarena-Avila, Elvia Rodriguez-Ochoa s 1

LOCATION OF GALLERY, 1458 W, 18th 5L 1R

WHAT WERE YOU ABLE TO ACHIEYE?:
After engaging the space, people gaine
awareness about the aforementioned

We were frustrated that the collective
(Taller Mexicano de Grabado)} was not
open to non-traditionat forms of art making.

We were also frustrated that mainstream issues. Also, several artists used Polvoage: =

galleries (in River North) judged us astoo a stepping-stone for larger and better . = %

political and not Mexican enough since we  things. We showed many established ande = —

did not create work that fif into what they emerging artists over the years, For exa —

veiwed as “Hispanic! In addition, Elvia was  ple, we showed the work of Laura Kina i

also frustrated by the lack of opportunities 1908. Other artists that exhibited at Polvi

for women artists on all fronts. We were in that are now more well known, include . =

our 20's back then, right out of school, and CarianaCarianne, Paola Cabal, Harold -

wanted to experiment with more than tradi-  Mendez, Dolan Geiman, Edra Soto, Hui

tional printmaking and painting. That was Ngo, Amy Mall, Gisela Insuaste, and ott

the main reason why we opened the Polvo  Some of these artists are now showing %;—f’?

space. We were very motivated to move prestigious museums and galleries, ' %/:

forward and saw a movement of younger ' Z

artists emerging to reject the idea that you {'é
e

Interviewee: Miguel Cortez
Format: email interview

had to leave Chicago to become noticed
and that you had to wait for someone else
to recognize you. We were more that wiling
to promote ourselves and the waork of our
peers.

WHAT WAS POLYD ABOUT?

Within the Latino art scene, experimental
art spaces were and are still lacking in
Pilsen. But, we did not intend for the space
to cater solely to Latino artists, it was both
multicultural and multi-media. Polvo was a
space where artists had the freedom to
experiment. Artists were able to alter the
space however they wanted [in order to
create installation projects]. Aside from
installation work, we also organized several
group shows dealing with an assortment of
issues: immigration, gentrification, the traq
war, environmental issues, low rider culture,
and graffiti.
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1999-PRI

HOW DID FOA BEGINT

| don't really recall how it started specificaily.
] came here to grad school at the Art
institute and during those years in school

{ noticed that there was not enough covet-
age about the shows that 1 was a part of,
or that | would go to see every weekend.

i was bored with James Yood and Susan
Snodgrass writing about the same five gal-
leries—which is pretty much the same five
galleries they write about today. The New
Art Examiner, although it was a great mag-
azine, was also very exclusive.

| was going o a lot of the Uncomfortable
Spaces, apariment shows and events—
like: the ones by LAW OFFICE. Back then
there was this coot zine by Adam Mikas
called Gravy and he would cover these
apariment shows. At that time, | started
wtiting for the New Art Examiner because
| wanted to conirbute to the art scene,
but it was very difficult to convince them to
write ahout apartment shows.

1 started FGA with Michael Bulka who was
a critic for Newcity and Art in America. He
was working with the Chicago Art Critics
Association (CACA), but complaining that
they were not very quick, critical, or ener-
getic when it came to editing and writing.
They tock a tong time to do anything and
they wouldn't go 1o shows unless they
where happening in River North. He would
always see me around at every single show
until one day he asked me to write some-
thing to put in his web-zine—Bulka’s
Midnight Rants. Once he included one of
my own rants in the CACA newsletter just
to make some people angry and it worked.
That's how we started our collaboration.
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FOUNDERS Pedro Yelez, Michasl Bulka, Lens Kuffner

I came up with the name of FGA or
Fucking Good Art.

FGA starled out as a one-page Xerox-made
copy of the web-zine. The website compo-
nent of the zine was housed at Jno Cook’s
spaces.org. A bunch of good people wrote
for it inctuding: Lori Waxman, Nato
Thompson, Anthony Eelms, Keri Butler, Ben
Gill, Scott Speh, Shane Selzer, lulia Marsh,
and Leah Einch among others. We would
go to shows, see them, go home and write
about them right away. To do so, most of us
would get drunk. The idea was to get the
reviews out there on the web quickly. We
wanted to be angry and critical and not
limited by editing grammar or anything for-
mal. We wanted to be visceral and honest.
Back then the FGA was put together in
this big slow computer at Bulka's place.
We would go to Kinka’s and make these
leaflets to pass out dusing openings. That's
how it worked. We used different anagrams
too. it started with Fucking Good Art.
Then it became FGA then it became PGA.
Then it became Dog.

WHAT WAS FGA ABRDUT?

The curatorial side of FGA developsd in
parallel with the zine. Artist Lena Kuffner
was a big part of FGA curatorial. By 2003,
the zine had run its course, partly because
Michael was a critic and | was writing for
major magazines so, we started seeing the
conflict of me putting up shows using the
FGA name, even though it wasn't the same
thing.

The people that worked with FGA were
interested in conceptual art, minimalism and
music. We did sound exhibits and mix tape

shows oo, which is sort of trendy now.
organized events and exhibits in Chicagc
Miami, Puerto Rico and New York. '

WHAT WERE YOU ABLE TO ACHIEVE? - =2
We started in my apartment, then rentéd

spaces around Wicker Park. But by rent
spaces, we ran out of money and wer
forced to look for new strategies. We we
not as advanced as Temporary Servi
they have a system and manage to do .
everything pretty much for twenty bucks g
always include the surrounding communi;

We were more fike teenage anarchist
doing shows to draw attention to ourser
In Chicago, the cycle gets tired once yo
realize that it's useless. It doesn’t mattel
The city is too provincial when it comes
art. You can catch the attention of who
ever you want from the blue chip arend.
the big curators from the city but they d
really give a shit. They always have exc
like, “This is an apartment] or, “You gu’
can't be serious enough because every
opening you have is just a big party” Se
was that kind of struggte. Plus, Chicag
is not interested in putting money int :

Once we left Chicago our focus cha
and we were significantly successful.
2004 we started participating in art f
instead of renting spaces. Now our i
is mostly geared towards photograph
campaigns, sound, and web exhibitio
For example, the project we did for phe
Miami, The DAMS, was about propa
advertisement, and partisan politics. .
A group of young artists from Puerto R
made wosk on huge banners for a co




iort of trendy now, v@staﬂatlon We did a second version of the
exhibits in Chicaga Zhow in Puerto Rice with some Chicago
1d New York. sased artists— incfuding Melanie Schiff.
W also organized What Future?-a sound
E T ACHiEye? xhibition inside a traifer for Circa Art Fair.
tment, then rented ﬁf was a battle between artists from Miami

" Park. But by rentm@i Puerto Rico. We handed out free CD's
money and were /éj t one. There's always a wra! free

mporary Serviceé
I marage to do
or twenty bucks an;

ipant—they have to complete a puzzie.

people that have worked with FGA
eint or another are always willing to
‘a collective, even if they have never
with FGA or they don't know what
about. They're always willing to

ifice their name for a greater gocd. The
w we did of a single person was

Id Davis in 2001 and that was

it show online also. Four of our past
ators, including Javier Cambre,
icipated in important Biennials.

e guys in Europe have used FGA
ation and even stole our name and
oof with it.

is tired once yo
It doesn’t matter.
when it comes

L' or, “You guy:
because every
1 big party” So
Plus, Chicago :

: AFFECT YOUR ART PRACTIORY
around because you cannot

successful, In:

ting in art fairs. eal city, if you love sports.

d city complex is stilf alive and it
ther tiny justifications that
Everywhere you go you

€ arguments like, “We're not a
market but we don't have 1o
are better than that” and
make work in our apartments
ur choice!” | felt that that was

Curtains are from an installation by Jan Estep

always just an excuse. When you're young,
you think you can break down the system
and win, but you never win. The idea of an
apartment gallery might ook good on
paper,---- but it's very difficult to look at art
when you have a couch in the way. It's kind
of uncomfortable to invade an intimate
space. It's just not the proper context. Qur
shows were great, but now I know that we
didn't give them the proper context. That's
not fair for the viewer, the artist, or even for
me.

Interviewee: Pedro Velez

Format: transcribed audio interview

Location of interview: New Wave Coffee, 2557 N.
Milwaukee Ave,

FGA at Schiller Street in Wicker Park




AW OFFICE

1999-2002

HOW DI LAW OFFICE BEGIN?

Vince: | guess we could spin all of the yarns
that we've been spinning for so long. Mike
and Rob had built an amazing studic on the
fourth floor of 1837 W. Evergreen where |
curated Vincent Dermoody's Evil Show. | said
that the show was at LAW QFFICE because
| didn't want to say 1837 W. Evergreen.

Rebekah: We also liked it because it gave us
instant autharity.

Vince: So Rebekah was in the Evil Show.
We clicked because we were alf incredible
muiti-taskers with a lot of weird talents. The
next show, Sex Party, was this insane idea
that Rebekah curated. All of a sudden it was
all four of us as LAW OFFICE.

Rebekah: I'd always been really enamored
with porn sets; “Oh my god why is she wear-
ing socks?” and “Look at that couch!” So

| wasn't looking at the right thing in porn.

So for Sex Party, | had four different groups
design and build their fantasy porn sets in the
space and then we had this party. The night
hefore there were all these people who came
and filmed porn there, but we didn't really talk
about that.

Vince: That night was insane because we had
created so much hype for some sort of actual
sex party going down. | sobered up quick
because the whole floor was bouncing at one
point. We thought that we would have to
evacuate because the floor was moving so
much. This was actually an important concep-
tual nugget to what we did for the rest of the
time as LAW OFFICE. We had this idea that
all art shows or all holidays are about loss.
It's nihilism but it’s with a beer and a smoke.
So then we started playing up expectations.

WHAT WA LAW OFFICE ABOUT?

Rob: After Rebekah's show we realized, “Oh
this is how you manipulate the entire thing!”
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LODATION OF GALLERY 1837 W. Evergreen

FOUNDERS Rob Davis, Michael Lenglols, Rebekah Levine, Vince Darmody

You're not just controlling the artwork—you
are cantrolling the audience, the artists, the
art being fabricated: the whole thing. We
ware, for lack of a better term, a curatorial-
collective, but LAW OFFICE really ended up
being one artist. We looked for a tag but
found that nothing fit, because nothing fit.
We didn’t just curate exhibitions; we would
actually make the exhibitions our piece.

Vince: We also realized that curating objects
was really important, so we would show work
by Amanda Ross-Mg, Laura Owens, Rashid
Johnson, Amy Sarkisian, Forcefield, Mithaus
sic...

Rebekah: At the time there were the galleries
that were serving little glasses of white wine
at their openings. They were stodgy yet every-
one our age was using the same model. That
didn't seem to apply to any of us. | don’t want
any fucking bad white wine. 1 want a can of
beer. That's not whe | am, or who any of us
were. Wha says that is what you have 1o be?

Rob: We found art boring in fact. We had to
make it really interesting for us to do and for
pecple to come to.

Vince: We were essentially making the things
that entertained us.

WHAT WERE YDU ABLE TO ACHIEVE?

Rob: We always loved to fuck with the art
fairs. That was our bread and butter, our go-to
thing, and the big event of the season. We
thought a lot about how to get the world to
come 16 our party so we did this show called
Beer Tasting for the art fairs.

Vince: Rob got this Wu-Tang tape—come on,
we're pre-digital-and he fucking called
Wu-Wear off of the phone number on the
back of the cassette to ask if they'd sponsor
us. We laughed about it at the time but the
next day he comes waving the tape yelling
“We're sponscred by Wu-Wearl”

Michael: Rob pitched it like we were four
white kids in Chicago that listen to way t
much hip hop and had been inspirad by ¢
Wu-Tang Clan’s business model. We're d
this big event during an international art f
and we'd Ike to be doused in Wu-Wear}

Vince: We had the notion that American

was really fucked up and that the compan
had all been slave owners. We were reall
interested in what the beer did to the art’
why our exhibitions were much better

because we had an insurmountable su
beer. So we got sponsored by nine do
American beers: Coors, Pabst, Strough's,
Hamm's, Old Style, Miller, Budweiser and
Busch and made this five hour hip-hop #
sculpture out of the nine American beers
wore our Wu-Wear. '

Rebekah: We used the art fairs as our
little way of getting attention. But we n
paid for a booth. We would always ask
zines, “What are you doing for your bo
Do you want us to do something really
ass in there?" And they would have the
azines there and we'd have our own it
booth.

Vince: The whale project grew becaus
realized we could create an infernatio
ence for almost nothing. We were geiting
invites 1o do At Basel and some sign
shit. Any money we made we gave it a\
We would take the $1,500 bucks we g
da a slide presentation about our wark
University of Chicago for the gender st
department and give it away. Lauren B
completely fucked up and thought that
were gender artists bacause of Sex Fa

Michael: And Rob even called just to m
sure she knew who we werel

Vince: For the U of C, we had a Vale _
Day paintbali duel and raffied off the $
We had it sponsored by Gentleman
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Rob: Vince was the barker, Rebekah was
pulling people up from the audience and Mike
and | were the seconds. It was traditional
Victorian duel rules. If they had known about
the rules they could have asked Mike or | to
step in for them, (that's what a second is for),
but we'd take them aside, load their gun and
say, “Focus! Take ten paces, turn and shoot!
Look, take a deep breath and calm yourself”
People were shaking!

Michael: LAW OFFICE was so many different
things.

Vince: We all agreed that we would stop
doing things if it got at all repetitive or boring
or mediocre. | think we were all so worried
about medicerity that we just burned out. The
biggest thing that | think we learned that there
are ne rules in the art world.

HOW DI T AFFECT YOUR ART PRACTICE?
Rob: It was a catapult because we used the
name LAW OFFICE: Davis, Dermody,
Langlois and Levine. Everybody knew who
we were and what we were a part of. The way
we got represented through our gallery is
because of LAW OFFICE.

Rebekah: LAW OFFICE allowed me to not
make art yet still feel fike | was doing some-
thing. | still use this same model tc put
together events, 1 don't like to be in the
studic. | just hate it. I'm like a *conceptor”

Vince: It helps when there are four people

who really get along. It's always been insanely
friendly ard really entertaining. I've since gone
back to school. It was fucking difficult to get
an MFA after that experience. Going back to
school was really interesting because | saw
how radical we were through the lens of
academia. We created so many weird oppor-
tunities and spaces for ourselves.

Michael: What it did for me was prove that it
didn't have to be painful to do something
good. We could make things that we wanted
to make and make it intelligent! It wasn't just
flippant irreverent bullshit. it took a strong
constitution to do all of this stuff with a
straight face!

Rob: One of the things that artists have to
have is thick skin. Collectively we got rejected
from more things, but when you're with

3 other people you just kind of laugh it off.

Rebekah: And make up a funny name for
whoever rejected you.

Michael: lto Vince] What was that term that
you picked up in your studies?

Vince: Oh, “refational aesthetics” That term
came up when | got to UIC and | was lke,
“Oh that's what you call it! I've been doing
that since 1990" And then I'd have to sit
through these lectures where I'd be like,
“God, I used to do this, now 1 have to learn
about it?!" It was terrible. But | did love teach-
ing. I'm & very anarchist teacher and | didn't
realize it. | really blew out some student ideas
about what you could do. | was passing cell
phones to students and telling them:, *Cali
the gallery now!” And they thought | was jok-
ing.

it's sad to watch through the years, Nobody
has even come close to LAW OFFICE. lt's
painfully obvicus when somebody is just
trying to keep the docrs open or trying to
pander to certain people, Art is the only place
where there really are no rules at all and
commerce stili can happen.

Interviewees: Rob Davis, Michael Langlois, Rebekah
Levine, Vince Dermody

Format: transcribed audio interview

Location of interview: Podhalsanksa, 1810 W.
Division



FOUNBERS! Nathan Mason

[999-1999

HOW DI HMARDIN BEGINYD

The space came about physically when

| was gentrified out of my apartment in
Humboldt Park and found a very cheap
apartment in Dog Patch. It was one of the
really old Victorian tenements: a tiny old
four-room apartment. | asked the landlord i
{ could have the basement tco. From the
sidewalk, | would walk up the stairs to the
apartment, or walk down the stairs to the
gallery. | got both spaces for about 800
bucks.

| had begun organizing independent shows
in 1991 or 1992 at Beret International.
Ned Schwartz and | did the Queer Art
Show for Queer Nation. We did one in
1991 and one in 1992, | would send out a
big call. They were sort of these large
LGBT queer art shows—a lot of locaf
people, (roughly a hundred people in each),
and that was a lot of fun, | was doing that
while | was working for Ruth Volid
Gallery. When it closed in 1992, | went
through a couple of years of marginal
employment. Not having a steady job, | was
lucky that | had a nice fandlord at the time
because | would've been homeless except
that he forgave months of my rent. Roberta
Kozuch alse had a space and | also did a
couple of themed shows there—a clown
show and some others. | was just putting

a call out to a lot of Chicago artists to do

a clown painting because clowns are so
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bizarre. The clown show was actually a lot
of fun. So { got into this habit and every
now and then | would get an itch to do a
big show.

WHAT WAR MARGH ABOUT?

After my pericd of no income ended,

| thought | could get this space where

| could do projects in the basement and five
in the upstairs apartment, | did about three
shows in Margin. | called it Margin simply
because | was paying for # on the margins.
| was also on the margin because | didn't
go to any of the art schools here. | came
here in the mid-80's to do graduate work in
art history at the University of Chicago.

! did about a year of that, couldn't afford it
and realized that | didn’t want to be an aca-
demic. So 1 am not affiliated with the
Columbia/SAIC/UIC crowd. | don't have
that academic circle. | was just out there,
free floating?

So | managed to do three shows all of
which | fiked. There were two reasons that
| closed it. When | moved into the space

| was told that | could have two years but
later they decided that they were going to
do the gut rehab thing and they kicked me
out after one, That was at the height of the
real estate and sub-prime idiocy and | was
basically priced out of the market. At the
same time | started working for the city and
you can have conflict of interest issues if

you are organizing independently while:
organizing for them. The simple solutio
was to clean things up and just do my
work.

WHAT WERE YOU ABLE 7O ACHIEVE?D
The Butter Show was the best known.:
It was just another cne of the large ther
shows that | ke to do. ! asked a pretty
good sampling of Chicago artists if the
wanted to do a piece either made from
butter or playing with the idea of butter.

A lot of people made things out of butfe
Butter brings out the quirkiness in pagp
Barbara Koenen recreated her butter g
dot piece on the wall for the HPAC shd
Joe Ziotkowski photographed a naked m
holding a stick of butter. Kermit Berg
slathered one of his prints in butter to s
how that worked. So it was fun and d
[a thematic cail} aflowed artists to mal
temporary work, work that is basically
to be ephemeral. It didn't take them o
their regular art practice but it was a t
that they wouldn't have considered of
wise, When you do introduce the ephel
into someone's practice, especially if
otherwise work in a permanent fashie
risk-taking can be expanded. {The work
doesn't have to live forever. [Temporal
allows you to explore more. It's just 4
thing, like exhibiting your studies or skel




independently while ' Earﬂy why | started with butter was that‘ it
. The simple sofution. was January and_l am cheap gnd don't ke
s up and just do my & aying heating bilis. It was going to be cold
nd at least | could ‘use’ the temperature of
8 apartment. That aspect also happenad
appeal to the press. | got a huge amount
£ press for a first show and that's not how
hicago press worked at the time.
d Camper came and did a review for the
er during the first week, so right at
ery beginning | had that little Reader
nd writers picked the story up from
he mainstream press reads the
ive press for their stories; John
rson came and did an article for the
, from that the TV, BBC Radio and
o City newspaper covered it. { think
he theme and the quality of the work
sed the interest. It was serious
ional artists engaging a subject that
elp take the “fear factor” out of art
general public.
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xpanded. [The work
forever. [Temporali
‘e more. it's just a
your studies or sk

what | always tell prople: The
orpe exhibit came through here

and Chicago yawned, [n Cincinnati there
was a huge stink. Chicago can be very
blasé about stuff like that and that can be a
good thing. Randolph Street Gallery had
Ron Athey's performances with the blood-
letting. In Chicago there were nc protests
and no screams. | think we can either

be very pragmatic in fooking at art or the
general public doesn’t care about and
ignores it, (which is not how it should be,
but at least we seem to coexist).

I still curate shows with the city. The bigger
shows that | do now are inflected by the
older, free form, group shows. My interest is
in asking artists to do something particular
and then they surprise me with the work

at the show. I don't like micromanaging. If
I'm interested in your practice and | want to
do a show with you, generally I'm going

te have enough faith that you will give me
good work.

One of the things that | emphasize with the
general public when | give lectures or tours
about art and artists is that art is work. It is

not a play activity or therapy. The product
that you make professionally is not the
same as that Remantic notion.

HOW D T AFFECT YOUR PRACTIDE?
Well, my BA was in art history and ceram-
ics but I've been away from the ceramics
part for a long time. | also have always
done 2D and sculptural collage. In 1995 or
1996 Dan Hug had space called Rx
Gallery on Milwaukee Avenue; | had a
show there. I've been in a number of group
shows through the 2000's. This job takes
up a lot of time. Back in my art schiep days
I'had more time, but 1 still make work.

Interviewee: Nathan Mason

Format: transcribed audio interview

Location of interview: Chicago Cultural Center,
78 E. Washington St.




1999-2004

HOW DI STANDARD BEGIN?

Michael McCaffery and | came up with the
idea to start a space while we were drink-
ing at Goldstar one night. We were
complaining, saying that most of the work
being shown out there sucks, and we could
do a much better job. 1 called Michae! the
next morning after a typical hangover and
we both agreed that it wasn't just drunk
talk. At the time, | had a space in the front
of my apartment (a storefront), so we
scrambled and put our first show together
in about three weeks.

Michael had finished his MFA, (at U of 1), a
few years earlier and | had never gone back
to grad school. We had met professionally
as art schleps, working for the Terra
Museum and things like that. We weren't
the typical art mold of a recent Art Institute
graduate. We went into the project with our
eyes wide open. We didn't need parties;

it was always about the work, We started in
1999, and around that time a few other
spaces were already in existence:
Suitable, Dogmatic, and NFA. Our
spaces kind of grew up together alongside
a lot of people, who are now curator types
or writers. We all started out at the same
time. We were stylistically different from the
other DIY spaces, although there were
crossovers between artists.

WHAT WA STANBARD aBDUT?

We felt that there wasn't enough art that
we liked being shown in Chicago. The work
that we showed was primarily reductionist
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paintings or process-based abstractions.
Around the late 90's, it seemed everybody
was an "outsider” artist straight from an
MFA program.

We really wanted an identity for the gallery.
We focused on the name STANDARD. We
had gfeaned the name from a combination
of generic consumer goods from the 80's
and from Ed Ruscha, (Michael was a big
fan). We feit it could be used in a number
of ways—the good standard or the too
conventional standard. We marketed our

ot la seala.

announcement cards in an understated
design. instead of a crappy reprodu
the front of the cards we used our lo
Our design stayed the same for all o
cards but the colors changed. We als
a very slick letterhead and envelopes
our press releases. It helped us to
mstant credibility because the logo
appeared so clean and authoritat
gallery’s look and feel was also totallg
and put together. We were regimen
regarding the space; we did six to
shows a year—with one month for t




ays, in addition to the summer off. Over
Zme we realized that group shows didn't do
fuch for local artists. We then adopted
strictly solo show format. At that point we
arted to curate seasons of shows, instead
one show at a time.

ur mentality from the start was that we
viould do it. [ was living in the space, so our
“iverhead was pretty low. | could do my

%es as a Schedule C or a home office

nd funnel my returns back into the space.

Her the initial investment the space fund-

d itself for five years. We started develop-

g our sales from the first show onward,

16 work that we showed was of high

r~in the sense that it was really well

de. That was one of our requirements.

ould argue the content of the work, or

jork itself, but you couldn't argue the

It was pretty straightforward. We

no frills.

ranted to show non-profit type artwork
tallations, but have the space fund
ere was no business model to

ind that was one of the reasons we
wn. We didn't have a local or

[ space to look up to. We were

to come down to the West Loop
it we weren't sold on the idea.
could have run STANDARD as
tercial space and succeeded, but

d to be able to nurture the artists
the business.

R YOU ABLE TO ACHIEVE?
 couple of reviews in Arf in

and we've been in Contemporary
d a few other international art
NDARD got some notoriety.

ple had their first solo show with
nce, Eric Dimas, Frank

nd Heather Mekketson all had
lo show with us. We'd get a
Losisviews and we'd try to sell work
SAtist, to get thern money. If we
 we'd take one third of the

It we shouldn't take 50%.

aller commission kept the

is we used our log
the same for alf of
s changed. We al
ad and envelope:
It hetped us to h
zcause the fogo -
and authoritative.
zel was also total
Ve were regiment

shows that strived to fit some vision.

It wasn't necessarily a good representation
of each artist's work. Eventually we started
to get people from outside of Chicage in
the space.

| think we had twenty-six shows in the
space. We did the Stray Show for a few
years. We got together with other spaces a
lot to collectively support one another. The
first Stray Show wasn't the best looking
one, but in my opinion it was the best
feeling one; everybody pulled their talents
together. We wound up putting together
the press releases and graphics for the
show. Tim Fleming from Seven Three
Split did the website, lan Muirhead from
NFA wrote the content for the press
release. It was a really nice, everybody
contributed, a real group effort. After that it
was slowly co-opted into TBA and it even-
tually became the typical satellite art fair,

What else? | got a wife! That used to be
the joke when we were lecturing MFAs;

t was running the gallery for women and
Michael for power. We used that as an
icebreaker, although 1 think a few students
befieved us.

HOW DI 6T AFFEDT YOUR ARY PRACTICE?Y
After a little bit | stopped making artwork
while the gallery was in operation. | felt like
it was a conflict of interest. We went to too
many artists' studios and | was worried |
would subconsciously pick up things from
them. If | started showing my own work and
it was similar to somsthing that [ had seen
at some point-1 didn't want other artists to
think | was taking their ideas. A gailery is
based on the reputation of the people that
run it and the work that is shown. We want-
ed to try and have the highest caliber work
that we could and assume the best sthics,
Perhaps we pursued the ethics slant to the
point that it was just stupid. However, it felt
different back then for me. It may be
because | was in the midst of it all.

Towards the end we got bored. It became
routine, and it wasn't challenging. We'd
already been reviewed in some bigger
magazines and we were selling some work
to some pretty big collectors. We were
basicafly at the top of our game. It became

this thing where we needed to step up to
the next level. This goes back to not being
able to fit into a typical mold. The closest
business model we could emulate would
be, maybe, Discord Records. They are
for-profit, but not reafly. They just exist, they
don't use continued growth as a measure
of success. They judge their success off of
the music that they are able to produce. |
kind of feel like that's what would've hap-
pened with the gallery, if we had continued.
However neither one of us was particularly
interested in continuing.

Michael wasfis a practicing artist and he
was getting apathetic about the space.

| was tired of nct being able to sit on a
couch, (no room for one),--- with my girl-
friend to watch a movie. It's not just every
Saturday from 12-5. F worked a full-time
day job and at the space | worked a part-
time job. We had Saturday hours and
several appointments a week. It's non-stop.
You don't think about it when you're doing
it, you just do it. We could have stepped it
up, it was there for us to do, but we decided
to stop while we were ahead. 1 think it
pissed some people off [when we closed).

The one thing that | really enjoyed was all of
the artwork. | got to live with regularly
changing art. Dealing with all of the artists
was fun, | woutd say that 95% of them
were cool and 5% of them were A-holes.
Most people knew what was up with the
space, but the 5% that were difficult didn't
have many shows after that. information
spreads through the grapevine. In retro-
spect, | miss running the space itself and
the artists and the artwork. | don't miss sit-
ting on my ass on a Saturday afterncon.

| think if | ever won the lottery or something
like that, | would do # again. | really enjoyed
giving opportunities to artists, and reassur-
ing parents that their kids were ok, that art
is a good thingt {laughs}

Interviewee: David Roman

Format: transcribed audio interview

Location of interview: 1437 N. Bosworth Ave./
Interviewee's home
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SUITAB

1998-2005

HOW D SUITABLE BEGINY

It was a complete experiment. Suitable
started in 1999, and fizzled in early 2005.
It definitely lasted langer than we had antic-
ipated. My wife and | had bought a building
in Humboldt Park and we had a garage. 1t
was a structure that could be designated
as an exhibition space without spending
money every month or giving up something
of value. 1t was a great hybrid, domestic
space that was both neutral and utilitarian.

We were inspired to start Suitable
because the space was there. The
Uncomfortable Spaces were definitely an
influence too. | used to frequent Ten in
One and Beret. At that time | was working
with Derek Fansler, who would later
become my partner at Suitable, as an art
handler for fcon. It's just loaded with artists.
It's a revolving door kind of place. | met a
lot of serious artists that weren't really
successful yet. That sort of chemistry was
really good because it acted as an incuba-
tor for conversations like, “What are we
going o do? | hate schlepping all of this
shit!" Mot that it was all bad, but there had
to be something to sirive for, to better our
own positions, so that we weren't breaking
our backs forever for someone else's gain
and, more importantly, were infusing the
scene with good art {which was definitely
lacking}. It was an activist gesture. Chicago
always seems to be suffering from the “not-

enough-good-spaces” syndrome and stitl is.

1 would say that our first inspiration was
actually LAW OFFICE, they had already
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had a few apartment shows. It was always
like, “They're doing what?!" 1 was kind of
skeptical of what would happen if they
exhibited a show in an apartment and they
had an incredible turnout. The work was
good and it was pretty exciting. Michael
Butka, who was writing for the New Art
Examiner, gave a ‘ot of attention to any
up-and-coming spaces that were putting
forth any effort. Upon seeing the tumnout
and Butka championing their efforts,
made us feel like anyone could thraw their
hat into this thing. You could make it wark if
you wanted it to. So those were sorme of
the factors that gat things going.

WHAT WAS SUITABLE ABOUT?

The first show [in the spacel was a big,
ridiculous, unwieldy group show where we
invited 30 artists, right around the Fourth
of July and loosely based the theme an
pyrotechnics and celebration. It wasn't
necessarity a good show, but it brought a
whole lot of people to the space. It was a
good introduction. We had a couple of
smaller group shows after that. | think that
our fourth show was a sclo show with
Cindy Loshr. By that point people knew
what we were doing, so we could give the
space to artists to do work that couldn’t
be supported by a commercial space.

The garage had a utilitarian feefing with its
concrete floor. Artists could do what they
wanted in there, and we weren't going to
care. That foous crystaliized after the first
one-person show. We had a couple of
shows that John Neff curated. One was

John Arndt Installation

sh Art, the New .
~Kptforum. The press
{a us believe tha
v continuing. N

‘acted ke a p
nse the spi

called Cold Conceptualism; it brought
together artists who did work that ont
surface appeared ta be really stark an
analytical but had a real warm belly o
heart. | think that the show was in Fe
and the space was unheated. We ha
yard right next to the space, s0 the opx
would spill out onto the yard. The spac
was usually empty, allowing viewers
easily see the show. That particutar shi
was great because there had beena
blizzard and we had all of the beer st
the snow. The ambiance of the whalk
was really perfect. A snowball fight bro
out. It felt really fun with people han

and partying for several hours in 10-de
weather, That seemed kind of speci
{laughs}

For the most part, we only had solo sh
from that point on. Then we could re
give the artist an opportunity to do v
they wanted to do. We wanted Suit
operate as a springboard. Most of
artists who did a solo show at Suit
later ended up showing at commercia
galleries around town. In a way it we
almost Tike a $2 x 12 situation, Here
nautral space, here's what a young,
would do with a solo show.

WHAT WERE YOU ABLE TO ACHIEY
For the first three years, we got alo
unexpected press—which we had h
But, it was really a big surprise tha
lasted more than a year. John's Cok
Conceptualism show was written up!
Frieze, and other shows were writl
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Elash Art, the New Art Examiner and
riforum. The press we received really
Hade us believe that there was something
“gorth continuing. Not to say that we
wouldn't have continued without the press,
ut it acted like a pat on the back; that in
ome sense the space was valued. Artists
tarted proposing exhibitions to us as well.
We didn't get as many curators or museum
‘dwlduals as | had hoped and we rarely
ad any serious collectors. We sold few
iaces during the run. We sold three or four
=s from one show to L.A. MOCA, cne
& was “bought” by the insurance
mpany {the piece was destroyed when
of collfapsed), and we sold a few
s on paper at the various Stray
Ws. Regarding the artist community
supported the space, it was great and
a—from students to professional

alfsm; 1t brought
d work that on the:
e really stark and'
il warm belty or 2
how was in Febria
~eated. We had &
pace, so the opei
2 yard. The space:
wing viewers to
1at particutar she
re had been a hug
of the beer stuc
:e of the whole ¢
sowball fight bro
h pecple hangin
I hours in 10-deg
kind of speciall’

fact tha1 we waren't paying rent helped

e out to the space if someone

up { could be working while the

s open. Since it was domestically
wasn't like | had to do a job

iere was no monetary income.

he last year or 50, the effort

tarted to take its toll on me.

‘was that the crowds started to
nd it was always the same

ey were people that | liked, but it
ke we were no longer reaching
Noes with Suitable. 1t felt like we
ing the same purpose that we
partly because the novelty had

d parlly because the commerciat
ena had improved quite a bit.
etrospect, after looking back at
e program, we had great shows
nd, and there was actually

In our programming over the

In a way it was:
tuation. Here's
hat a young artist

oW,

. a half. So, while it seemed like
L TO ACHIEVE] of the space had waned, [the
. we got a lot i ctually getting tighter and

onal. Uitimately, there was just
ve more free time to dedicate
rk. When we first started,

table Spaces were down to
Cago Project Room was real-

zh we had hop
surprise that wi

ly goed, and Bodybuitder had humble
beginnings, but had stepped up its game.
Kavi was doing great stuff as was
Western Exhibitions and Bucket Rider.
These galleries were showing people our
age, and doing it professionally, fulltime, in
a commercial space. | always thought of
Suitable as being for real.

Derek was always focused on his career,
web design and game design. | didn't want
to stop making work, so it wasn't an option
[for me] to iake Suitable to the next level.
Plus there was an issue of guilt with me.
For exampie, Katy Fisher did cne of our
more conventional shows: she hung paint-
ings and drawings on the wall. it was a
straightforward show with absolutely heau-
tiful pieces, and in any sane world, the work
would have sold out! I wasn't in a position
to try to bring in artists, or to treat the
space as a commercial gallery. | felt like
Suitable did a disservice to her—

we weren't in a position to promote or sell
shows. In her case, the beautiful, highly
collectible objects may have been better
served in a more conventional commercial
space. We however, offered a lot In the way
of street credit and alternative caché, which
shouldn't be underestimated.

At the beginning we wanted to provide an
opportunity for artists to show their work so
that other spaces would snatch them up.
We wanted artists ta show their best work
because the roct of our project was to chal-
lenge the commercial spaces to show bet-
ter work. It was a critique of the established
scene, which, to be frank, was pretty awful
[in 1998]. | thought that if | can't put energy
into representing the artists properly, then
maybe we shouldn't do it.

The most successful shows were the ones
that wouldn't have happened anywhere else
in town. For example, Stan Shellabarger did
one of his pine needle drop-ceiling installa-
tions. He strung fishing line from tha tops of
the walls across the space and suspended
thousands of pine needles from the line.
There was a gorgeous, hovering, inverted,
shag carpet hanging there! Also, Vince
Dermody did a piece that was all about his
identity—wrapped in symbokc objects,
including & headstone and a gravesite. He
took some inheritance money from his

Christian Andersen Installation

mother's passing and used it to buy a large
gravestone and a car. Then, he parked the
new muscle car in the space next to his
grave. That was a great project—it couldn’t
have happened anywhere else. You just
can't bring a car into many galleries.

HOW B0 T AFFECT YOUR ART PRACTICE?
i opened Suitable before going to grad
school and prior to grad school | feit both
disconnected from and critical of the estab-
lishment. Suitable was a response to that.
Another response was attending graduate
school. Both were good for networking,
{even though that was viewed as a “bad”
word at that time). By creating a situation
for the community, by facilitating ithat situa-
tion], 1 worked with and got to know a fot
of artists. That was really helpful for me.

it didn't feel like a drain on my practice and
instead, working as an administrator in a
community improved my practice. | got to
sea artists who were farther along in their
own waork than | was with mine. Helping
them put their shows togsther and reading
their proposals was a really great learning
experience.

Interviewee: Scott Wolniak
Format: transcribed audio interview
Location of interview: New Wave Coffee, 25657 N.
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uOW DD THE SUBURBAN BEGIY

In 1997 we moved from Milwaukee to
Chicago. We finished grad school in the
garly 90's. | went to Northwestern and Brad
received his MFA from U1C. We had many
contacts and friends still living and working
in Chicago s0 we were set on returning
with our family when we could afford it. In
retrospect it shows our lack of imagination
because Milwaukee was really interesting at
the time, as it is today. But we felt that we
had to come to Chicago in order to be part
of a meaningful art dialogue. 1 now regret
that. We didn't understand at the time that
we were shaping our own discourse in
Milwaukee. We landed in Oak Park
because we had two small children then
and we were committed to giving them a
good public school education.

We opened The Suburban in the winter

of 1999, The first show was with David
Robbine. Looking back it was both an ironic
and telling opening reception. Suzanne
Ghez came to the opening with Darren
Almend in tow. It was one the largest
turnouts we've hosted. From a local
institutional-stamp-of-approval vantage
point, The Suburban was fulfilling a hole
in the oity's landscape from the get-go.

()
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FOUNDERS Michelle Grabner, Brad Killam

{ also think many people who where here
during the era of the Uncomfortable
Spaces were thinking that The Suburban
would be a type of equivalent.

Neither surprising nos begrudging, local
institutional curators turn up only occaston-
ally to see projects here. From the start, we
had only artists in our scope, so the lack of
concern by local curators and institutional
types is negligible to the success of The
Suburban.

WHAT 15 THE SUBLREBAN ABDUT?

The Suburban is not modeled after
commercial galleries or non-profit spaces;
sather it is modeled after the idea of a
studio or a practiced space. The
Suburban offers a small and congenial
audience. Public and private are intertwined
here. The close but separate proximity to
our domestic context underscores relation-
ships to the commonplace of the home.
The famifiarity of the studio and the home
provides artists with freedoms not allotted
in other “proper” institutions.

WHAT HAVE YOU BEDN ABLE TO ACUHIEVE?
Over the years we have achieved a number
of remarkable experiments. For example,

Cip Contreras, summer 2008

David Reed, who previously hadn't
ed his drawings—unaccompanied b
paintings, showed a collection of thi
here. His project at The Suburban
an all-drawing exhibition in Stuttgar
Another great example is Camerofnt
show in the spring of 2008. Mart
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% a reputation on some level. David Reed

is a great promoter of The Suburban. He
suggested that we show Gregg Bordowitz
and Rochelle Feinstein. David Robbins
introduced us to Alex Brown. We listen and
follow up on the recommendation of artists.

The rise of artist run spaces boomed here
in the early 2000's. There were, and still
are, plenty of opportunities for Chicago
artists to exhibit. We thought it would be
important to show work by artists who live
and work outside of Chicago. It was also
becoming difficult in terms of who is
shown, and who is not in this small and
cliquey town. We would get students and
colleagues approaching us regularly. it's
awfully hard to say “no” to people you work
with at your day job.

As an extension of our approach to exhibi-
tions and our commitment to artists and
their ideas, Brad and 1 recently bought a
property in rural Wisconsin. It is a 19th
century Poor Farm outfitted with a jail in the
basement and graveyard cut back. it was a
complete social system from 1876-1933.
The property was part of the American Poor
Farm system—which is modeled loosely

on the English almshouses. If you were
destitute you could be arrested or sold into
indentured servitude prior to the establish-
ment of these institutions. Operated by
countfy governments, they were often built
in proximity to the county insane asylum
and prison. The Waupaca County Poor
Farm accommodated 280 people who
lived and died there over the span of its
administration.

HOW D3 IT AFFECT YOUR ARYT PRAC-
TiCE?

In terms of The Suburban and its relation-
ship to my work,  find it to be a beautiful
thing. There's The Suburban, there's my
writing, there’s teaching, and on occasion
there is a curatorial project. All of these
things are critically vast and promote their
own kind of social and political exchange.
Thus, the interplay of these external activi-
ties allows my studio work to be narrowly
fecused. So when | enter my studio | can
consider the language of sameness, repeti-
tive vocabulary, the reiteration of time and
ali the abstract things that | value. | would

-

s

not have been able to define and tame
my studio practice in the ways | have i not
for The Suburban.

'm often guilty of slighting picture makers
and narrative painters, privilege instead the
virtues of abstraction. But if 1 only engaged
in my esteemed studio practice | would

be a very different type of teacher. | am
constantly Jearning from the artists who
come to The Suburban. | learn by helping
themn install their work. | learn by carefully
listening to how they articulate their con-
cerns about art making ard their concerns
regarding the larger art world. That map-
ping helps me both in my criticism and in
my teaching. i also allows me to be wholly
abstract, if not elitist, in my studio practice.
And that is OK by me! {laughs} Don't

get me wrong. ! highly prize locking and
critically assessing work and cultural pro-
duction. But what 1 need and want from my
own studio is very different.

Interviewee: Michelle Grabner

Format: transcribed audio interview
Location of interview: 125 N, Harvey Ave,,
Oak Park, lllinois

The Suburban, January 2009
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HOW 810 DELUKE PROJECTS BEBIN?

In 1998, when we ali graduated from our
respective MFA programs—Danielle
Gustafson-Sundeif from Northwestemn and
Andy Moore, Carrie Gundersdorf and | from
SAIC~there was an art space vacuum in
the scene. The Uncomfortable Spaces
{Ten-in-One, Beret International,
Tough) had either packed up and refocated
to the coasts or shut down completely.

The four of us met through grad school or
through group shows we had been in

and we started to talk excitedly about
possibilities at the Sex Party show at LAW
OFFICE. We stood huddled, drinking beer
and talking non-stop all night. The party just
disappeared around us. We began planning
a group-show called defuxe, (which would
eventually become Deluxe, the project
space). We loved the LAW OFFICE
events, but when it came to making and
thinking about art, their events weren't what
we were all about. While we may have
been suffering from some post-graduate
school aver-seriousness, we weren't
immune to the infectious energy of their
avents.

We started with a big space on the 7th
floor of 500 West Cermak. Adam had a
studio on the 4th floor and he could get a
cheap deal on rent for a big space.

Our space was in an industrial building en
the river—between Pilsen and Chinatown—
so we weren't really part of a specific
neighborhood. it was a bit isolated—it was
better to travef by car, (or travel in a pack),
to get to our openings. We ate a lot of
Chinese food before and after apenings.

The first show consisted of painting and
sculpture work by all of us. The show was
interesting and quite well attended for
Pilsen at that time, (summer of 2000}, The
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show was called defuxe. After the show
was dismantled, we started kicking around
ideas about how to keep doing these kinds
of shows. We quickly realized that showing
our own work in a self-run space was a
really boring proposition.

We then came up with the idea of mounting
solo shows., We wanted to show artists
who had just finished grad schaol and
naeded to flex their art muscles,

WHAT WAS BRELUYE ABOUT?

The idea of conducting (only} solo shows
became our core principle. At that time DIY
spaces in Chicago were primarily exhibiting
curated group shows. All four of us were
aware of strong artists who were ready for
a concentrated viewing of their work and
our name became Deluxe Projects,
Deluxe Projects was about extending the
conversations we were having in grad
school, decentralizing our own artistic

Installation by Susan Giles, Danielle, Andy, Adam and Carrie, 2004, site specific videa work

productions, getting us out of our studj
and into the world in addition to deali =
with work that was radically different frée
the work we were producing. We we
the synthesis of raw-punk/DIY ethos
the visual and structural aesthetic of
Kunsthalle. The Kunsthalle is basically
space for art” that doesn't keep a per
nent collection or representation of a
It's a very European thing and we adm
that model. We just wanted to show
because we liked it. We wanted to sh
work without strings, or if there were:
strings—they were ours. We built a glo
white cube in a crumbling, funky, of
building. That seems to mix the Kunstl
approach with a feisty DIY spirit.

We had meetings where we'd bring id
and images of work by artists, etc
would discuss and argue and hash
We contacted artists whose work w
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Instructions For Running A DIY Art Space

" Fall in love with art. -

‘Go to a party, a bar, an opening, a lecture, etc.--anywhere where <

you can see art and find conversation. Get out of your studio. .-

' Flﬂd other‘ artlsts there who are as desperate as you are i

to explode into the world‘

Hang out together, visit each other g studlos, get hlgh
and share your secrets

Talk a brutal corporate management company into glvmg you a blg
space at a reduced rent for a menth.

~ Come Gp With. a name tﬁat suits the show and create a iego that

feels instantly permanent.

Spend every day and nlght sandlng, spacklxng, painting
and coughing up drywall dust. Paint your friend’'s head!!! hA!

'Reallze that you are actually buxldmg - -Funky whits cube w1th

the earnest intentions of mounting an exhibition that will
change your little corner of the world. .

"Fall in love with your partners and their visions and their:

voices and their arguments and their felt and paint and foam
and dirt and bricks and gecmetry and goop, etc.

Open the show up to everybody no matter who they are or where
they come from.

During the opening, let the summer breeze drift in through
open windows while the city lights float in the night like
electric fireflies. Realize that whoever you all were before this,’
you are all now changed and open and awake. e

Decide to keep the shows happening in whatever 'wey possible.

Find a direction, a focus, a reason to keep falling in love with art
and artists. .

"a- Qur aim is true..

Deluxe Progects .
Push Pin pPO]eCt 0014

'Danlelle Gustafson Sundell Carrle Gundersdorf
Adam Scott and Andy Moore ;

Aprll 2099

W,



Artists also approached us with ideas and
proposals and while we did receive
unsolicited materials, that wasn’t our main
source [used to locate artists]. We loved
curating and working with the artists.
Instaliing and preparing a show was one of
our favorite parts of the whole process.
There is nothing like the late nights spent
figuring out how and where and why work
goes where it goes. Those times really
push you to try and figure out what the
work is doing; what it's all about. Some of
the artists we worked with wanted our
input, others just needed a set of keys to
the space. We preferred being more
hands-on; otherwise it was all administra-
tive work, bill paying and handing out beers.
We had to approach this on a case-by-cass
basis; in order to be respectful of the needs
of each individual artist.

WHAT WERE YOU ABLE 70 ACHIEVEY

We mounted thirteen solo shows during
our three years of pregramming. Every
show was conceptually tight and cura-
torially strong and we never ran out of beer
at the openings. Some particular highlights:
Michelle Grabner's flocked wall piece, or
lying under Cindy Loehr’s lead

blanket for 45 minutes; Mithaus's 24 hour
pancake cook-off, and Nancy Ford's pillow
sculptures, We participated in three Stray
Shows-which meant renting a baoth. We
had a no-sales policy, but in the end we did
sell some work. We acted as a liaison,
more so than a dealer, and the artists were
generous enough to make a donation 1o us.
At the Stray Show Andy Moore did his
insane Dirt Politics show. That blew Philip
von Zweck’'s mind.

We had a lease, monthly rent payments,
postcards, supplies, {like light bulbs), paint,
garbage bags and all that stuff. We ook
care of incidentals for openings—which
means lois of beer and ice. We also
renovated the space ourselves. The new
walls and additional lighting were paid for
out of pocket. We kept Saturday hours, so
someone had to be there. We took turns.
We always watched the gallery in pairs
because it was really spooky to be there
alone. We also kept a donation jar out
during openings in the hopes that it would

<} 4}

cover the cost of beer for the next opening.
It never did. The space was also broken
into and we were robbed. An artist who
was installing a show, prior to opening, lost
all the equipment for the show. We had to
replace everything from expensive stereo
equipment to a hand-held steamer. We felt
obligated-it being our space—even though
we had essentiaily given our keys and our
space to the artist and didn't even know
what was going to be installed. This was a
very hard lesson. Later, after closing the
space, we produced two separate poster
projects, which we paid for and disseminat-
ed freely.

We closed the space after two years.

We continue to work with each other
whether its curating or exchanging studio
visits. We have traveled together to art fairs
and still enjoy both discussing and arguing
about art with each other. In a way it feels
like Deluxe is an entity that still exists.

As for closing the physical Deluxe
Projects space, there is no one straight
answer. If you asked us all individually, you
would probably get different answers—there
were a number of factors that affected each
of us differently. The list would include: it
was a constant financial drain, the building
we were located in was always an adven-
ture to deal with, we had all gotten much
busier with jobs and as artists, it started to
feel more like administrative work and less
like fun. It was like we were “working” for
the artists instead of participating; really,
the usuat complaints that shut down most
DIY and commercial spaces. And for all of
that, in the end, we still miss it.

HOW 3 1T AFFECT YDUR ART PRACTICE?
Detuxe Projects continues to exert a
heavy influence on alf cur individual artistic
practices. Running Deluxe Projects was
an education that no amount of money in
the world could buy. We are a band that
has never really broken up.

Interviewees: Adam Scoft, Danielle Gustafson-
Sundell
Format: email interview
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HOW DI JOTMORE BEGIN?
d the gallery/artist-run-exhibition
Joymore, in the fall of 2000. [ had
d'with my MFA ai University of
igan and moved back to Chicago that
My former employer, Prehistoric
ies, donated the gallery space.
ht running the gailery would be a
y to get involved in Chicago's art
y, learn how to organize exhibi-
press releases and curate
ran it on my own for about a year.
ilay, a fellow artist whom | met

Jhaving fun, and giving people
ty to experiment and do
Would not necessarily fit into

T emerging galleries with
n Associates, the Stray
8y Show came about when
TANDARD and Dogmatic
map of all the new art

base could become

LOCATION OF GALLERY. 2701 W Augusta

FOUMDERS. Melisa Schubeck, Johnenley

familiar with our spaces and buy work from
us. We were talking with Tom Blackman
and Heather Hubbs about this idea and
how to get the collectors to come to our
spaces. Sc then Thomas suggested that
we do an art fair instead of a collector tour.
After some discussions we agreed to
organize a fair of the new artist-run spaces.
TFom sponsored it and | found a donated
space via Michelle Grabner. We put
together the fair by including all of the
gaileries from the map and naming the fair
after it, Stray.

We got some good press and had a lot of
freedom to experiment. We worked with
some great artists, some of whom are
pretty successful now: Siebren Veerstag,
Amanda Ross-Ho, Pedro Velez, Nick Black,
Ben Stone and Mindy Rose Schwartz. Plus
we threw some pretty awesome parties.

| guess the big highlights were the first
Stray Show we helped produce and the
outdoor Thriff Shows that we put on in a
vacant lot on Humboldt Boulevard, (that
space was also donated by Prehistoric
Properties). We tried to include as many
artists as possible and everyone made
interactive type work for the most part; Ben
Stone did a great fireworks display, we had
a swimming pool, dance performances,
bands, DJ dance parties etc... Everything
was free—food and beer—-and open to the
public. | racked up a huge credit card debt
doing those shows!

HOW D 0T AFFECT YOUR ART PRACTICE?
I learned a lot about how to put a show
together, how to write a press release,
collaborate etc... | don't know if it directly
affected my art practice. | guess it changed

my art practice from studio-based work

to curating and public art prejects. The
outdoor shows came about as a way to
entertain myself, since [ love thrawing
parties much more than running a gallery.
Although | had never thought of them as
"public art" before, | am an artist, so

| guess the parties fell under the public art
label!

Interviewee: Melissa Schubeck
Format: email interview
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SO D MODEST CONTEMPORARY ART
PROJECTS BEGINT

Modest Contemporary Art Projects began
as an elaborate joke. | think | had the first
show in the spring of 2000. The gallery
was a shelf, an architectural plastic niche

| found at Home Depot that you could
plaster around and make it lock like an
architectural element. | bought it for a show
that | had when 1 was living in Toronto and

i brought it with me to Chicago. 1 hung it on
a wall outside my studio at the School of
the Art Institute and every few months | put
a new piece of kitsch from my collection on
it. Soon | started thinking about what it
would mean to show art in such a small
place. One of the clichés about Canadians
is that we're self-effacing, very polite and
that we say sorry all the time. That's where
the idea of modesty came fram.

WHAT BAS MODEST CONTEMPORERT ART
PROJELTS ABOUTY

The first exhibition was Fragile, by Tegan
Smith, a good friend of mine from Toronto.
She constructed a little crate made of balsa
wood and put eggshells in it. She maited
the crate, unwrapped and unprotected like
one would mail a regular sized crate, and it
arrived in Chicago completely destroyed.
The US Postal Service placed it in a plastic
envelope with a form letter apologizing for
the damage. | showed it on the shelf, enve-
lope and all. it couldn't have been more
perfect.

At this peint | just kept the show up and
didn’t think about further programeming. One
of my studio-mates at school had a friend

in Philadelphia who made comics, zines
and other multiples and was interested in
the idea of Modest Contemporary Art
Projects. The gallery was a mail ant thing
at first, but after a few shows, some of the
grad students became interested in show-
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MODEST CONTEMPORARY
ART PROJECTS

ing on the shelf. During the last half of the
spring semester | did a bunch of shows.

At the openings there would be Dixie cups
full of créme soda and | strategically placed
mini Orao cookies on a plate. Anything
smail. The openings were 25 minutes,
hetween 6:05 pm—6:30 pm. | was trying
everything at a reduced scale, including the
pretension. Actually no, the pretension was
greater once | really got into writing the
press releases.

it became a big part of the project to make
miniature invitations, press releases and
brochures. | wanted to say the simplest
and humbtest things in the most convoluted
language. ! used two thesauruses and a
dictionary from 1854 for everything that 1
wrote! {laughing} It came out of my love of
vocabulary and hatred for artspeak and it
progressively became more and more sar-
castic as time went on. 1 buried the simplici-
ty of the projects in useless vocabulary.
Much of what | wrote was 1o apologize for
bothering the audience with the show.

Sometime in the summer between my first
and second year of graduate school, my
very expensive architectural niche was
stolen and & replaced it with a very cheap
shelf | bought at the dollar store. That didn't
lagt very long. ! replaced it with an old end
table in the comer of my studio and eventu-
ally the corner of the studic itself became
the space. The exhibitors would install on
the wall or provide their own pedestals.
When the novelty of the shelf-as-exhibition-
space disappeared, | thought it was even
more important to have the writing and tiny
opening aesthetic. In the fal, | mounted

the il MFA Show with a handful of grad
students from all over the school. Everyone
really liked the idea and the openings
became really well attended.

When | finished grad school | fost my

studio. | lived in a shitty apartment in .
Bridgeport and connected to the kitch
was a six by six foot room with a six-fo
ceiling. It was a hittle nook, too big to be
closet, to small to be a bedroom. | did
know what to do with the room, so fo
couple of years | was just throwing st
there for storage. Because it was an of]
wise useless space, | thought it woul
perfect for a gallery.

Modest Contemporary Art Proje
became an apariment gallery. The firs
show was an intensive object-counse:
project by Pete Fagundo. He remove
re-installed everything | had already p
the space over the previous couple ¢
years. He very thoughtfully placed ev
thing in the room to take advantage’
aesthetic and

practical value. Just like afl of Pete’s w
it was really beautiful, intelligent and kir
sad; it was the ideal way to transitio
space from storage room to gallery..

In the press release for the first shos
| wrote that relocating to Bridgeport W
perfect move for the project becaus
though we had enlarged the space;,
"legs convenient to get to” and that
hoped that it would offset the grand
having mote space. Al that point pe
that | didn't know started coming ari
project changed a lot as a result. S
the audience didn't get the point an
reactions went from confusion to an
Pedro Velez wrote about the first sh
didn’t really understand what | was
have a feeling he didn't spend muo
with Pete's work or the press relea:
because he wrote that | was in Pils
| was really in Bridgeport and he al
cized the project for being too smal
warth the trip, which was basically
punchline. Over the next several sh
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ERE YOU ABLE TO ADMIEVE?
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We wanted to talk about issues o
accessibility in the gallery space. %
Everyone who wanted a space go
a space in the show, but they had
to complete a complicated and
ridiculous written application. It
was pretty great and it was a very
nice way o see the wide variety
within the art community of
Chicago. We'll do it again when
we recover because it was a

modest contemporary art profects
profTers ihis scale diagram of the arrangciment of our
erstwhile arelicr 50 a5 (o advance the nuderstanding of
the ¢lement aesihete on the constifuency of Lhis eur
discontinued {aboratory of diffidence,

logistical nightmare. Peter Fagundo, Intensive Object Caunseling Praject, 2001

There s an implicit sense of humeor in my work that this
gallery was related to. Also, | always have issues with
snobbery. I'm a total elitist, but | hate snobs. {laughs} In the
last few years I've finally gotten into enaugh of a rut that |
can work for eight hours straight. | always had issues with
productivity and making time [to work in my studio]. It's
something that | started to overcome a few years ago. It
was never a choice between becoming a gallerist, or stay-
ing an artist, | was always an artist. The gallery was an art

project. That was why

it was doomed from the start! {laughing}

Interviewee: lason Dunda

Format: transcribed audio interview
Location of interview: Intelligentsia Coffee,
55 E. Randolph St
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John Neff and Scott Speh

Artists Run Chicago: It is a history of artists’ finding, or making, a
place in their ptace. Artists, their spaces and a city. A term is
missing and its absence is telling: art. What role do individua! art-
works or exhibitions play in the phenomenon dubbed “Artists Run
Chicago?” What might we learn about the origins and uses of
arfist-run spaces if we shift our focus from the spaces to the art
shown in them?

Just as there have been previous exhibitions dedicated ‘o “alterna-
tive” galleries in Chicago, there are several histories of Chicago
art, Often these investigations focus on the purportedly eccentric,
independent or otherwise idiosyncratic nature of Chicago’s art.
Frequently, such inquiries link the apparent aesthetic quirks of art
made in Chicago to speculations about the general character of
the city. Raw, rough, unsophisticated-a city bound to the larger
world by commercial rather than cultural cosmopolitanism.
Chicago's alleged indifference to local arts is seen to spurr artists
into elaborate personal visions rather than participate in broader
debates within the formal, institutional structure of international
contemporary art. According to this narrative, scrappy artists-run
spaces in Chicago grow from artists' super-local interests and
flourish despite neglect by an elite that is concerned primarily with
gaining status outside the city. in short, the spaces mirror the
pecutiarities of the art they exhibit.

But this is only one version of Chicage's art history. A second-—
and, perhaps, now more common—variation describes a Chicago
art world shaped by a handful of conceptually-oriented graduate
programs, all preoccupied by the historicat development of art and
theory made beyand the shores of the third coast. In this telling,
Chicage artists’ involvermnent with the local is a matter of site
specificity rather than sensibility; even projects that are completely
dependent upon the particularities of thair exhibition spaces can
have a discursive portability if they engage with the methodological
mainstream of academic art. Seen from this angls, artists-run
spaces are often an extension of—not an alternative to—elite institu-
tional interests. Operating an “independent” space can be a way
for artists to curry academic favor, connect with professional net-
works outside of Chicago, or court regional commercial galleries.

Surely, neither of these accounts of Chicago art and its spaces—as
willfully amateur or determinedly professionat—is entirely accurate.
| the discussion around Artists Run Chicago is to develop into a
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discourse nuanced enough to sustain serious, productive att
(not just the sporadic cycles of celebration and complaint that
have, for too tong, constituted talk about the city's art), then it
include detailed analyses of the art made and shown in Chical
spaces. Further, it is important that this discussion interrogate
interrelations between that art; the artists who made and exhi
it: the academic institutions that educated and employed thos
artists; the commercial interests that supported or ignored the
work; and the artists-run spaces in which the art was showl

in addressing these and related questions, what kind of evalu
language will we use? Will we understand the artists-run phe
enon as a refusal of established terms, or should we assume
continuous hierarchy of taste and quality across the whole of
temporary art? If the first, can we live and work in obscurity w
our skepticisms becoming a debilitating ressentiment? If the:
second, are we willing to concede that some of our own wol
be less significant than we'd like to admit? However these
tions are approached, we believe that this discussion requi
a solid understanding of the objective conditions of the art
spaces being discussed and a willingness o be as unsparing
judging one’s self as in judging others.

As a first step towards a vocabulary suitable to discussion
real conditione of Chicago art and spaces, we've invited s
proprietors of Chicago artists-run spaces to respond to a

questions about the work they sponsored. Our questions :
but specific and the artists’ answers are presented with mi
editing. In constructing this article, our intention isn’t to dfa
definitive history of artists-run spaces in Chicago, rather, w
multiply the variety of questions that are asked about art §
from the city’s recent past. L

In particular, we're interested in expanding the discussion
a paradoxically under-analyzed aspect of Artists Run Chit
specific artworks and exhibitions, (this focus is likely condi
by the fact that one of us is a maker of obiect-based artwt
while the other is an art dealer). For this reason, we've foc
inquiry on galleries explicitly conceived as exhibition space
excluding galleries intended to be understood as “art proje
their own right. Further, we've chosen to focus our rase
period that we, too, witnessed first-hand: the late 199

2000, (this places our investigation both in parallel wi
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hope that the following will, in some small way, both iflumi-
complexities of the art in artists-run Chicago and provide
for further analyses of Chicago's art history.

‘Schubek: co-director of joymore (2600 - 2003)

£ YOUR FAYORITE SHODWIST AND WHY?

ika's Dirty Pictures. He was primarily an art writer
ground was in art but no one ever saw his work. He
about 100 awesome watercolors of bad Internet pomn
eally right on and off in the best way, and way ahead
n terms of the bad painting that was happening, (or
c with the bad painting trend). | also liked Pedro
Porn. | liked his attitude towards curation and how
as about what he was doing, and even then his fake
re so great! He has a great eye.
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ink that most of these shows would have even

ose spaces to begin with. We never approached
curatorial or commerciat viewpoint and always
experimental space that allowed artists and

he freedom to use the space to do projects that
ual approaches to their work. So in that respect
d shows came about because of our hands-off
0 had a fot of very bad shows.

ST RECEIVED BY THE PUBLIC

RITERIA YOU FEEL BEST?

ed by Ben Stone and Siebren Versteeg. Timely,
xed it up with established and emerging

1w, pulled in big crowd and got a review. They
0ns and dragons game which was ongoing

during the Saturday gallery hours which was pretty fun. Ben made
these gargoyle like dragons that he hung off the wall and these
fake torches with fake flames which were pretty hilarious and so
"un-gallery” like.

WHAT SHOW WAS BEST RECEIVED BY THE CRITICAL
ESTARLISHMENT?

Umm, | don't think we got very many reviews from the shows we
hosted despite the fact that now that [ look at the list of artists we
showed, a lot of them have gone on to have success in one way or
another. Fred Camper gave us a review once for a show | did the
first year with Larry Lee and Sarah Wilde in the Chicago Reader.

Apart from that we got support from the writers who were involved
in the gallery scene at that time—Pedro Velez, Michael 8ulka, Julia
Marsh but never the big three art magazines or naticnal

art magazines, just local stuff.

On a side note, when | opened the gallery in Brooklyn in 2004,
only a year later | got reviewed in New York Times, New York
Magazine, Time Out New York and several other smaller zines
which goes to show you how much more NYG is supportive of
emerging galleries and artists, (although these are local papers as
well).

CARE TO DIGCUSS ANY ARTISTS WHO HAVE BONE 68 1O
GREATER ACCLAM?

There were many artists that we showed who have had positive
opportunities in the art world since they showed with joymore:

i.e. Whitney Biennial, NYC Gallery representation, museum shows,
teaching gigs ete., but they would have daone that with or without
showing at joymore. It just so happens that they were thers and
John and myself were doing the gallery and we connected in some
way or another so that they showed at our space.

Michael $ Thomas: Director of Dogmatic {ca. 1997 - 2008)

WHAT WERE YOUR FAYORITE SHOWISY AND wHY?

Finpoints and Sparkle (2006) Dogmatic, Chicago, IL, James
Leonard, sculpture and installation with accompanying essays. This
was a beautiful program. Jim is remarkably insightful and the work

was drop dead gorgeous.
l \;



Julia Marsh, photo
contributed by Carol
together this show. It was to
work ended up running long.
gallery from 1822 S.

out, scanned images instailed
we-inspiring commin-

Re-Location (2005} Dogmatic, Chicago, 1L,
installation with accompanying essay
Jackson. Julia busted her ass putting
be our transition program but the
Basically she re-created the entire
Desplaines as a series of mapped
inside the new gallery at Lake St.itwasana
gling of space and history.

re'al space', adj. (2003} Dogmatic, Chicago, iL, site specific and
multimedia work, Andrew Mooz, Helidon Gjergii, Jee Eun-Kim,
Jack Sloss. Andy Moore and Jack Sloss are two of the three artists
1 would do anything for. Andy is amazing. He simply does not have
an off-butten. Andy showed up with three overstuifed paper gre-
cery bags filled with seeming random shit, sat down in the middle
of the gallery and started assembling his show. He didn’t know
what it would look like until he got there. Nothing was precious.
Nothing was safe, Jack and Jee Eun-Kim on the other hand were
polar opposites. Their piece was patpable, noisy, and sweaty, it
could only be truly described by big eyes and a complste brain to
move the big pictures they saw. That being the case, the work

was precige as a shderule, and as plannsd as a trip to Disneyland.

Happiness (Finally} After 35,000 years [Beta V1] and Pioneer
Renewal Trust (2002} Dogmatic, Chicago, i, performance,
installation, works on paper, projected video, new worlk by Paul
Chan and Nato Thompson respectively. | always thought Paul and
Nato waorking together would be great. ! tried to make that happen
a couple of times but it always fell through untit this show.

Once it happened | was shocked by the fact that they seemed to
completely hate one another. Anyway, Nato put the house at
1822 up forsale as a conceptual allegory for gentrification and
Paul showed his Darger girls for the first time. Good stuff all

around, righteous, bawdy fun.

Frank Polfard (2001) Dogmatic, Chicago, 1L, three Installations
featuring photographic contexts, Frank Pollard. Frank is the third
artist | would give anything to work with. For this program Frank
painted the interior of the galtery, including faux wood grained
floors to match the interiors of dioramas he had constructed and
photographed. The resulting disconnect that the viewer experi-
enced was uncanny and stark. Chicago had never experienced

work like this before.

Instafation View (2000) Dogmatic, Chicago, 1L, individual site spe-
cific works, Nicola Axford, Jeremy Boyle, Jack Sloss, Danielle
Gustafson-Sundell, Pedro Velez, Siebren Versteeg with accempa-
nying essay by John Neff. Instalation is purposefully misspelled.
This was the second of three programs that summer to include
Jeremy Boyle. The intended purpose of which was a 3-month walk
through the types of programming that alternative spaces Of
galleries in general seemed 10 be congtantly offering. The first was
a big dumb theme show called, Robot Love, the second was the
artist-curated group show and the third was a one-person
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program.

The work in each program carried over into the next and resul
in much high drama as the shows went farward. Good times..

The Work Show: things artists do when they are being paid
something else (199€) Dogmatic, Chicago, L., group progr:
Co-Curated with Philip von Zweck. Philip put this shindig tog
We had 30 or so artists handing or mailing work on, by or abi
anything that wasn't nailed down or 100 valuable to be notice
missing. Sharpy on orange rind with white-out. '

Burnt, Fried and Set Aside: The Meat Show {1998) Dogma
Chicago, Ik, Group Program, Co-Curated with Paul Chan ar
Stephanie Halpem, Accompanying Catalog features Essays
Paul Chan, Stephanie Halpern, Melissa Oresky, Amanda Ros
Frank Pollard and Siebren Versteeg. Sponsored by Moo anid:
Grocery Chain. This was our third show. We
catalog for this prograrm. Moo and Oink not only sponsore
catalog, they donated a ton of sausages for our mid-winte
hibachi maneuvers and an oil painting from the company pra

dent’s office.

WERE THESE EXHEHTIONS SETTER/WORSE/THE
GAME FOR BEING SHOWH AN INDEPERDENT SPACE
LHE YOURS AS OPPOSEDR TO A CoWMERDIAL OR
INGTITUTHINAL VENUE?
With very few exceptions, none of this work would have sh
anather venue. Reasons being,
A. The artists hadn't been *discovered”
B. The works in question were devised with Dogmatic as
contextual corpus g
C. | was the individual that worked with the artists,
and blow aren't cheap

and

WHAT SHOW WAS BEST RECENVED gy THE PUBLIC
(USE WHATEVER CRITERIA TOU FEEL BESTY?
There are two programs that come to mind. The criteria
they are the ones that people seem to remember most \
introductions have been made, they have to say someth
seemingly witty because we are in public.

Biliie Jean (2000) mixed media sound installation, Jere:
Dogmatic. This instaltation replaced a coal shoot c0
sidewalk in front of the gallery with a light box that w
the first 20 seconds or so of, Billie Jean. lt correspon
Michael Jackson video for the same s0Ng, in which th
he steps on lights up. Jeremy's track looped, so for &l
every Saturday | had the honest pleasure of hearing
seconds of Billie Jean. And as an added bonus a lot Gt
hood kids constantly moonwalking in front of my hot!

Junkyard (2000} mixed media installation, Installatior
Siebren Versteeg, Dogmatic. A small scaled modek
installed in the Dirt Room. Beneath the model inah
shack was a small television playing WGN. Guests



the next and resulte suld see its flicker in the shack’s window and hear Xena
ward. Good times. _aving in real time. It was the first installation in the Dirt Room.
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10 WAS BEST RECEIVED BY THE CRITICAL

[GHMENT?

has no critical establishment. Dogmatic had even less of
nly writer whe did a review of any work in the space
showed there was Fred Camper.

DISCUSS ANT ARTIGTS WHO HAYE GORE ON 70
SEL ALY
1o be doing very well. Some of them | miss very
of them not as much. A few of them no longer make
t saddens me even more.

: co-director of Standard (1999 - 2004)

YOUR FAVORITE SHOW(S) AND WHY?

BESTHE o define a favorite show. It all depends in the
DENT SPACE  in during ane of the shows. As you can imagine
Gal OR 3h a great deal of different emotions and moods

stint. | can break the shows down to two arche-
e quiet subtle shows that have reduced work as
right colorful, poppy shows, For the meditative
%, | enjoyed Stevie Rexroth, Kathleen McCarthy,
kelson's shows. Bill Smith, Beth Reitmeyer,

shows had a bit of fun and nature influence that

k would have sh

th Dogmatic as

e artists, and ho

BITIONS BETTER/WORSE/THE

s pupLIE SHOWN 14 AN INDEPENIERT SPACE
ST POSED TO & COMMERCIAL DR
. The criteria

[ANDARD not a lot of opportunities were
artists to have solo shows. For some reason
glut of group shows with similar players

of the DIY spaces. The commercial spaces,
showing boring, safe art. After our first

of programming consistedof salo shows.
artist the opportunity to be able to test new
f had only been & glimpse during a group
portant to us and we felt to the artist. Since
et driven, (although we encouraged sales),
asically do what they wanted. The physi-
, {being a domestic starefront), allowed
lite cube to work in, with enough quirks
for site specific work. Brandon LaBelle

allation, Jerem
1 shoot cover

f hearing th

nstallation_f € art space for an instaliation piece that
2d model o bed. Bili Smith installed a sort of retro~
del in a hole

e storefront in which he changed the

whole feel of the space with rugs and furniture interspersed
between his scuiptures. Kathleen McCarthy installed three “walls”
of moncfilament that were basically invisible urtil ane's eyes adjust-
ed.

These are but a few examples of work that would have not had the
same effect in ancther traditional space. However, there are some
shows that would translate easily intc commercial venues and
have since we'd shown the work.

WHAT SHOW WAS BEST RECEIVED RY THE PUBLIC

WUSE WHATEVER CRITERIA YOU FEEL BEST)?

How about shows that were well viewed and received by the pub-
lic that didn't get the typical quantifying markers, {i.e.
reviews/sales)?

Stevie Rexroth (Minneapolis} installed a series of beautiful b/w
photographs that didn't read as photographs. She used dark-
room/studio techniques to achieve a reduced image. In anticipa-
tion of the show, we repainted the tin ceiling to silver, painted the
walls and repainted the floor. The show looked great and we
received a very solid turnout. | remembered Buzz Spector came up
to see the show. We had much interest (no bites) from a few col-
lectors. Both Michasl, (McCaffrey, the other co-director of STAN-
DARD), and i think it was one of our best shows. It was very
strange that it was “ignored” by the press.

Heather Mekkelson installed a grid of sixteen soil slabs on
pedestals that filled the storefront without making the space feel
heavy. The opening had a fair turnout, but was very well received
by visitors during gallery hours. Julia Fish spent 45 minutes walk-
ing in between the sculptures in an almost ritualistic manner. An
artist from lowa was so taken by them that he used it as an anchor
for a group show at the, {then new}, Figge Museum that he curat-
ed. Once again, serious inquiries by a bigger collector in the city
didn't pan out. The show was almost reviewed by a critic; it would
have been if we hadn't gotten into an argument about show dates.

WHAT GHOW WAS BEST RECEIVED BY THE CRITICAL
ESTABLIGHMENT?Y

I'll list some shows and the press they received

(off the top of my head):

Bill Smith — Art in America, Dialogue, The Reader, FGA
Eric Dimas — New Art Examiner, The Reader, New City
Kathleen McCarthy — Art in America, The Reader

Beth Reitmeyer — New Art Examiner, The Reader, New City
Brandon LaBelle — Chicage Trbune

In general, the shows in our space were widely covered by most
press outlets locally and nationally. We were very serious about
the work and the prestige of the gallery, (it didn't matter that it was
my apartment), and | think that was conveyed to the critics at the
time.

D




S WHO HAVE GONE ON TO

CARE T INECUSS ANT ARTIST
GREATER AGCLARY

These are artists that we showed; | do not ¢laim that their success
is based on showing with us. { do think their practices are very
strong and that is the reason for their success.

Frank Magnotta had his first solo show with us, his second was
with White Columns (NY) and was represented by Leslie &
Cohen before they closed, but | believe he was picked up by
another Chelsea space. Bill Smith broke into the NYC scene with
PPOW a few years back. Reviewed in the New Yorker among
others. Scott Short went from a solo with STANDARD 1o his next
solo show, (a few years later), at The Renaissance Society.
Now he has dealers in LA and ltaly backing him.

There are a bunch more artists ihat we showed that have thriving
art practices: Molly Briggs, Vincent Como, Dan Gamble, Carrie
Gundersdorf, Jay Meikes, Heather Mekkatson, Mark Murphy,
Melissa Qresky, Chris Patch, Beth Reitmeyer, Catherine Ross,
Pete Schulte, Mike Smith and many more.

TARE T DISCUSS ANY ARTIST F0R WHATEVER RREASON

IN PARTICULARY

| always enjoyed working and hanging out with Bill Smith. His
work is unique, strange, and pretty. He introduced me to the term
“dirty diaper” when talking about burritos. He lived the example of
being green, (never preached), long before it was hip.

Scott Wolniak: co-director of Suitable
{July 1699 - December 2004)

WHAT WERE YOUR FAVORITE SHOW(S! ANB WHY?

1 know that Derek and ! have very different opinions on this, and
also it is REALLY hard to narrow it down to just one, but | think
that Stan Sheliabarger's show was my favorite. He used the space
in a way that optimized the unique functionality of the space. This
included a long, extended install period, {the work needed ta be
mads in the space). It was site specific and transformed the
space, it was very very beautiful, and he did a performance in the
space!

WERE THESE EXHIBITIONSG BETTER/ ﬁiii? LA THE
SAME FOR BEING SHOWN IN AN BNUOEPEN "%é %PM £
LIKE YOURS AT OPPOSER TO A i:i)‘.é?fi,i?il

RIS TITUTIONAL VERUE?
From the beginning, we were very interested in the differences
between Suitable and mare commercial models, and this definite-
ly influenced cur programming. We were initially interested in
showing artists who were making serious work but who wers
‘under-represented’ as they say, or even totally ‘unrepresented’,
To be clear though, we had no interest in representing artists, but

|
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enjoyed giving opportunities to deserving artists who's work w;
maybe too adventurous, weird or big for the commercial spa

We had virtually no overhead so we could show what we waint
without commercial pressures. Commercial galleries in gene '
and Chicago galleries in particular, seem hyper concerned
market potential, and perpetuating pre-approved artists. We |
showing things that subverted the object in favor of environ
and/or unwieldy monstrosities. This was not always the cas
definitely did show some 'pictures cn the wall’ too. So we wi
exactly trying to be a residential version of the Dia Beacon
anything, but felt our best potential for serving a unique fune
the community was to use the space truly as a project spac
think that the shows that capitalized on the flexible neutrality
space, fike Shellabarger, Sterling Ruby, Nicholas Frank, Red
Anderson, Vince Dermody, and others, were the best shows
the most part they coutdn't have happened in the same way
institutional or commaercial spaces.

WHAT GHOW WAS BEST RECEIVED BY THE PUBLIC
EUi;iv WHATEVER CRITERIA TOU FEEL BEETI?
That's a tough one too, but three shows come to mind as c
audience favorites: Cold Conceptualism, (curated by John |
which used the season as a backdrop for the work and cre:
really great atmosphere for the art and opening. It snowed f
few days straight prior to the opening; we stuck the beer it
snowdriff and late in the evening a big snowball fight broke:
know this delves into the lore of the space more than the
work, but it was definitely a factor. Besides, the work in the
killed: Aaron Van Dyke, Miller & Shellabarger, Paul Dickinsg

Vince Dermody's show was wildly popular, what with the mi
car and a real full-size grave in the space. People sat on the
of the car during the opening, and mix tapes were playing 0
car stereo. What's not to love?

Reed Anderson's show was really cathartic, happening th
of 9/11 and inadvertently addressing 9/11 itself in a humo
drunken sort of way...it was a good one.

i‘ﬁ‘f‘%ﬁ{{ SHOW WAS BEST RECEIVED BY THE CRITICAL
STABLISHMENT?

Clndy Loshr's show was reviewed in the New Art Exami
Dermody's show in Art Forum, Sean Rowe in Flash At ¢
Cold Conceptualism in Frieze. Plus other smalter things|
artnet, flavorpifl and FGA

CARE T0 DSCUSS ANV ARTISTS WHO HAVE GONE D
GREATER ADCLAIMY

Sterling Ruby is doing extremely welt, Cindy Loehr has G
to make strong ambitious work with guite a bit of sUCCcess;
Conrad Bakker is extremely busy and showing literally
Melanie Schiff of course.




hack over the program histery, | am quite proud of the
5 we made. We were in the right place at the right time, had
dépace, and also, occasionally, made some solid selections.
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‘a1l of the artists we showed are stilf plugging away and
ng g' od work--Ben Stone, Paul Nudd, Katy Fischer, Nicholas
- fakin Arndt, Jason Robert Bell, Julia Hechtman, Dan Wang,

TO DISCUSH ANY ARTIST (FOR WHATEVER REASON
ICULAR?
[so have to throw a couple other favorite shows out

show was amazing and weird and funny. | am just a
his work and have really fond memories of moving that
s into the space.

entioned his curatorial project, but Neff's solo show

: a nice combination of objects and installation, with
CPUBLI blend of idiosyncratic spacificity.
&Tie
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kker's show was great--an almost full-scale carved
Plus, he listed it for sale in muscle car publications so
any visits to the space from car aficionados as we did
owd, which was an interesting cultural crossover.

worm music project was awesome.We put our
scraps in the compost box during the run of the
¢ a log of what and when things were put in, which
' for the 'music’

project was really satisfying. It was a context
mentary involving an alien visiting the gallery.
ral installation of his books was gorgeous,

what with the mus
eople sat on the
5 were playing

happening the : out of casual discussions between the authors, {long),
self in a humore the Hyde Park Center's Artists Run Chicago, conver-
' ; lleagues from both inside and outside of Chicago. The
vors to maintain a conversational structure: the article’s
ﬁbifaboratively, John pennad the introduction and Scott
¢ interviews. After the text's components were complet-

edited the material ta arrive at a final draft.

this question, it could be noted that we're using a fairly
" here-one referring to a rarefied branch of Western
9 development of aesthetic ideas and objects,

. (and the history of its artists-run spaces), includes
hat fall on the fringes, or outside, of this definition.
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LOCATION OF GALLERY. 355 N. Milwaukee Ave. #3

EOUNBERS Deanna Hovey, Heather Mekkelson, Eric Ravensteln

2002-2004

HOW DD 1/ QUARTERLY BEGINY

It started out as an open studic night; | was
going to show some new work and invited
some friands over. | was talking to a couple
of friends who also made work, and they
wanted to put some things in too. The
space was huge. It was a 2,500 square
foot rectangular loft with big windows in
the front. We partitioned the space off

and once it was all set up, the space was
abviously well suited for a gallery.

At that point, my other roommate was

Eric Ravenstein; he eventually became
Co-Director of the space. We didn't have a
name or an identify. It was just an open
studio party that turned into a thing.

The first reat 1/Quarterly show was called
Fort Quarterly. We weren't yet comfortable
with taking the next step, having big month-
fong shows and gallery hours. We just
wanted to have a weekend event. For

Fort Quarterly we invited nine artists and
non-artists, who we called “civifians” to
construct a giant fort of blankets in the
space over the course of 48 hours, They
built a nearly 1,000 square-foot blanket fort!
it was really big! There were certain
parameters they had to adhere to: no per-
manent hardware, etc... Everybody brought
supplies in from their homes or from thrift

stores.
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We got some people from the MCA to the
space the first night and they were crawling
through the fort. | met Scott Speh, of
Western Exhibitions, for the first time in
the turret [of the fort] shooting water guns
at people. it was pretty fun and the
response was huge. Then we all got into it!
Eric became the Co-Director and we mads
the space a bit more official. Shortly there-
after we took on a third rcommate, Deanna
Hovey and she ended up acting as an
additional Co-Director. Running the gallery
was such a good way to mest other artists.
| had been out of undergrad for a couple of
years and had created an ivory tower
around mysetf. | didn’t know anything about
what was going on throughout the city.

WHAT WAS I/OUARTERLY ABOUT?

The name 1/Quarterly happened because
we were talking about doing one show per
quarter. But, we ended up having many
more than four [shows] a year. We were
trying to be really professicnal, [meanwhile]
| was Site Manager over at The School of
the Art Institute’s Gallery 2 and | was
running & my own business. It seemed like
everything | had learned from Gallery 2
and all of my financial resources were get-
ting funneled into 1/Quarterly and 1 knew
it was going to be a limited project. 1 didn’t

. [
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Pinewood Derby that John Wan
came from a proposal that he st
This wasn't the first Pineweod D
an artist has organized in the ¢
Gallery 312 had one before. Bl
locked at the historical corr
the Boy Scouts and Henry Fo
people to build their own derb

Invasion (2003)




Guartery (2002)

25" vads, app. 507 windaw ro

loft forever. We nev
m statement. It wasj
erging art and we ha
ents; curated showg
mfest and parties;
ty loft—which was
rt to live there fore

fso a month-long exhibition of
} other artifacts.

HERE YOU ABLE TO ACHIEVE?

& that 1 got out of running the
ong run, was becoming part
y. 1 reafly thought it was going
ot longer to get to know peo-
it took me only three maonths.
Husband David Roman

ry, STANDARD, but that's
{laughing) We'll get to that

d my slides,” no, seriously
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iomeocna would gef T
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that }ohn Wanzel
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wical correlation
1d Henry Ford. Hi
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gave David my work!

f was how not to
how to not be a prima

Irectors and curators
mebady is a pain in
g to spread quickly.
ent was a big thing.
Ceasionally sold
ways really exciting for
lly thriled when we
he expenses: once

you get the lights up and you get the space
painted, it's not really very expensive: we
lived there too. At that point, everyone

was still doing postcards. The postcards,
the postage, and the beer were the big
axpenses. We bhad the ubigquitous donation
jar out, but that never really covered it,
which was fine because we were hosting.

When you open a space, you get in the
circuit. With STANDARD and The Pond
nearby, we ended up having a tric of
openings. We were really different spaces
stylistically, but socially we all hung out
together.

HOW DI IT AFFECY YOUR ART PRACTICE?
Eventually | grew really tired of pecple
finding out that 1 made work, and being like,
“Oh | didn't know you made work too.”
There's no way that | was going to stop
making work in order to run a space. It was
never a professionat goal of mine to be a
gallerist. | had to choose my battles and
eventually my practice won. Regardtess of
who you are or how you go about starting a
space—with eyes wide open, or without
knowing what you're doing—it is a huge
sacrifice when it's in your place and you
utilize your own resources. It's kind of
thankless. It doesn’t surprise me that the
cycle for most of these places is five years.

isaves ihers is a void,
We il in these liitle
npiches with our siyles,
our random visions

of galleries and what
we think] needs io
happen.’

lt's a constant process of giving and after
you get a certain amount of reviews or
sales, that's pretty much the height of it.

But | still think the best thing that came out
of it was meeting people. Some of my best
friends came out of doing projects. When
you come to a space as an artist yourself,
it's nice when the other person has the
sensibility of someone who cares about the
work. There is some kind of beautiful,
unwritten genercsity between the artist run
spaces and the artists who show in them.
F've given work to a lot of the spaces that
I've shown in and Fve got a lot of work from
1/Quarterly. It is all really great work that
becomes a beautiful time capsule of that
era.

Through 1/Quarterly | gained confidence
in curating [my own shows] in general, it
got me to be aware of where [ was and
whaom | was living around. Now, when |
think about cur community | take it ali with a
grain of salt. | know that if there are no gai-
leries out there at the moment they are
going to come back. I've seen the cycle a
few times and try to take advantage of the
spaces when they are there. Locally, people
are still asking, "Are you going to have a
space again?" Because when somebody
leaves there is a void. We fill in these little
niches with our styles, our random visiens
of galleries and what [we think] needs to
happen.

Interviewee: Heather Mekkelson
Format: transcribed audio interview
Location of interview: 1437 North Bosworth Ave.
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LOCATION OF GALLERY. (e
1733 &, Des Plaines 54
500 Sharen 5k, San Antonis, TX

FOUNDBER Mimbarly Aubuchon
WERSITE unithgallerycom

2006-PRESI

Unit B (Gallery) is an artist-run exhibition
space that showcases emerging
contemporary artists and curators in group
exhibitions that are intended to engage,
excite, and challenge our guests, as well as
provide insight into the creative process.
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The gallery was originally founded in

Chicago in May 2002 in a small garden

apartment with killer black and white

checkerboard tile and hosted 12 shows a
year through October 2004. Unit 8, along
with saveral other artist-run spaces, that
include: Apt. 1R, Jesus Chrysler Gallery,
Drivethru Studios, Gallery sixfourfive
and Bucket Rider, organized the monthly

Second Friday art openings that still
function today in what is known as the
Chicago Arts District.

Jason C. Meyers, Lung, 2003. Installation view,

Unit B (Gallery). Chicago location, May 2002- November 2004

Unit B re-opened in San Antonio,
actoss the street from Sala Diaz,
artist-run gaflery space in January.
The space is set in a duplex apart
a kitchen gallery and a living room
and a spacious yard. Chicago arij
to fill the space several times aye
along with other national and Texas
emerging artists and curators. Un
funded by exhibiting artists, curatd
a volunteer gallery staff, and ma
friends. '
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FOUNDER Clabre Britt
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HOW [T FRACTION WORKSPACE BEGINY

| wanted to engage in the visual arts
comsmunity in Chicage in a way other than
just making and showing my own art. t have
a background in business and it just
seemed appropriate to become a faciltator
and provide a space for emerging artists in
Chicago. At the time that Fraction started
—in the fall of 2003-there seemed to be a
downturn of apartment galleries or artist-run
spaces. Right now there are a lot of them
and we all know the strong history Chicage
has with alternative spaces. It is a citywide
tradition that makes Chicago different from
other big cities. | honestly think it is a vital
part of the Chicago arts community and
one that | hope younger generations contin-
ue to honer and participate in. it is hard to
break into the art scene, to get into gal-
leries, to show and sell your work. Instead
of waiting around for someone to give me
an opportunity, | decided to create my awn.

! looked to spaces like threewalls, The
Suburban and Peoria St. Galleries for
inspiration. | also had experience helping
Susan Kezon document the Marshall Fields,
(now Macy's), department store windows-
that inspired the window installation aspect
of Fraction.,
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FRACTION WORKSPACE

LOCATION OF GALLERY 1711 M. Honore

WHAT WAS FRACTION WORKSPACE ABOUT?
Fraction Workspace was a public visual
art exhibition space that focused on sup-
port and exposure for local emerging
artists. We utilized the storefront windows
of an apartment in Bucktown for a gallery.
The goal was to reach a broader public
audience by inviting artists to do installation
based work in the store front, creating an
exhibition space that was open to the
public 24 hours a day 7 days a week, In
addition to the window installations, there
were rotating exhibitions inside of the
space that included painting, photography,
sculpture, instatlation, performance, slide
shows and events.

Every opening at Fraction was an amazing
party. | was always impressed at the
attendance and how thirsty the scene was
for spaces where people felt like they coudd
experience the art and the camaraderie
between artists. The discussion at
Fraction was not, “How much does this
cost?" but was about the current state of
art. Fraction was a place where artists
could experiment with their ideas; that was
very important to the space.

i had a very hands-off approach with the
artists. They had the freedom to show
whatever they wanted to show in whatever

way they wanted to. | had a lot of &
tell me later how much they valued 1
experience after navigating the con
art market. '

Fraction was a 50103 organizatid
major challenge to becoming a n
was all the paperwork. When peoepl
you it takes a year, they are not

It takes a whole year from start to
make that happen. The biggest
[once you get 501c3] is that yo
someene bigger to answer to:t
mert and the public. It is a seno
and one that should not be mad

It helps because you can get fur
the space—the downside is all 0
waork for grants and end of ye
reports. It is very time consumin
have to figure out if it is worth
navigating all the red tape.

WHAT WERE YOU ABLE TO A
We were able to give multiple
venue in which they could exp
their practice. This experience
the artists a new public aud
able to generate a dialog bet!
art historians and critics, as
general public.

Some highfights from Fract P
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ral. Although it

ly a special night,

Alex Jovanovich organized the funeral that
occurred on New Years Eve 2007, It was
a perfect way to start the New Year with
new beginnings.

HOW DI 1T AFFEET YOUR ART PRADTICED
The expesience of running a space was very
challenging. It taught me how to start a
non-profit organization, how to manage

a small arts business, how to work with an
assortment of artistic personalities, how to
market an alternative visual arts space and
how to produce an art show with little
resources in a small amount of time. 1 feel
that the experience of running an exhibition
space in Chicago helped put me on the
radar of other gallerists and artists more
quickly than just pursuing my art practice.
Fraction afso added depth to my art prac-
tice in a way that influences my conceptual
formulations. My favorite part of running an
apartment gallery was watching how artists
work and how different personalities create
and make meaning with their arnt.

As for the future, | am a practicing artist

with deep appreciation and dedication to
the arts. | want to continue to create work
and critical dialog in the arts community
locally, nationally and abroad.

Interviewee; Clare Britt
Format: ematl interview

“Fraction also added
depth to my arl prac-
tice in a way that
influences my con-
ceptual formations?
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COUNDERS: Brandon Alvendia, Caleb Lyons

2004-2006

HOW I ARTLEDGE BEGINT

artLedge started in 0004 as a sharpie
drawing on the closest Burger King napkin
we could find, It was given life through the
efforts of a community of hundreds of
committed artists and friends. Like many
spaces before it and many that follow,
artLedge represents the desire for a place
and reason of one's own to gather and
celebrate.

WHAT WAS ARTLEDSBE ABGUT?

artLedge was an experimental platform
comemitted to presenting projects created
specifically for the unigue parameters of the
Ledge and beyond. Exhibitions were cele-
prated with a festive one-night social nexus
for artigtic contemplation. Originating at the

Drawn by Brandon Alvendia
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top of a spiral staircase that connected two
floors of an apartment at 1638 N. Western,
the artLedge initiative lent itself to an
endless number of exhibition possibilities.

The ledge in artLedge refors to a patch of
unusable flooring at the top of a spiral
staircase in an apartment where Caleb
Lyons and Aberto Hernandez resided.
The ledge was a product of the siipshod
renovation habits commenly found in
Chicago apartment structures.

As a venue, artLedge provided an idiosyn-
cratic exhibition space hampered by its
small size, odd arrangement of walls and
meager exhibition budget. These limitations
have proven to be a great catalyst for
artists in the execution of site-specific
installations that reflect on the nature of the
ledge as a raised viewing area that hovers
over ihe domestic situation below.

WHAT WERE TOU ABLE TO ACHIEVE?
Over the course of four years, artLedge
was able to assembie 98 unique art
axhibitions and events in Chicago, New
York, Los Angeles and London—featuring
the efforts of over 200 talented artists. The
highlights were: steps down 10 catacombs,
un-monumental fireworks, Chicago Is for
lovers, head squish, vines of vivid blue
and red, pinstripes, conversations about
Duchamp and David Hammonds, a

chandelier crashing, everyone geti
#y after using the ice luge, catchin
pleasuring themselves at shows, @
that aimost broke some art, Katie
Caleb, summer Stoop action inside
geiting smashed by car bumper
inside, PBR, dance parties, big fig
great stuff piece, smiley asking
bumping your head on the ceili
Miami deco sconce, PBR, long,
extension cord to the media vari g
Switzerland, Dr. Jekyll potion ré
worked, feeling like being in th
rary art gallery scent in a b-ma@
second cabbage and boom-bo
stud finder for the first time wh
the drop ceifing, chili beard shi

off, artist with shaped painting
gallery with shaped walls, dani
pastel painted walls for birthd!

of Old Spice, meeting Cerith.

at a private champaghne par

Cube, London, watching the:

with the Wall, arguing the valiol
flamingo disguising 2 hanging

of Peroni, silent dance par
Chelsea show, and only coffeel
show ever. s

Format: email interview
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THE GREEN LANTERN

FGUATION UF GALLERY BT N Mitwaukes bve., Second Floor

FOUNDER Carcline Picard
WERSITE thegreenianierm.org

HOW DI GREEN LANTERN BEGINY

it started as an idea when | was in college.
| had a cousin who, with his friends, had
slowly remodeled this warehouse by hand
and turned it into an art space. | enly went
to one apening there but | was reaily
impressed by how malleable a space like
that could be. It seemed amazing that this
group of kids could walk in and start build-
ing doors and walls fo create this

idealized space. Over the next four or five
years | had conversations with friends trying
to figure out how to start something like
that. | moved to Chicago and worked at
threewalls. | want to say that threewalls
had been open for two years already and

| was one of their first volunteers. It was run
by Sonia Yoon and Jonathan Rhodes,
Shannon Stration and Jeff Ward. Ruba
[Katriblwas warking there also but that was
it. It was amazing to see how doable [run-
ning a space] was.

f've always been interestad in creating
venues for independent culture and trying
to build a gateway rather than wait for one.
| feet like there are fewer and fewer oppor-
tunities to access culture that is not corpo-
rate, culture that is not being fed to you via
streamlined access points where everybody
receives the same kind of information.

| think its interesting to create hubs where
things are a little more idiosyncratic of

raw, even in the way that they are made,
whather the art or the space itself. The way
things are constructed is more transparent.
If you watch a television show everything is
so slick that you don't understand how it
was put together, The experience of televi-
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sion makes it reafly hard to befieve that
one's self, as an individual, could have
anything to say, because anything an
individual would make would, by contrast,
be imperfect.

WHAT 15 GREEN LANTERN ABOUT?

I'm always daunted by the question of what
it's about, maybe because it's so personal,
like living in a place and people saying.
“What's it about?" it's like somebody
saying, “Who are you?" Giving people a
venue for independent culture is a big part
of what I'm interested in. Most of the
people that I'm working with are artists and
writers that are not being represented for
whatever reason. They don't have a larger
distribution. The Green Lantern Gallery
and Press started about four years ago in
5004 but it took us about a year to actually
release any books. A lot of it was that we
really didn't know what we were doing. Nick
Sarno, the editor, lived in San Francisco so
we had to work out a way of communicat-
ing between the two of us. And then
working with a silkscreen printer, Matt Daly,
to coordinate the cavers and then finding
the right place to print the books. There
were alot of things to figure out and there
stil} are.

Maybe this speaks to what the Green
Lantern is about: we've besen interested
in trying to bridge different artistic commu-
nities. It seams like there is a live music
crowd, a literary crowd and an art crowd.
i'm interesting in creating a dialogue
between those communities because you
get a crossover between the people who

attend all of these different things. A gx
example of that is David Carl's book
we published last year called Fragme
Three or four months before the bock
release, Stevie Greco curated a sh
Todd Mattei and Matthias Kristerssor
Matthias does all of this work arou
guage. For instance he'll write a B
then cut out all of the words very"_
Jously and the words will be inap
floor. David Carl's book, Fragment:
ines the sentence and words and
how a particutar relationship
collapses because two people

to get beyond their awn langua

So 1 talked to Matthias and wag
some images of his work and w
David Carl's book with those

It was a way of presenting a co
piece of prose with a piece ¢

rary art that wouldn't otherwit

same place. o

Attempting to integrate audien
to do with licensing, really. t's]
have legal music venues. You
the radar but the audience i8
different than if you're the
That's something that I've be
more interested in lately bec:
having business licensing

feel like a lot of this activity i
illegal. So what does that it
those kinds of complications e
ting your audience, because P
aren’t already part of the ¢

or literary community are st
places that are more visib
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and hopefully they all get consumed. And
the Phonebook is also a big exciting proj-
ect because it tries to connect different
people in independent practices in order to
expand the local community into a national
community,

HOW DIt 1T AFFECT YOUR ART PRACTICEY
! think that running the gallery has affected
me as an artist in huge ways but | don't
know that I'm far enough away to be able to
answer that objectively, In 20 years I'll have
a redlly good answer! In a really basic way
| have a much better understanding of what
it means to be an artist and a better sense
of what an artistic community is about. It's
afso made me really uncomfortabie thinking
about myself as a painter. And in other
ways it has made me more comfortable
being a painter. There is one part of my
brain that is really active when I'm engaging
in art and that is also a part of my brain that
I reseat when 'm trying to work on my own
stuff. F would rather follow intuitive threads.
Some artists can really do that. | don’t know
if 1 can. 8o that is the part that feels rather
pinched because I'm inclined to ask,

"Why am | doing this?" and then get angry
because | can't just do it because ! want to,
But then on the other hand working in this
enviranment has also given me the tools to
devise strategies around that roadblock,
One of the things that | like to do is to take
something that | think is wrong and then

do it. For instance at the moment ! feel like
portraiture is really gross and out of date,
So 'm working on a series of portraits.
lalso feel like I've been taking my writing
more seriously in conjunction with my

painting because making paintings about
my writing gives me a way to avoid a
painting conversation and paint within a
context that my writing creates—on my own
terms. The next thing that I'm interested in
looking at is the division between myself,
my living space and the public space and
the organization. Now it is very murky, but
part of the way | think about this place is as
an extension of an idealized art practice.
Again, | thirk I'l bave a better answer in a
few years.

Interviewee: Caroline Picard
Format: transcribed audio interview
Lecation of interview: 1511 N, Milwaukee Ave.



VONZWECK

FOUNDER Philip vou Zwsck

2005-2008

HOW DD VONZWECK BEGIN?

{ was active in & number of art related
things before going to grad school at the
University of llinois Chicago. 1 had co-
curated a show at Dogmatic, | did a
weekly radio program (Semething Else,
which 1 still do} and | had booked a lot of
performances, While at UIC 1 worked at
Gatlery 400 and learned a great deal
about actually running a space. | worked on
PR. for them, set up the audio/visual stuff,
did prep work, wrote press releases and
made flyars for the Voices Lectures. After
graduate school, | 1aught in New York

for a year. When 1 was planning to return to
Chicago, Rob Ray {who ran Deadtech)
was tatking about moving to New York.

| had put on both music and art shows at
Deadtech prior to grad school, so |
thought, “If he's moving out I should take
aver the space!” Rob decided not te move
so | didn't get the loft, but it planted the
seed in my head that | wanted to put on
shows.

When | got back to Chicago 1 moved into
an apartment in Humboldt Park that was
one rcom larger than my last apartment.

All of a sudden | had more space. | had
purged a lot of things when | moved to
New York, so now | had fewer possessions
and more space than | was accustomed to.
| didn’t want to hang the same art in my
apartment that I'd bean looking at forever
and the living room was already Benjamin
Moore flat white, so [ felt tike it could be a
gallery. That whole summer | menticned to
people that | was thinking of doing shows
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LOCATION OF GALLERY 1626 M. Humboldt

WEBGITE stopacsiop.com/pyonzweck

in my apartment and everybody seemed
excited and willing to participate,

| didn't even have a name for the space
and 1 didn’t want to put a sign out front
because | didn't want to tell the landlord or
my neighbors that | was running a gaftery.
Scott Speh advised me to use whatever
name was already on my buzzer—then

F wouldn't have to put a sign out. The
buzzer spelled VONZWECK in all caps.
The first press relsase that | sent out didn't
contain the name of the space—1 simply
listed the address and staled, “The buzzer
reads VONZWECK! The Chicago Reader
wrote back and said, “What's the name of
the space, is it VONZWECK?" So | said
yes.

WHAT WAS VONZWECK ABOUTY

For me having the space was really about
the act of living with people's artwork.
Early on | decided that people should
receive a set of keys to my apartment to
make installation easier. They would also
keep them for the duration of their show. if
someone wanted to make an appointment
to see the show, the artists could take care
of that without having to wait for me.

! didn't want people to be stuck to my
schedule. That ultimately became the main
criteria for choosing the shows. "Who do
 trust with my keys?" In the end 1 found
almost thirty people that | trusted with my
keys, so either I'm pretty trusting, or

| have a pretty good group of friends.

For the first show, Brian [Kapernakas]
wrote out the checklist and listed the

prices. He made the checklist th
was going to take fifty percent, bu
out the opening | just kept thinki
only costing me the beer” | propos
he sold anything, he would just rei
me for the beer and so that bec
financial relationship that | had w
one who showed at VONZWEC
the overhead was low. Most of t
were local and | had been a pre
knew how to hang work; it wasn
expeanses were one gallon of pa
beer and time. | would probab
spending thirty doflars on beel
month anyway!

The first show was Brian Kape
classmate of mine from gradu
the second was David Coyle,
a band with, and the third she
Reinke, with whom | had stud
Daborah Stratman and Reb
ration followed that and it w
there. | had asked Vincent
show, but he moved to NeW
{Western Exhibitions alst
show, so Scott and | had
the shows at the same ti
waorld collusion.) The very
Chris Deris, a friend of m
schoot who flew in from

| decided after completin
shows that | didn't want
summer. It was too hot
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e people and getting to
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S and since | didn’t curate
ying that! The Deborah
Ray show was great,
'people saw it! | feel bad
was s¢ good. Everyone
& was a friend, Putting
an excuse to spend

i o write the press
 talk about their work,
ogether. While | am

18, | think that the type
t to have with some-
hen doing a show is
focused or in depth,
anging out. | am

ial practices and this

15 Brian Kaperna
e from graduate
Javid Coyle, whg'_}_
the third show wi
m | had studied ¢
n and Rob Ray's
iat and it went

at sending things
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who [ am. It wasn't intended as self-publici-
ty, but honestly, it works like that and I'm
aware of it. In fact | have a friend who
recently moved to Baltimore and he was
saying that he doesn't know anyone there.

I suggested he give them a reason to know
him. Start something and then people wilf
find you. But that wasn't my intention when
starting VONZWECK, it's just a byproduct.

HOW DI IT AFFECT YOUR ART PRACTICE?
Looking back on it | consider VONZWECK
a project. It was separate from the act of
curating shows, which | do as well, | chose
people based on a strict set of parameters
and didn't tell them what they should or
should not show. | think about my curatorial
projects in a very different way, VONZW-
ECK, the books | make, the radio praogram |
host and the Temporary Allegiance flagpole
are all variations of the same thing and are
all part of my practice. When | was in grad
school, | had a meeting with Dan Peterman,
He came in for the first meeting that | had
with him and said, "Tell me about what
you're doing”” | was making sculptures with

sound at the time. He asked, “What are you
interested in?" and 1 just rattled off stuff
that | was interested in. We talked for a lit-
tie while and then

I'mentioned the radio program (Something
Else) I've produced since 1995. It's a
weekly radio program of experimental music
and sound art that is both live performance
and submission based. Dan just sort of
looked at me and asked, “Why didn't you
tell me about that earfier? Why didn't you
claim this as part of your practice? This is
something that you've done every week for
X number of years, why don't you consider
that your work?” It was at that moment that
Dan allowad me to claim authorship over
my activities and broaden my thoughts
about “work." It shifted from, "I'm going to
go make this thing,' to, “What am | interest-
ed in doing and how do [ claim it as art?”

Interviewee: Philip von Zweck
Format: transcribed audio interview
Location of interview: New Wave Coffee, 2557 N.

Milwaukee Ave,
N
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65GRAND

FOUNDER. Bl Gross
WEBSITE 65GRAND.com

2005=-PRESH

HOW DI 8BERAND BEGINY

65GRAND started, more or less, by
happenstance. | had thought about running
a space and had rejected the idea. I'm an
antist—I don't have any background in
galleries or business. The peopte who ran
The Guestroom Project, (a space made
from a converted guest room), were two
cauples that cwned a building in Logan
Square. They would find two people that
hadn't yet worked together and then have
them collaboratively curate a show. They
had their openings on Sunday and
barbequed. They did great shows. But then,
one of the couples, David Corbett and
Melia Donovan, moved to Portland. They
were both artists, David is a friend of mine
and when he was teaving we talked about
hanging his work here and having a party.
Even though | was reluctant to do it, 1
thought, “Well, we can just do this one
thing" So, we cleaned up the space and at
that point the refrigerator was still [in the
kitchen/exhibition space]. We didn't adjust
anything. We just hung some of his work.
The show was up for a month, 50 we
thought, “Well we'll just treat it like a show!
Then at some point, later, | decided to do a
show with anather friend. We decided to
list it in the tocal papers and we made a
postcard. At some point during that show,

[ felt like | could offer something to the
community by running a space—1 had
always appreciated apartment spaces for
what they had to offer. Typically the people
who ran apartient spaces were younger
and just out of school, so there wasn't a
sense that they were going te be around

70

LOCATION OF GALLERY. 1378 W. Grand Ave.

for a long time. It's perfectly normal for a
space to be around for two years and do
great shows. | started thinking that

| could do what an apartment space does,
but I'm in a different place in my life. Since
i was a littls bit older 1 coutd keep it going
tonger and support artists in different ways
than a typical apartment space would be
able to. At that point | still didn't know what
any of that meant to me, but | thought,

“ want to give it a shot”

WHAT 15 BGGRARD ABOUT?

| was pretty comfortable with the idea that
I'd be a “feeder gallery! | don't know if
that's a real term, but hopefully I'd work
with some artists, build their comfort level
with showing and help them learn how the
gallery thing works; then they'll move on to
another gallery. ! view it a little differently
now, because | want te hold on o some of
the artists that | work with. But on the other
hand, if they had an opportunity with a
particular gailery, I'd be happy for them to. ..
well, “graduate

f've gone very slowly because as | said
before, | dor't have a gallery background.

| wanted to find out if | really liked running a
space and learn some things about it. The
one thing that 've always felt strongly about
is that I'd like to work with artists and | want
to try to find ways to support their career as
much as possible-rather than just having
an exhibition. 1t's key for artists to be able
to do the shows that they want to do, that's
the first thing and there aren't that many
[flexible] spaces. I'd like to have an even

Bob Jones: New Work, Intsallation View, 2006

nicer space, allow artists to do
that they want to do without infer
from a dealer or other entity. Th
thing that | want is to find othe
support the artists that 'm wor
help them find residencies and
tunities. | have a limited ability
because the gallery is funded $
the sales that 1 make. | dont h
do have people who help ou
does the website and other g
Thea Liberty-Nichots, the As
helps with the writing and isa
board for ideas. She will cur
show at the gallery, our sum

When | started to think abg
experience of making art an
galleries, | thought, “What
want from an experienc

| measured what | though
do and why I'm figuring o
support the artists. There’
that comes out of the sch
and artists—but there are
venues for them. So | d




nisallation View, 2006

A

ring and add to the mix here in

(W ABLE TO ACHEYE?

at {'ve been able to keep it

rted at the end of 2005, in

fer the initial startup, I've been
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'} was really happy about
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sher entity. The of

i to find other wal
that I'm working
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you have to sefl something. We did one
catalog for a show~for Nicholas Knight. I'd
Itke to do more of that, but it's expensive
and almost requires a paid employse.

At the moment it's too much for me to do,

HOW DOES 1T MFECT YOUR PRACTICE?
Having exhibitions in my apartment is a
great opportunity to experience the artwork
over a longer period of time. | find that i
know a lot more about the work by the end
of the show than | had known at the
beginning. A mistaken and idealistic notion
Fhad when | first started was that | was
going to do these shows and | was going
to hang out around a table reading
Artforum with people. | thought that it was
just going to be discussions all of the time,
but there is a lot of grunt work involved
linstead]. That original vision didn't quite
pan out, of at least it's not happening as
much as | would have hoped,

When [ first started 65GRAND my studio
was still here and | thought, “Well I can just
be in the studio and if somebody shows up,
then | can be a gallerist and go back and
forth." That didn't work out; partly because
tcouldn't keep my work separate encugh—
(literaily) people would peek [into my stu-
dio}-and partly because | really didn't want
to talk about it. | absolutely wanted to keep
my practice separate and I couldn't really
work. When people popped in, it was just
too hard for me to shift from ane mode to
the other, So, | shut down my studio a cou-
ple of years ago. I've only recently rented a

|
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space and am trying to get back to work.
So far it's pretty good, | like having a space
1o go to where | can get away from the
gallery. So the question for me right now
is—how to make both of these things work,
1 feel strongly that running the gallery is the
thing that | should be doing for the artists
that 'm working with. | feel a responsibility
to stay focused on these artists and to try
to further their careers.

The funny thing is, since I've been running a
space, I've stopped wanting to exhibit my
own work. Rather, | toock a break from
exhibiting and I still don't wish to. I'd like to
get back to my practice and then see
where I'm at after working for a while [but]

I didn’t like the idea of running a space
while trying to exhibit my work. It seemed
awkward to me [and] | thought | should just
be focused on the gallery.

For me it's an interesting adventure. I'm
kind of curious as to what the next step is,
I've already been running an apartment
space for longer than most apartment
spaces, so I'm curious about what happens
when an apartment space sticks around for
more than two years,

Interviewee: Bill Gross
Format: transcribed audio interview
Location of interview: 1378 W. Grand Ave.
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THE POND

L GUATION UF BALLERY, 1152 M. Milwaulkee fve.

FOUNDERS, David Coyle, Peter Fagundo, Heward Fonda, Joff M Ward

2002-2005

The Pond, installation shot of the group exhibition Ideal Avalanche organized by
Michelle Grabner, Brad Killam, and the Pond. Visible, from left to right, are artworks
by N55, David Rabbins, Joseph Grigtey, Stephen Prina and Gaylen Gerber, Greg
Perkins, Martin Kersels, Bruce Nauman, Lawrence Weiner, Steven Husby, Sam
Durent, Ben Kinmont. Not pictured: Torm Bamberger, Peter Fagundo, Henrik Plenge
Jakobsen, Mike Smith, William Wegman.




s that art objects have, in recent
ippeared their most formless and
ized—paintings, sculptures and

d. Perhaps it is that techno-
lopment now digitizes the

our work and play—artists

a or exchanging URLs as
umbersome crates. Whatever
ofd saw that art objects had
mmortality seems thoroughly
erhaps unsurprising, then,
ounts of the twenty-first
‘among alternative gallery
ago, liiinois would tend to

s, personalities and sites
yorks, As participants in

0, fondly remember the
regional reportage, over-
and incipient profundity.
+ that the lynchpin of that
ject-is being overs-
ally in these altarnative
which have a unigue
sition and idiosyncratic
museums, galleries,
where art usually fives,
Cularly well served:

 for posterity.

that of the preponderance of our contern-
poraries. Of course, some spaces were not
object-oriented; instead, they cultivated the
scene via events and parties or made
fong-term commitments to a community
though a social practice model of
artmaking. To our memories, though, the
majority of alternative spaces established
and maintained marshmallow-like rooms
for the rotational display of reflatively
autonomous objeis d'art in a fashion that
more or less comperted with the white
cube model of museums and galleries.

In spaces such as these, artworks seem
particularfy robust and memorable.

ects may be our most

t was a satisfy-
which our activities

oddity nullifies the communicative etiquette
of public spaces. Neither does it suiggest a
complete disregard for their makers' intent.
The quotation of normative aesthetics of
art exhibitions, however amateurish, distin-
guish the alternative gallery from the private
home of the collector—where artworks
become indexicat to taste and wealth—
or the formative hothouse of the studio—
whers artworks have yet to fully differentiate
from their makers' will. In the afternative
spaces, however, objects exhibit a viva-
ciousness and maoxie. Scrappily taking up
space in ad hoc showcases, art objects
come alive.

This willfulness is the central reason we
remember the ohjects we lived with at The
Pond and hung out with in the spaces run
by our peers. In these unique yet knowable
settings, one could become acquainted
with an object without the exchange being
too prejudicial or over-determined.
Alternative spaces are a provisional territory
where we are more conscious of manufac-
turing our experience through the objects
on display, thus allowing us ta glimpse the
humanity of the artwork, Reflexively con-
fronting one another, it may be perceived
that the art object, too, has a lifespan,
which, importantly, not so much exceeds as
functions differently than our own. Objects
do not necessarily perish in a timeframe
that we can predict-a birth, some fiving
and an inexorable demise—but function out-
of-time~being destroyed or preserved or
buried, transformed and rediscovered. They
proceed from one contingency to the next,
bringing forth with them the potential to
meet another viewer with the same wonder
and ease with which they met us. In this
fashion, objects met in liminal sites of dis-
play may more successfully represent the
electricity of our activity than our stories

al id remiriscences.

Part of this vitality had to do with the
physical layout of these spaces, which were
often in funky buildings, quotidian homes,
junky storefronts, clandestine basements, or
chock-a-bloc garages. Extreme physical
proximity to works of art~verboten in
museums—was a matter of course. Most of
these exhibitions involved discrete objects,
but even the site-specific artworks had to
contend with mare pedestrian than churchy
architectural proportions. Artworks in these
spaces seemed, somehow, more alive and
full of character.

Artwork here appeared to have more
personality in part because these spaces
split the difference among studio, gallery
and mussum. Though the architectural
language of the gallery was approximated
in many of these spaces, these alternative
galleries did not need to emphasize either
the commodity of art objects, as a commer-
cial gallery would, or have their art historical
bona fides in order, as would be expected
in a museum. This often lead to unorthodox
arrangements of objects drawn together
in & mannerist or thematic fashion that
permitted the objects to show complexity
by both playing to and asserting independ-
ence from an exhibition's conceit. This is
not to say that these spaces acquiesce
entirely into eccentric aberrations whose
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EOURDER BEd Marszewskd

2006-PRESI

HOW DD THE CO-PROSPERITY SPHERR
BEGIN?

C-PS started because we were looking for
a space after we left Wicker Park and
Buddy. The people still with Buddy looked
around far a space for a few months.

We found some great properties, but they
all were commercial. We needed a mixed
space with residential and commercial
space. One thing we learned is that you

should not tive and work in the same space.

It gets real messy. Separating your personal
life from the public is important to your
mental health. So I'd been living in
Bridgeport for a while, and | remember
seeing this buiiding all the time. | fracked
down the supposed owner and | asked him
if we could see the space and we went
through the process of checking it out. it
was a complete wreck and an abandoned
crack house, but he assured me that he
was remodeling it. | offered him a deal that
we would rent and live upstairs and help
him fix the downstairs—only if he would let
us use the downstairs. Well, he never got

back to me. As the months rolled by we just

kind-of fell apart in our re-location strategy

and we didn't find a space. | moved back to

my old buitding in Bridgeport, and one day
the guy that | talked to 8 months prior
walked in to my mother’s bar when | was
working and said he wanted to sell his

building. So I'm like, “Okay, I't check it out!

Well, the problem was that he had all of
these different partners that | was unaware
of and then one of the partners was
revealed as a scumbag that was part of a

family that owns tons of derelict properties.
i think they used them as hydroponic weed

farms. | remember one year, maybe in
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CO-PROSPERITY

2002, when the police raided this building
and they tock out, like, 100 garbage bags
full of weed, and it was this guy's buitding.
{taughs} | don't know what he was doing,

but he was some entrepreneur? Right?

One of the families involved with the build-
ing was trying to foreclose on the guy | met
because he had stopped making his secret
payments to this family. And then these two
banks started to foreclose on him. To make
a long story short, we negotiated and got
the building—it was a nightmare. This place
had massive: fire damage and water leaking
gverywhere and we spent about

six months 1o a year working on it. | think |
had a nervous breakdown at cne point.

WHAT 1§ THE CO-FROSPERITY SPHERE
ABGUTY

The reason we got the space was because
we'd been working all these different
projects and needed a base of operations.

| was used to the pace of activity at Buddy
{we did over 200 events in three years) and
1 realized that the space was essential for
facifitating projects and fostering communi-
ties of interest. It is nice to do whatever you
want without having to ask 10,000 people
if you can use their space and schedule it
when they want to do it, etc...etc... Cur
goal was to create the space in the model
of a Mess Hall, an experimental cultural
center that would allow exhibitions,
community events, workshops, screenings,
performances and music.

Rachael, my wife, and I-along with a
rotating cast of people that I've worked
with forever, run the space’s programs and
events. Recently, in the past four or five

)
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vide an exceptiona
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ment for many local a
good at fostering neh
activities between &M
lished cultural worker




ears we have tried to promote a lot of
inging work by these talented people.
posing their work to a large audience
e to nurture their desires and

& their work to others that can aid
their careers.

al is 1o pro-

Tzl brings
iogether 1o
e work of
; artists”

ie have been working with commu-
izations in Bridgeport. We want to
ur local community. For example,
king with a century old community
& called the Benton House.

y, it was a boarding house for
men. At our last Version

: Fad Ve partnered with them in order
working with Aron G reate awareness about the facility to

ki and many other pei community. It is in an old,

ect threads. And we sion with a gymnasium and

0 has an interestingb classrooms. | think i was on its
ishes the boundarie: e worked with them to help

rt practice it Chicag eir programming.

tysical link to artists
und the world to p
» and a residency p
exhibition of their pi ojegs
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up shows for il
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et each other and

: done a gDO&.i _ fs Of course we
programming ; enter and we try
Ne also have of the surrounding

ellite space,
a s0lo space for

Kincaid Project Room. Eastern
Expansion is this nice window display
area that becomes a small gallery. it's
important for us to have another public face
within the neighborhood to confuse the
locals. But the Rueben Kincaid function
is primarily commercial. We represent
artists and try to promote them through
shows here or through touring shows or at
art fairs. Many people might think we are
not into the market. But we would like
everyone to sell their work. Many times,
people need room for experimentation in
order to develop new bodies of work
without worrying about selling stuff,

And of course that is the rale of the
Co-Prosperity Sphere at times.

C-PS is also the HQ that facilitates the
different logistics required for doing festi-
vals, the shows and publications. We meet
and plan and disperse from here, or work
on projects here. And we also produce our
magazines, there's Proximity, which is
relatively new. There's Material, which is
also new publication-a sister thing to
Proximity Magazine, which features giant
portfolio spreads of artists' and designers’
waork. There's Pr, which is a newsletter-
poster that comes out between issues

of Proximity. It's just a way of presenting
interesting interviews or reviews that
wouldn't fit, or be as interesting (or timaly} if
they were published in Proximity. Then,

we just started this annual (con)temporary
art guide. lt's a little book of springtime
activities that historicizes the activity in the

contemporary space scene. And of course
we publish Lumpen out of the C-PS,
We'te trying hard to represent the incredi-
ble activity going on in Chicage. [We want
peopls ta] stop moaning and get involved
with the multiple opportunities contained in
the pages of our publications. Qur motto is
if we can do it, so should you.

HOK DOES 1T AFFECT TOUR ART PRAC
TICE?

Typically, | am able 1o incorperate the stuff
that | do [within my own art practice] into
gaps in the programming for our festivals,
Or | create a project for the festival and
cellaborate with others as an experiment in
testing out a new platform or project
thread. Other times | have created work for
some community art shows by meeting
peopte here. And some of the projects and
performances { have done, facilitated and
planned at our space have been wildly
successful, like the Art War of 2007 My
current work deals with real estate specula-
tion, gentrification, marketing and branding
as well as squatting, But, I'm not interested
in making art everyday. To me, making
publications and working with people on
these projects is enough of a practice for
me right now. | get enough excitement
and inspiration out of that. And the
Co-Prosperity Sphere has been out of
control. Some of the best moments of
my life have happened at these spaces~at
Buddy or this place.

Interviewee: Ed Marszewski
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CONA (CALIFORMIA
OCCIDENTAL MUSEUY
OF ART)

LODATION OF GALLERY. 1828 N, California #2

EOUNDERS. Annika Seilz, EC Brown
WERSITE occidentalmuseum.ong

2006-2008

Annika Seitz and E.C. Brown co-founded
the California Qccidental Museum of
Art (COMA) in January 20086, at 1626
North California Avenue, in Chicago's
Humboldt Park. COMA was a periodic art
space that haused contemporary group
shows for one night only in a plant-filted,
feline-friendly and fully furnished home
environment. Some shows had a theme,
such as Beware of Darkness, a show in
which all works were self-iluminated, and
Bachelor Party!, a celebration of Brown's

upcoming nuptials.

Brown and Seitz took an artist-centered
approach to procuring work for COMA and
curated artists rather than specific pieces.
Shows at COMA were dynamic, fun house
parties, largety due to the copious flow of
drink and the presence of music and
dancing among the art. Seitz often cooked
a large pot of soup 10 fead visitors. In many
ways, COMA was more of a community
building project than a gallery, more a gath-
ering of souls than a collection of artwork.

COMA ended in April, 2008 aft
shows. Brown moved out to live
wife, Catie Olson, and to start
Length and Tux). Seitz stay
while before she moved up ¥
and became a yoga teacher.




FLOOR LENGTH
AND TUX (FAT)

LOCATION OF GALLERY! 2332 W, Augusta #3 Front

FOUNDERS! Calie Clson, EC Brown
T WEBSITE floorlengthandiux.com
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DEVENING PROJECTS:

EDITIONS

LOCATION DF GALLERT 4039 W, Carroll

EOLUNRER Dan Devening
WEBSITE deveningprojecis.com

HOw DU DEVENING PROJECTS
CRTHIONG BEGIN?

devening projects + editions openad in
the spring of 2006; I've been the director
and primary curator for more than two
years. | work with ope part-time assistant;
usually an intem. The development of the
devening projects + editions gallery
came out of a shightly convoluted set of
circumstances, but at the time the space
came into my possession, my main interest
was in creating a venue to show the
multiptes and editions that ! began publish-
ing a couple of years prior. As a collector of
multiples from a wide varisty of sources, |
became interested in developing a program
that acknowledged the experimental forms
of contemporary editions | was seeing and
collecting from Europe, primarily from
Germany. The forms these editions were
taking went well beyond traditional prints
and printmaking parameters. [l saw}] these
developing positions as a way to locate
myself within the Chicago art comrnunity

in a new way, [by takingl my strong interest
in editions into publishing and evolving the
curatorial projects that had been important
to my practice for several years.

Curating came directly out of my desire to
work with other artists collaboratively—not
on the production of work but on situating
their work and my ideas within some kind
of exhibition context. My interest in collabo-
ration became about considering ideas that
1 didn't fesl | could appropriately address in
my own work as a painter. My work as an
artist up to that point was mostly painting
and works on paper; the ideas 1 was
addressing as a curator took on much more
varied concems, well beyond the formal and
physical sonstraints of my own practice.

80

Beginning as early as 1987, | was curating
about one show a year. As that developed,
t realized that 1 was expanding my position
within a social and political art structure
that included roles beyond that of art
maker—1 became a facilitator of projects of
my own design. The more | developed that
role, the more | became intrigued by how
it was possible to empower oneself within
the narrowly defined structures defined by
the art world. An artist was occasionally a
surator or a writer but rarely a commercial
gallery director. It was hoth a desire and a
challenge to put myself in that position.

At the beginning of the edition publishing
process, | did two curated edition projects.
One was called Wherever, which included
17 artists; the participating artists were
asked to address their interpretation of the
word “wherever,’ then they were asked

to produce a multiple edition with 30
impressions that would include 3 artist
proofs. The project included Tony Tasset,
Judy Ledgerweod, Laura Letinsky, Philip
Vanderhyden, New Catalog and many oth-
ers. At that point there was no gallery, s0
this was a curated exhibition—un-tethered
to a physical space. | took advantage of the
mobility of the project to bring it various
venues for viewing and oritigue.

From that process, | learnad even more
about working with artists, curating,
publishing and the art business in general.
In 2005, | acquired the space that became
the galiery. The space came tobeoutofa
large open warehouse space occupied by a
rag factory located near my studic...actually
on the same floor. The company that rented
that space moved and the landlord began

.
.
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dividing the floor into individual stu
The gallery is a curious space bec
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1 really interest-
really believe

has been part of the gaflery system for so
long, 1 was really interested in accessing
these other components of our system as a
way to somehow understand, control and
open-up possibilities for others. 1 think
there's always been a strong divide
between the commercial side of art and the
action of art making, but | find that few
artists want to really acknowledge that the
commercial side is incredibly necessary.
It's flawed and exaggerated at times, but
it's necessary for people to make work—
unless they have some ather source of
income. Artists are really interested in

trying to get to their work out there,

In the end, the collaboration that exists
between me and the artists with whom |
work, is very close. We talk about the work
to be shown, we hang the shows together,
we deal with all the pricing, we share
collector information; we do everything
possible to make their show as successhul
as possible for the given event. | try to be
very upfront about my capabilities as an
artist/educator/gallerist and the artists who
show with ma are willing to sacrifice a
full-time dealer for someone who is willing
to spend whatever time he has on getting
people to see their shows. The business
side of this project is extremely important—
both to me and to the artists with whom |
work. They need the show to be successful
in order to continue to work; | need to keep
things running and viahie enough to keep
the project from becarming a financial
liability, On the most basic level, the love

I have for showing artist's work isn't as
strong as my need to stay financially stable.

I'm very lucky that | have a great teaching
position at a significant art academy that
allows me to maintain both my life and my
creative pursuits. 1 teach, | try to make

my own work and I work with the gallefy,
constantly trying to find artists whose work
makes sense with the project. | am able to
travel quite often and have made very
strong connections with artists, curators
and gallerists 've met in Europe, primarily in
Austria and Germany. This perspective is
8G important to me because the concerns
and histories with which they come to the
gallery are so differant from our own, It
enriches and expands the way we think
about how objects and ideas operate, For
example, | met Gerd Borkelmann through
Volker Saul, an artist Pve worked with for a
couple of years. Gerd is an amazing painter
but also works full-time as a curator. His
perspective and his work have added a
level of textura and clarity to my program.
The connections I've developed have also
allowed my US artists to find exhibition
opportunities in Europe. Chicago artist
Dianna Frid is scheduted for an exhibition at
the Kunstforum in Cologne in March 2010,
Iove it when the networks that exist in our
narrew strata of culture come togsther in
such a generous and expansive way; artists
fove to meet and work with other artists and
curators from out of their backyards, | really
love when | can help in some small way to
make this happen.

HOW DDES 1T AFFECT YOUR ART PRAC.
Tk

For the past year, what I've been doing

as an artist/curator/gaflerist has evolved to
become a kind of directed arnt practice.

H's certainly been my focus. | have even
extended the gallery program into my studio
space to provide a kind of project venue for
smaller shows. The Off Space gives me a
chance to show work that may be more
foosely curated or to make a smaller solo
exhibition with an artist who interests me,
The problem now is that my studic has
become a very public space. | continue to
make rmy own work but the privacy neces-
sary to make that work has been difficult to
achieve. The most recent solution became
the acquisition of a third space~first as
storage, then as a workspace. We'll see
how this all plays out. I'm optimistic that

| can somehow tie all three components of
my place in the art world into some kind

of feasible and working structure, So far,
it's worked fine.

Interviewee: Dan Devening
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WEBSBITE haroldaris.org

Harold Arts is a non-profit organization
based in Chicago, iL—which supports
emerging and mid-career artists and
musicians. The organization revelves around
its annual summer residency program,
which is complimented throughout the rest
of the year by such programming as exhibi-
tions, concerts and art fair opportunities
featuring its summer residents.

Born of the desire for a collective artistic
community outside of academia, Harold
Arts emphasizes coliaboration and skill
sharing, and acts as an alternative network
to both the commercial gallery system and
the record industry. The organization strives
to help artists and musicians establish sus-
tainable practices by offering environments
to nourish their artistic processes while
providing venues to present their work.

HAROLD ARTS
HAROLD ART?
LOCATION OF GALLERY S 3039 W Carrell

4677 Harold Jelfers Lane, Chesterhill, OH, 2129 N, Rackweil Ava.
1254 Basworih Ave., 1550 N, Milwaukes Ave.

FOUNDERS Jaimie Branch, Emily Green, loseph letfers, Nicholas YWylle

The Harold Arts Summer Residency takes
place annually on a large farm in rural
Appalachia and is devoled to fostering
collaborative and interdisciplinary projects.
For 9 or 18-day sessions, artists enter into
a dialogue with a new set of collsagues to
collaborate on new projects and refine their
own practices. Residents have access to
shared artist studios, a serigraphy studio,
wood shop and recording studio amidst the
idyllic pastoral fandscape.

Once accepted to the residency, partici-
pants become members of the evolving
collective of Harold artists. Summer
residents are incorporated in exhibitions,
concerts, workshops and other collective
endeavors in Chicago and elsewhere.

Harold Arts is an all-volunteer 501c3
organization.






INCUBATE

LOPATION OF GALLERY 2120 N. Roclovell St

FOURDERS Bryce Dwyer, Roman Petruniak, Ben Sehaafsma, Abigail Satinsky, Matthew Joyn
WERSITE incubate-chicago.org

2006-PRESI

The Institute for Community
Understanding Between Art and the
Everyday (InCUBATE) is an experimental
research institute and artist residency pro-
gram dedicated to exploring and doctiment-
ing new approaches to arts administration
and arts funding.

Launch of the Artist-run Credit League

nside INCUBATE

opposite: Memorandum of Understanding



ANy Memorandum :6f Undérstéhdiﬁg ' : EERIN
* ARTIST RUN CREDIT LEAGUE (ARCL) g

artistruncreditleague.org

S _ #if ARCL Member Agreement i
/1 Project Description p _ _

ARCL i a rotating credit association desighed to support artist-rimn spaces in Chicago, The leagus is form
who agree to make mortthly eontributions to a collective inlerest—bean‘ng Sa

ed Upon a dore of parﬁc:'péhts
wvings account and line of credit.

# Why Start a Credit Leagua? - o

ARCL is a means of addressing the coflective lack of economic resources amongst Chicago's artistrin spaces,
Justlike a community bank, together we can generate interest for each other.

As a means of establishing an informas cred? network, ARCL requires a mutual :i'ust amongst ail contrfbhting members as well as a shareg
bellef in the vaiue of Chicago’s artist-nn community itself,

/it Gereral Agreemant

# Monthly Contribution "~ " SEERTR TR A e R
Each participating Space will pay $20/morzth irto the ARCL Fund for the duration of the credit.
# Credit-Cycle & Individual credit o ) o . .
Beth the credit-cycle and amount of individual credit

will be datermined by the total n
8 members, then the cycle will fast 8 months, and each group will have $160 of cradh

oyclo,

umber of ARCL members. For example: If there are

# Rotating Payout .. o S . . R ' : Sl

Each month of the credit-cycls, one ARCL member will be paid the full amount of thalr individual credif, The monthly schedle of
disbursements will be established by a random draw at the commencement of each credit-cycie. Groups may switch menths if both ara in
mutual agreement,

/Fundraisers:. .« - - .
‘Each ARCL member agree:

S 10 hold one fundrasing event per creditcycle. Events m
Donations to the ARCL T
ny donalions made o the ARCL by non-

.

st attempt to raise at feast $200;,

members may by considerad tax deduuctible,
Bonuses

Every three mérithé and}’or at.t!"ne cbnci'uéio
dditional donation

n of the c'redit-cyc.ls', the fotat funds Jamered by ARGL fundra
5 will be divided equally and distributed fo each ARCL ma

¥ Exiting & Joining the ARCL .
A two month hiatus wil follow
W members may join.

isofs as wel as from ény- .
mber in the form of g bonus check. N

the conclusion of each credit-cycle, During this time any current ARCL members may exit the league and




LLIVEBOX
LOCATION OF GALLERT Roaming

TOUNBER, Catherine Forester
WERSITE liveboxgalierycom

HOW DI LIVEBDE BEGNT?

Around the time that | graduated from SAIC
in 2002 there were a lot of alternative
galleries in Chicago. As a student | was
pretty excited by the alternative scene and
was keen to participate mysslf, but not
alene. | tried to collaborate with numerous
individuals, but everybody wanted to curate
and nobody wanted to put in the time to
administer a space or chip in to fund it.

Nothing happened for a while and |
focused on my art practice. Around 2003,
| started experimenting with video, | wasn't
very interested in video while at school, but
then | began a project that only made
sense as a madia piece. At the same time
| started viewing galleries differently. | was
always amazed and energized when | went
to New York because of spaces like The
Kitchen, Location One and PS1. There
was a ot more epportunity to experience
video [in New York] than there was in
Chicago, particularly video installation. In
Chicage, exhibitions of media art at muse-
ums and non-profits seemed pedesirian,
not really an embrace of the medium. { also
went to Berlin, London and cther places in
Europe. Even there, there seemed to be a
much greater understanding of what video
could do. | came back and decided that
what was missing in Chicago was a better
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opportunity for video. That got me thinking
and led to LiveBox, initially a

project focused on video, which now
encompasses video and new media arl.

WUAT 1§ LIVEBDYX ABOUT?

initially the idea was to do single channel
video only, exhibited via a flat panel TV
screen in a storefront window. Video
installation is what | was really interested in,
video as architecture. | went to several
Chicago neighborhoods and did a lot of
talking to various people from building to
building but that model [a regular site] was
just not going to be viable, | just didn’t have
the money for it. So | decided 1o keep
LiveBox roving.

\ curated an exhibition in Ravenswood in

a large Toft space. It was an exciting
installation with video and new media from
ten artists. Participating artists were from
Chicage, NY, LA and Europe. 1 find it
fascinating when people enter a space
that is transformed. I'm most interested in
having viewers expetience more than an
individual piece. | want them to be involved
in a larger experience. The trick is to main-
tain the integrity of each piece, yet have the
collection of works within a larger space
create an experience of its own.

I'm also fascinated by the audio phenome-

non too. it can kill or enhance an i
piece; at the same time it fills th
space with a unique composition
you walk into an installation and
eyes, you hear a new composiio
prised of all the audio, or you ¢
ence each piece individually. Th
thing that | find fascinating abad
like individuats, when you get

in a room, it's different. | feel thal
a medium, is powerful becaus
becomes interactive and particip
element of activation, led me
new media work as well as vid
media is often condemned fo
technology over art. When th
right, however, audience resp
very powerful.

WHAT HAVE YOU BEEN AR

ACHIEVE? :

| started the gallery in 2008
 have done lots and lots of 8
haven't done as many larg
exhibitions as | would like.
truly ambitious 1o the po
me in the process. In 200
Coyote gave me a 3,000
building for media art! It wi
the space was very raw &
work, as did the complica
tion. Finding available hel
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tand the process was exhausting.
hibition was a huge success and

new composition co

out of school | wanted more
time;" I needed some process
lllow dialogue and exchange.
ught teaching was going to
nel, but it really didn't provide

udience responsg PO :
ud . timutation { was looking for. |

SN ABLE TO
J BEEN ABLE T : ists and amazing art, In
: Fatorial process for me is
lother art project and in
et to investigate media art,
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and lots of exhibl
many large-scalt
would like. Some
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1 a 3,000 squal
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s complicated e
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but now lives in Germany. She connected
me with the Directors Lounge Berlin,
Kim does animation and five action films
that | think are absolutely gorgeous, They
have a postic element to them but ane
that's very mystical and open. Carol Kim,
who has a Korean background and lives
and works in LA, does live video in collabo-
ration with dancers and musicians. They are
huge productions and petformances. I'd
fove to bring her to Chicago, but | can only
afford to bring her single channe! videos,

What I'm hoping to do in the future is to
collaborate more with individuals. I've
always wanted to do that, Right now I'm
collaborating with Scott Kildall to create an
online gallery called Fast Forward. Unfike
other video sites, invited curators will curate
Fast Forward every month, The site fixes
one of the problems for video and new
media artists, that they're work is only up
for a few days or appears only once in a
screening. At Fast Forward the work will
be up for a month. 'm trying to make more
oppartunities for artists to have their work
seen, and for it to be seen how they had
envisioned.

HOW DOES T AFFECT voun ART PRAG-
TEE?
1think my own work has matured. The best

thing is that I look at my work the way that
ook at other artist's work, | can be more
abjective now, as if | was curating it.
LiveBox has allowed me to sit in both
places as the anlist and the curator,

but sometimes the biggest struggle is sep-
arating the two, so that you can have time
for each one.

interviewee: Catherine Forester

Format: transeribed audio interview
Location of interview: New Wave Coffee,
2557 N. Mitwaukee Ave,
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FOUNDER Bric May
WEBSITE. rootsandcuitureac.ory

2006-PRI

uoW nip RODTE & CUILTURE BEGIN?

| was sort of a hermit-type of artist for years
and frankly, | got a late start in involving
myself with the arts community here. i
2004 1 went to work for Beacon Street
Gallery, a 25-year-old non-profit space.
Their programming has since shrunk
considerably, but it was part of the thriving
period of non-profits in Ghicago in the
1980's. Pat Murphy, my boss, is definitely a
veteran of that era. | was hired as a gallery
coordinator and the job served as my eardy
education in the non-profit art world, At
Beacon Street | worked with Michaet
Piazza who schooled me on the history of
Chicago spaces and he convinced me to
one day do my own thing.

A really good frisnd of mine, Cateb Lyons,
was in the midst of running artLedge at
that time. | hung out there quite a bit. That
was my point of entry into the alternative
space SCene; watching Caleb and Brandon
{Alvenidal run artLedge. | was enthralled
by the young energy. 1 was curating things
at Beacon Street, but | was somewhat
confined by their programming goals.

That's when | started to intentionally invelve
myself with Caleb. | was part of the first
Spring Break, | was pretty much just the
DJ, but that was the first time 1 felt included
regarding organizing something. Then,
Caleb and | organized a giant unruly
Halloween exhibition at the space formerly
known as The Mansion called Spooktacula.
We had bands and two floors of exhibition
space. The first fioor had high ceilings

and kind of clean walls—so we had mora
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LOCATION OF GALLERY 1034 N. Mitwaukes Ave

conventional work upstairs and the base-
ment turned into a haunted house zone, it
had a low ceiling and the dusty, cobwebby:
effects of a forgoiten-about hasement.
There was a noisy chacs caused by video
projections. That was my first meaty
curaling gig. There were interesting things
outside too, Liz Meilsen had a 10-foot wide
giant plush pink spider with light-up eyes,
Jo Harmuth had a flat black spray-painted
pine tree with a really slow pulsing strobe
on it. 1t was a wild party, 800 people paid
$5 at the door, and a bunch more [peopiel
snuck in through basement windows. It was
pretty cocl. S0 | started 1o get amped up
for that sort of activity. Roots & Culture
wasa't an accident, but it was as simple as
relocating to a live/work environment.

| looked at lats of different spaces and this
was the only one of its kind. The building is
120 years old. it's 2 fiat iron {building] and
has a triangular shape. We figured out

that it had originally been a hotel, and this
space had been the lobby. We also have
about four studios in the basement.

| started thinking bard when | found the
space, as much as the apartment gallery
was an appealing route, about the sustain-
able way to do something. There was
something about the domestic clutter that

| never wanted. My vision for a space was
that there would be enough domestic
effects to feel comfortable, but also 2 clean
gallery area. I's the physical space that
brought me into doing this. The first time |
walked into the space 1 knew it would be
striking and interesting as an art gallery; the
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Location of interview: 1304 N. Milwaukee Ave,
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Lilly McElray, They're playing our song.

LGCATION OF GALLERYI 2250 W, North, 2nd FL

FOUNDER Matthew Tetl

uoW o TET! BEBIN?

| started Teti Gallery because | wanted to
be a curator, and | saw that there was a
plethora of very talented artists lined up at
the doors of the relatively few contemporary
art galteries in tawn. A couple of the artists
| worked with intended to move to New
York the fall after they received their MFAs
because there weren't enough opportuni-
ties in Chicage. | like to think that 1 influ-
enced some of them to stay in Chicago
longer by giving tham a solo show for the
forthcoming year.

| was inspired by spaces such as Texas
Ballroom, Polvo, Heaven, Buddy and
Edmar's festivals. The people affiliated with
those spaces were taking art into their own
hands with little money and a lot of heart.
There was also a gallery/squat calted
Transmission on Washington in the West
L oop above a car-repair garage. They had
punk, electroclash, noise and experimental
music shows, as well as visual art exhibi-
tions. The spirit of DIY arts management,
which I'd inherited from the punk/hardcore
world, formed the basic model for my
space. Music was always an integral part of
it for me. There is so much spillover
between the art and music scenes that the
two are inseparable in certain circles.

WHAT WAS TETI ABOUT?

My central goal was to provide a semi-
professionally run exhibition space that
would promote emerging artists who lacked
gallery representation. Many of the artists

| exhibited had just graduated from the MFA
program at The School of the Art Institute
and others were working artists both from
Chicage and elsewhere. They ranged in
age from 20-40 years. One artist was from
Taiwan and the others were American.

They worked in all media: video, sculpture,
painting, textiles, drawing, instaltation, fitm
and sound. Thinking about it now, | realize
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that | have a taste for graphic arts, which
was strongly represented in a drawing
salon that | held.

My self-conceived role was to garner
recagnition for artists in whom | saw
promise, in the hope that other galleries
and curators would take notice. There are a
number of peripheral things involved in the
act of exhibiting work that hefp promote an
artist's career. | would first try to get the
shows reviewed in local and national
publications {from the Reader to Artforum).
| would intraduce artists to other curatars.

] wrote short synopses of the exhibitions,
which | sent around with images, biographi-
cal information and resumes. 1've moved on
in my career, but to this day | continue to
work with and promote a number of the
artists 1 worked with at Teti.

WHAT WERE YOU ABLE TO AUHIEVE?
One artist | worked with was picked up by
a more-established Chicago gallery; said
artist has had one solo show and exhibited
in a couple group shows at that gallery.
That was my goal.

HOW BID T AFFECT VOUR ART PRAUTICE?
Unfortunately, the most glaring effect [of
running the space] has been the monetary
debt in which | find myself two years after
closing. People who are contemplating this
track should know that it can be expensive.
It was possibly more expensive for me than
others because | utilized viny! lettering,
professional framing and served quality
wine at openings, details that make an
apartment gallery of warehouse space more
sleek. The experience was also a great
crash course in gallery operation. | learned
a lot on the job. Instead of rationally constd-
eting this adventure beforehand, | charged
right in and tackled obstacles as they
arose. From, “Where do | put all my furni-
ture?” in the beginning to, “How do | get
out of the lease on this giant space | can't
afford?" at the end.

opening night

learned was that galleries, a
tors form communities that s
another. During the time my
operation in Wicker Park, ma
leries joined together to form
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Interviewee: Matt
Format: emaif inf
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GOLDEN AGE

LOCATION OF GALLERY. 1744 W 18th St

FOUNBERS! Marco Xane Braunschwel
WEBSITE: shopgoldenage.com

Golden Age is a concept shop that sells
publications, music, appare! and other
editioned works created by artists.
Golden Age makes a statement about an
alternative mode of making and selling art;
that it can be straightforward, accessible,

and moderately priced,

er, Martine Syms

Golden Age, new storefront




ALOGON GALLERY

LOCATION OF GALLERY 1048 N. fauling 3R

FOUNBER Justin Berry, Tim Lowuis Graham, Ben Fain, John Friad

WEBRITE slogongalierycom

HOW D13 ALOGGH BEBIN?

That's a good question. It's actually two
different questions for us. Alogon was
here, it was actually started by undergrads
from the School of the Art institute: Bless
Tiv, Max Schubert and Wyatt Kahn. They
were doing it for at least a year—maybe
two, but they all maved to New York. So in
June of 2007, Justin Berry, Ben Fain, John
Friel and | all moved in. We wanted to keep
the name because they were doing some
interesting things and the apartment gallery
had a reputation. People knew about it,
knew where it was, so we took what they
had started, built on it and tried to elabo-
rate. It was really Justin Berry's initiative to
keep the space going after getting the
apartment. | dor't think anyone feaving
specifically asked any of us to keep it
going. But the offer was there, It seemed
like a really fun thing to do, connecting 1o
the art community in a different way, to take
on a role separate from the role of an artist
and to give back to the community.

WHAT IS ALOBON ABQUTY

When we came into the space, we decided
to change the program. Previously, the
organizers would curate the shows, but
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we changed the whole structure of the
programming. Our idea was to get outside
curators to organize the exbibitions so that
we wouldn't be canstantly producing the
same shows with the same kind of work.
We wanted to make the gallery actas a
platform for different ideas and conversa-
tions in contempaorary art.

WHAT HAYE TOU BEEN ABLE TO ACHRVE?
It's been nice because we've had great
diversity regarding shows due to our
curatorial model. | think that we are a space
that is open to both artists and curators;

| don't think ! would say that we're a venue
geared fowards curators more than artists
or vice versa. Everyone seems to work real-
ly welt together to finish the shows, but we
step back and let the visions of other peo-
ple come through. Once we ask someone
to do a show, we really try to support the
exhibitor/curator as much as possible—with-
out restriction. Sometimes that has worked
really great and other times it's been... 1
won't say unsuccessful, but Ill say not to
my own personal liking--which in a way is
also a success. By using outside curators,
we've had opportunities to show really
good work that we wouldn't have had

access to on aur own. We've showl
ple tike Douglas Gordon, Mika Roit
Seth Price, Jose Lerma, Jordan Wo
[and cthers]. I

We asked Gaylen [Gerber] to cura
show and 1 think he delivered one
best shows that we've had. He wa
professional and great ta work witf
painted the entire gallery, but it felt lik
work than a lot of the other show:
had because it was planned o
really well and was a great tooking:
We were really pleased becauss
to try a new idea in our space al
then he's been doing some si
other galleries. We feel proud th
him the opportunity to experim
idea. There have been fots of s
I've really enjoyed. Working with
Zweck and Anthony Elms on

Get You A Beer? was really f
[inflavil did a Youtube screeni

of the first Youtube screening:
heard of, maybe it was ahead
don't know, He curated the 8
videos from Youtube, but th
essarily art videos, per 58§

waeird stuff.




retically it's supposed to be less work,
don't think it is necessarlly. ft's just
figw much work you want to put into it. We
cotld always do a lot more or a lot less,

e 1y to keep the shows up for a month
two weeks off for installation, We try to
retty consistent and adhere to 5

chedule. If we do have time off
shows, we try to fill that time with
ings, events, or lectures, lt's areally
rtment. We're really lucky that we
big windows and a big open space.
omething that | think about a lot,
fike having art in the space does
nfluence on me and it's really
{was thinking recently about
it is to have an interior designer
ur house every month! So, your
ays changing, if that's not too
reduce the arf to décor, Our

When Justin Berry left for New York we
decided to keep the same programming
and mission, We laid that out alt together, ft
was really working well for Uus, 50 we kept
that going. There is something kind of
anonymous about the gallery that

I'really like. A (ot of times beople don't
actually know the individuals that run the
space, they don't know who | am or who
my rocmmates are. So it becomes Alogon
&s Alogon and doesn't have a spacific
person behind it. That will hopefully allow
for transitions between different directors
te oceur in the future,

s

' to work with.
ery, but it felt i

:d because he
ir space and s
some similar th
el prOUd that_
1 experiment wi
1lots of shows
orking with Phil

HOW BOES 1T Apsr
FICE?

To be totally honest, for me, running the
space has not been good for my artwork.

T HEUR ART PRAC

] 's a lot of work to run a space and | find
Ims on Can uge component of why the myself investing a lot into the gallery.

5 really f.U“- N One as well as it has. While it's | don't think of Alogon in correlation to my
' screening; | N apartment gallary (since we own practice. | don't think of the gallery
sreenings tha 35 none of the cozy domestic 4s an artistic project, | keep them very

is ahead Of._‘t, typical apartment gallery. All of  separate, {Running the gallery] is time con-
2d the sectio Ms are hidden, and all you can suming. An artist-run space becomes a bit
but t!’)eytV:; : chen. It takes on the qualities  of an oxymoron because it becomes more
i Se, Just O

abeut running the space than about making
artwork,

“We wanted o make
the gallery act a5 »
platform for giffar.
ent ideas and con-
versations in con-
temporary ar

We'd fike to have a better website, with
finks to all of the artists we've shown and
have everything really tight -but we're
also doing our own artwaork and making
our own websites. We're not curatoriaf

students or anything like that either—wa're
all artists first,

Interviewees: Tim Louis Graham
Format: transcribed audio interview
Location of interview: 1049 N, Paulina 3R




FOUNDERS! Lucks Fablo
WEBBITE minidutchpalleryorg

2007-2009

HOW T HEN] DUTCH BEGIN?

When | was graduating from the School of
the Art Institute 1 began thinking about
running an apartment space and 1 knew
Chicago had a history of them but didn't
really know how to start one. 1 knew | had
1o buy a domain name and write a mission
statement. | knew that if [ got the informa-
tion to threewalls and the Green
Lantern in time, they would put me in the
Phonebook. Robert Andrew Meulier (then
my partner—now my fiancé) and | started
tooking for apartments that could house
an apartment gallery. We found one and
signed the lease with the new landlord,
calied AT&T and found our new phone
number in like a week. It was really, really,

short and looking at it | can't believe 1 did it.

WHAT 18 MINI DUTOR ABDUTY

Before | started mini dutch, f knew
[alternativel spaces existed but | wasn't as
involved as | am now. That's why mini
dutch’s motto is "another apariment
galiery,’ because 1 know that I'm not doing
anything new.

1 think that one of the great things about
apartment spaces and the alternative art
scene in Chicago is that it is & big commu-
nity. If someone COMES LP to me and asks
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MINI DUTCH

{ GLATION OF GALLERY 2111 W. Diversey 1st FL

how to start a space, I'm going to help.
Patrick Holbrook just opened up anew
space called Eel Space and he said that
mini dutch inspired him. As silly as that
sounds, if | inspired someone else to open
something up, mini dutch has accom-
plished something. Now, if minl dutch
dies, at least something came from it.

i like showing work that doesn't get shown
often. The shows aren't commercial and are
unfinished. it is really hard for a fot of peo-
ple to deal with the unfinished part.

A show called Frofotype, that was kinetic
work in it first stage of production, got a
review in Newcity and in Time Out, but the
reviews were kind of wishy-washy, like,
“Yeah, this is a great idea, but the work is
not finished. So you don't know if the work
is good or nat” But that's how it should be
for every show at mini dutch! It doesn't
matter if the work as a product is good or
not, but that you get a glimpse of the
studio. Most people would never see this
work unless they were activety doing studio
visits.

I'm still interested in in-progress and
site-specific work, but the missicn really
pigeonholes me into a specific genre and
type of artwork. 1 keep looking at different

artists and thinking of different sh
curate, but § can’t do it in my own §
| have to start finding other spac
curate in.

WHAT SIAVE YOU BEEN ABLE T0 AL
Every time | show peopte | like [fe
that's an accomplishment. 1 gave
Hoftman his first sola show. !t se
hecause he has been around al
| think that | pride myself on havirng
three people their first solo shov
people that shoutd have had sof
before they came to mini dutch

Petar Hoffman's Post-Painting
my favorite shows. He had thesetrs
applications that visitors coul
mail to him and based on the
Peter would make them a pai
it back. He got a CAAP grant
ect so that he could mail the
free of charge. For Post-Pa
tracked down 34 of his paint
owners and displayed the
over the country, friends of f
friends. For him the projec
specific; a work in progre:

be shown in a gallery spac
meant to be a quick sketo
show he got another 70 a




ferent shows to
1 my own space._
1er spaces to

enough to make weork for the next few
_Years.

BOES 1T AFFEDCT voUR Ant PRAC-
By

ILE TU ACHIEVE
2 | like, 1 fesl ke
it. | gave Peter
ow. It seems cra

¥ art practice has diminished quite a hit. It

rd to make work when ¥ou are running

ace, so | really admire anyone who can

. [Running a space] drains you. 'm

nly person who runs mini dutch, who

Writes Press refeases, curates, etc, . Trying
lance doing all of that stuff, making

k. going to wark, having a refation-

D petting the bunnies, cleaning and

~ cooking. it just seems so ridiculous!

vi dutch.

3intings was of :
ad these Q & / e longest time | didn't make any work
Mattress Bunny, my collaborative

t with Robert. That worked because |
falf back on him if | couldn’t do some-
and we could pick days that we both
ge. It is only recentfy that | have been
}get back to drawing and painting. |

d that | missed it. Watercolor was my

n their respOI'_‘:'s
a painting anc_f
grant for the p

ect wasn't si
ress isn't me
sace. Rathef
Ach. After thi
I applicants.

X show at mini dutch is curated by
7 210w who ran COMA and now runs
0t Length and Tux (FLAT). He kept

© to show my own wark at minj

M because he showed his work at

COMA in these huge thirteen person
shows. Talking back and forth quite a bit,
he wanted to curate me into a show, At

first | said, “No” but finally we decided [on
a format where] Eric’s work was up for two
weeks and then Lucia Fabig metabolizes
E. C. Brown (that is the titte of the second
part of the show). The show is called
Ousty Bunnyfield vs. Malotovia Cottontail,
Basically, | ended up curating my work in
with his. | manipulated his show and put my
work up within it, That version was up for
two weeks and then there was a big group
show of people who run alternative spaces,
are artists and are part of our social
network. It puts my work on axhibit at mini
dutch in context with other artists who run
Spaces or projects in a domestic context,
shaowing that we are af) artists too,

Interviewee: Lucia Fabic
Format: transcribed audio interview

Location of interview: interviewer's apariment




OLD GOLD EXHIBITIONS
AND EVENTS

SSENT

LOCATION OF GALLERY
20727 N, Humbaldt Bivd. basement Apnl 2007-May2009
g107 W Paimer Bivd, hasement & satellite locations MNoventher 2009-

2007-PRI

FOUNDER, Kathryn Scanian, Laleb Lyon

BOW M0 LD SOLD BEBIN?

Caleb: Originally, when Kathryn and |
moved in together, we were looking for a
space in which we could run a gallery. | had
been working on artLedge before and it
was something that | wanted to continue
doing and you [referencing Kathryn] had
heen doing events and things like that too.
We weren't exactly looking for a wood
paneled basement, but we just happened
upon the space.

Kathryn: [To access the space] you enter
through a side door intc a dark, curtained
passageway and then proceed into a
basement covered with aged knotted-pine
wood paneling, with a low ceiling. There are
built-in speakers, cabinets, and a bar, and
the fireplace has a light bulb instead of a
chimney.

Caleb: It's nat in the greatest condition: as
far as water damage goes.

Kathryn: There was a flood at some point.

Caleb: There are weird growths on the wall,
and...

Kathryn: 's not heated. it's damp in the
summer and cold in the winter.

Caleb: Mot a good place to show works
on paper.

Kathryn: No!
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WHAT 18 OLD GOLD ABOUT?

Caleb: At Old Gold, usually we choose
our artists spacificaily for this context and
aesthetic.

Kathryn: When we first started there were a
couple times when paople approached us
and wanted to do a show here simply
because they wanted a space for a show.
That's understandable because there aren't
that many spaces [in Chicagol, but they
wanted to show preexisting drawings and
things like that; we thought that it woutdn't
look very good. Before we had the gallery
we had a few things hung up on the walls
and discovered that posters, unframed
drawings and stuff like that looked terrible
down here.

Caleb: One thing that makes it exciting for
us is that we feel it is still a collaboration
between us and the artists—we're not just
curating solo or group shows down here.
We've really only had two group shows,
Sausagefest-which was more of an event—
and Sze Lin Pang curated a group show.

Kathryn: We haven't done studio visits to
inform the curation of the shows, we've
found artists that we wanted to work with.

Caleb: Or artists send us proposals. The
fact that we have these wood-paneled walls
doesn't mean we're interested solely in
work that has to do with the 40's or the

70's or with the fact that there is a
bar. Kendrick Shacketford buitt wall
conceal some of the built-in feature
wa're interested in the original cont
how somebody could alter it compl
[The space] isn't really able to exist
blank canvas. :

WHAT HAVE YOU BEEN ABLE 70 ACHE
Caleb: Each artist has his or her o
of transforming the space. Selen:
a piece that was a projection o
ball: it was a minimal piece conc
much work you actually saw, b

the space and reflected onto ]
ing features. It was a different
space, one that we've never s
That's one of the coolest things
[01d Gold]. L

Kathryn: There is a really inter
that's happened with these sh
one will do their installation af
highlight a feature of the basél
gone unnaticed prior to the ¢
pecple think the artist did it |
Heather Mekkelson had dis

wood on the floor to go along Wil
{1]:1"

showcase really, it's kind of
work. We've been doing th
and [just] a week ago we fi
come and talk to us. It taK




:t that there is a built- eople to realize what you're doing and see

kelford built walls to " at you're serious aboyt "
& built-in features. | thi :

the original context, or
Ad alter it completel
:aily able to exist as

artists continually. ! think of exhibitions as
a large part of my studio practice which
: . . informs how | produce and view my work. |
aleb: The next Space is going to be mare . . .

. am very aware of the viewer when creating  ing the show and ar
oup shows and generally opposite from

around the globe and work by a number o
artists exhibiting together, The name wiy
stay the same becayse we are still direct-
e happy about our new
approach being understood in conjunction
with our old approach.

hat we have been doing here, in a way, my work.

is is] both because of the situation that .

! be moving inte angd also | think we're Oid Gold began as a collaborative

th interested in trying semething new practice between Caleb Lyons, Kathryn

- g ’ Scanlan, and an exfibiting artist. Ve saw
nas his or her own wg ¥ DUES IT AFFECT YOUR ART ppyg.  he context of our wood pansled, idiosyn-
57 cratic basement as an interesting obstacle
'hr‘yn' I¥'s hard to think of specific ways or chalfenge for an artist to confront,

r hals impacted my practice, but Old Gold was Primarily a space for sofo

Interviewees: Kathryn Scanfan, Calely Lyons
Format: franscribed audio interview

Location: 2022 N. Humboldt Blvd,
projection onto a mi

al piece concerning
uafly saw, but it overtge

I of its @ ol pretty sure that it has. Iif for no other exzfif.;f.ons or one-dca]’y event::.. M‘,’?S; th
=Cte‘,j onto a f 1h 593500, it's brought ys in contact with lotg exnibitions were made spect feally for e
a different use t? b = 6§€ﬁﬂerent artists. We've gotten to talk wig, COnText of'the.basemenr and jts .evcc'avt.fons
‘ve never seen befo = bout their work an d see how they of d?mestfc history: Speakeasy, juke joint,
aolest things aboul oach ang install &, We never would men's club, teenage umpus raom,

ad that [opportunity} without the
Whenever you talk to another artist
how they work, it's going to affact

Old Gold wiyf pe relocating [fal 2009],

and the new space wili require a different

exhibition approach, Itis a space that has

been loaned (o us for our Burposes and

I think that working with other artists therefore we won’ faave the same conirg/

Unsciously informs how I work, | get or Ireedon concerning what /‘{ap pens

. dthe = ideas from some of them. [ have 5 rl?er.',e. fﬁf}?qg: :72 new .’ocaﬂgr;? s

had dlstreS'Sf?}l 2 = = mmunity of People I've worked with S/ ar' a fms.e asemgnt Wit 'an‘

0 go along wit © distinet knowledge in differant unavgfdgble ﬁrstory—our interest n site-

se they had neve art making. | am able fo cannect specrffcn‘y will be somewhat denied by z‘fle

“he basement] is.n Se People about My own work Circumstance of the borrowed space. This

3 kind of. part of 64 lot of peopls I've worked with s exciting. This will gn/.e us a cha.nce to

doing tl;llsdfcgl;‘/r“_’ 1 do studie visits with and they can showcase work made in the studio, work
we ha Z Ly,

5 It takos a whie o

really interesting {

stallation and it wilE
>t the basement th:
or to the show, s

ae . 2 tvel 7
 visits with me, | collaborate with that s rela vely modest in scale, work from
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YEGA ESTA TE
LOCATHIY OF GALLERY. 723 W, 16th Si

FOUNDERS Roxane Hopper, Julle Rucdder
WEBSITE vegasstatespresenis.com

20ﬂ7-PRESI

Vega Estates is an artist-run project space
in Piisen, Chicago, where the garage and
the basement of a two-flat becomes a
platform for art and community. The
architecture of the space provides an
informal setting and reftects the mission of
Vega Estates, which is to provide artists
an opportunity for experimentation and
dialogue. Vega Estates was started in
2007 by housemates Roxane Hopper and
Julie Rudder wheo met while in graduate
school at Northwestern University's depart-
ment of Art Theory and Practice. Exhibitions
are typically one-night-only events that take
place during the warmer maonths of the
year.
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ANTENA

LOCATHION OF GALLERY 1785 8. Laflin 5&

MANAREA

FOUNDERS. Migus! Cortez

v

2008-PRESENT

monthly
video
series

L

3G

. LAFLIN 8T~

project wall space

kitchen

rself art spaces and | felt that the Pilsen
ighborhood was lacking in contemporary
spaces. | have seen alt. spaces come

d go in the Pilsen neighborhood over the
s. So, f reopened a space on my own
after Polvo closed,

N
icage has long had a history of ‘do-it- o

i

|

S

bathroom

*walls are approx 12 feet high

HAT 15 ANTENA ABOUT?

iitena is focused on showcasing both
etging and established artists as well as
media and installation projects. There
suafly one to three artists per show,
ccasionally there is a group show of

r more artists,

ut. | also utifize social netwarks and
fnet to publicize art shows, f stop-
ling postcards many years ago.

f8 not a commercial space so |
EBpend on selling work to pay the
That gives me the freedom to show

Michael Pigzza
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HOW DEY HE AN GHE SAID BEGINT
Randall: We started it pastially to have a
pubiic venue for working out a conversation
that we were having privately all the time.

Pamela; And continue to have.

Randall: Well it's a conversation or argu-
ment or whatever you want to call it. We
thought that since we have such disparate
views on things we would let this thing take
on a life beyond our owr: personal stake in
it. The He Said thing for me is different
than the impulse behind a traditionai apart-
ment gallery, because what | think I'm doing
is not being done in those venues. The
kinds of people that l'm trying to create a
venue for dan't usually have somewhere to
display, or to talk about what they are
doing. For me it was very much about find-
ing a way to present things that interesting
people are doing outside of an art context,
or in some strange parallel art context—
because these peopte aren't artists and
don't think of themselves as artists.

Pamela; It definitely comes out of an
ongoing argument about culture. The She
Said part shows contemporary art in this
domestic environment without altering it.

A ot of apartment galleries make the space
look very spare and more gallery-ike. 1 really
fike the idea of having the art interspersed
around the furniture and regular everyday
living.

Randail: The drawbacks and advantages of
using this crappy ceifing fan as a source

of lighting instead of track lighting are inter-
esting.

Pamela: 1t occurred to me that when | see
a lot of the art that | like in & domestic
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SHE SAID

FOUNDER. Pamela Fraser, Randall Szolt

environment in pictures, it's in a collector's
home. And this is a much more modest
house than that and | like the idea of seeing
art in it.

WHAT 1§ HE SAID GHE SAH ABOUTY
Randall: 'm interested in what everyday
people do in the context of their lives, what
they find interesting and pursue outside of
going to work. The first person that |
showed here was Jessica Hagy. She has a
blog called indexed. She writes copy for
ads. She's not an artist but in her own free
time she started, for no particutar reason,
making these little drawings on index cards
gveryday and posting them online. They are
really funny and great and i thought it would
be nice to see them in person.

The Internet is great because it provides a
platform for people. but there is a differ-
ence between seeing something online and
seeing it in person and having that person
available right there in your presence to talk
about it. And I'm more interested in that
happening in a domestic setting than in a
gallery. I'm not atways interested in the way
the gallery frames something. I'd like to
believe that the apartment frames it in &
different way. | don’t know how true that is.
| also showed Bill Keagygy's coltection of
grocery lists, | mean he's got like 3,000 or
4,000 of them that he’s collected. He's got
a great website with scans of them alt but
sesing them in person is a very different
experience. He also gave & talk about

his collection, where it came from and his
relationships with the people who had sent
him their grocery lists.

So it's really about "Here’s a person who
doesn't think of themselves in a particutarly

“There is a lot of ‘3?%@ ‘

hanging oul’ which
1 think is the healthi
aspect of the whol
scens” -

special way who is doing something i
esting” and when those people are i
lighted in an art context it does som
that I'm not that interested in. | wan
ura out how to present their activiti
personal setting that doesn't tie the
the history of art and art making, whic
nothing to do with what they are doiig—

Pamela: So the nature of the afg
between us focuses on “everyda
and “speciainess of art! I'm the
| think that artists are everyday p
 also embrace the specialness i
strives for, That's what we conti
about to this day.

Randall: 'm fine with the réﬁ
art making. 'm fine with &

Pamela: Refined! Refined
That's lcaded and unfair. .

Randall: Well the “specialne
you want to call it, but [I'm
these other people whe a
that are interesting! Cultur
enriched from having venue!

Pamela: | agree with 1

apartment gallery and b
friends are artists, our 0

presentations to not b
get written about ag a
art. That's a funny sort




Randalf: That just comes with the territory
unfortunately. But you didn't really get at
what you're doing here, what's driving
the...

ople are high- -
loes something ©
in. | want to fig-
ir activities in a
't tie them into :
aking, which has
ay are doing.

Pamela: I'm supporting art. | always feel
like the boring one. Basically because we
just moved here about three years ago,
1feit like what { wanted to show here were
people who don't ever show in Chicage,
lot of apartment galleries are kind of
ommunity criented but because we're new
— here, | thought it would be nice to bring in
eople from outside of Chicago. So every
ngle person that I've exhibited here has

t come from here, that's important to me
d probably will continue to be.

he argument
veryday peopls”.
1 the opposite
yday people and
ness that art . -
continue to argue =

-efined arena of:; _ ) o
y choices of artists are very subjective,

t | think that there would be something
teresting about seeing their work in this
imestic space. Either their work has
mething domestic about it, like Mike
ickrad, or it dossn't and if's completely
stitutional. As an artist | think about living
h it and having an experience with it.
othing against institutions or going to

her site to experience art, but [ fike the
of having it be an everyday experience.

ire would be
ues for talking

128.

dall: Meg Cranston showed here and
s the sort of artist that is in super
ypants” institutions, so there is some-
interesting about seeing work in an
€ where the kid's toys are scattered
nd when it would otherwise be in this
ne highly controfled environment,

ela: It's so funny because we really are

2id She Said! When he says words
fancypants | get angry because that's

jorative. But it's true— remember

was in art school in New York,

qr talked about
f conundrumt.

| used to wonder if | took my paintings onto
the street, where it was visually chaotic and

there wasn't such a privileged arena for
contemplation, if my paintings would then
suck. To solve that | would cover them up
whenever | carried them outside. That's
the thing that has really stuck with me,
haw significant the clean white space and
the bright kighting is for saying, “This is
important!” It's a challenge to the work to
see how it holds up in a different sort of
environment.

Randall: The other thing about having it in
a house is that it facilitates people hanging
out and sitting around talking and drinking.
One of the big appeals about apartment
spaces in general is that it's just a comfort-
able environment for psople.

Pamela: | think that's true. Actually when
}asked Meg Cranston to do the show |
told her a litile bit about how big apartment
galleries are in Chicago, about what a
tradition apartmert galleries are and | found
myself saying, “Yeah, the Chicago art scene
is really just about hanging out” And that
sort of just came out of my mouth before 1
had even thought about it, but | think that's
true. She laughed and said, “That sounds
great!” There is a lot of “just hanging out”
which [ think is the healthiest aspect of the
whole scene.

HOW DOES 1T AFFRCT YOUR ART PRAD-
TicE?

Pamela: | don't really think it has had an
effect on my art practice except for the few
days during installation when it might be
disrupted. But that's fine because I'm
doing something else. 1 think | just compart-
mentalize those things very differently. But,

We Drink to Your Health and Wish You Were Here, Michge!
Stigkrod (detail), Cheryl Donegan and Meg Cranston

I!vlnqrebm L

SUNTGONM

it's been nice to have this different role in

the artworld, one where I'm offering artists
a venue and being part of creating shows
that are separate from my own work.

Randall: That's another crux of the differ-
ence between us, you compartmentalize
studio practice, daily fife, this and that
practice and | just try to integrate all of
them. | try not to make those, “This is whera
I'm being this role and this is where I'm
not," kind of distinction. Right?

Pamela: | guess.

Interviewees: Pamela Fraser, Randall Szoft

Format: transcribed audlo interview
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HIW DI BUNGRYMAN BEGIN?

Robin: Kacie Lees and | were living together
—she had just graduated from the School of
the Art Institute, where | am still a student.
We were both interested in art administra-
tion and thought it would be a really great
experience to start a gallery. When we
were moving out of our apartment we just
happened upon this storefront space. The
landlord tore down their office and gave us
both sides so we made it our own. It was
really about timing.

Wa just wanted to show good art because
we hadn't seen anything that we were really
thrilled about in Chicaga. 1 can spend the
whole weekend going to shows and still be
let down. | want to show the art | want to
see.

Sarah: | came on board when they were
looking for roommates. | was open to what-
ever they wanted to do and was excited to
see what would happen. We had our first
show a month after we moved in.

We wanted ta show afl mediums in the
space and wanted the name to be strong
s0 we started talking about men and
hungry men and Hungryman TV dinners.
We ali had different ideas about the
fungryman frozen dinner and found it
amusing. It's a little bit of everything. So
now sometimes people are hke, "1 thought
that place was run by a man! | get to say,
“Nope, four girls!” {laughing}

Robin: In the first months that we were
hera we did a lot more than | would have
anticipated. For our first show we figured
we needed some sort of introdugction 1o our
gallery, to hang cut and get comfortable
with the space, so the first event was Forts
and Terts, a community event where any-
one could come over and build something
in the space. We surrendered the apart-
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HUNGRYMAN
LOCATION OF GALLERY. 2135 ML Roclkwel

FOUNDERS, Robin Juan, Sarah Koch, ¥acle Lees, Olivia Swider
WERSITE. myﬁpace.comf’hungrgmaﬁgaiiery

ment and made lots of food! Since the first
Forts and Tents, we've done it again and
might even repeat it in the futuret

Sarah: We also have a band that practices
in the basement. We've hosted a couple of
music shows. We did a film screening that
had live music that went with the film. We
did an improvised music event for a sound
iece. We've done a wide variety of difter-
ent things! 1 think that's because we meet
a lot of peopfe that have different ideas for
what they want to do. That's always fun.

Robin: One of our goals when we first
started was about bridging the gap
between high-end galteries and apartment
galieries. We've been pretty successful in
doing that. We have a storefront that
definitely helps in terms of foot traffic and
visibility from the front windows. We don't

have to be open all of the time to have peo-

ple in the neighborhood exposed to the art.

Sarah: At first | assumed that the only peo-
ple that would come over would be people
that we knew—which was kind of the case,
but more recently Fve been meeting people
who see the place and want to stop in.

WHAT HAYE YO BEEN ABLETO AUBIEVE?
Robin: 1 think Mathew's [Paul Jinks] show
was really successful. He just submitted
and we were like, "YES let's do it!" That

was exactly the kind of quality that we want.

We basically fook for people who have a
good idea of what they are doing, people

that are excited and have everything togeth-

er. We want people who have their artist
statement, resume, supporting documents
and a clear concept of who they are and
what they are doing. That's pretty hard to
find. We know that because we're artists
and we're trying to do that too! {taughs}

| hope that we continue and that we get
more strangers to come over. | think that's

what makes you legitimate. {laughs} E

Olivia: | hope we get a broader range o
artists and a broader range of practices.

1 think that's what I'm interasted in, mor
photography, more 2D, because we hava:
had so much installation. | would especial
fike some more women artists! f's almo
embarrassing. 1 feel like 1 meet a lot of
who coutd have shows here and | don’
know if they just don't like fiting things.
or what, because we just don't get thei
proposals. And I'm also interested in d
more group shows, because we've béel
doing a lot of sofo shows. "

HOW ROES 1T AFFECT YOUR ART PR
TICE? _
Oflivia: | think it changed my ideas of I
senting myself as an artist more than
thing. 1 realize how | present myself an
what 1 need to say and how I need t
across to people when | am talking
my artwork. | see a lot of failed attem
Sometimas there can be confusion’
between artist statements and prop

or our experience with the work whe

in framt of it versus how it looked onl

Sarah: 've also been interested in W
the artists who come in and seein
transition from student to artist. | jus
that's really interesting and tarri
those different stages.

Robin: | feel like I'm getting a &
it takes to organize an exhibition—
the wholz process. It's a lot more
think it is. It's a good hands-on ex
for sure and we are constantly led

Interviewees: Robin Juan, Sarah Kf:iCﬁ
Olivia Swider ;
Format: transcribed audio intervie
Location of interview: 2135 N. Ro
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oader range of
je of practices.
rested in, more
acause we have
I would especially
tists! It's almost
meet a lot of gids
ere and | don't -
2 filling things oul
don't get their
nterested in doing
use we've been:
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FOBUNDERS Dana DaGilulio, fHego Leclery, Colby Shaft, Hans Sundquist,
Moity Zuckermarn-Hariung
WERSITE juliuscaesarchicagn.com
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HOW DI JULIIS CEASAR BEGI?

It was a Dadaist gesture. Everybody
picked up a book and pointed to a page.
We could’ve been cheese soup gallery.
We liked the anonymity of the name and
we'ra wary of the joke of personality
whereby gallerists give their spaces their
own name and those names accumulate
this kind of grandiosity.

We had feigned attempts at a manifesto
or an agenda but that wasn’t going to
function. That's the advantage of Caesar
being this character. We are all the little
limbs and organs of Caesar, a benevolent
dictator that we've made up. What would
Caesar do or not de? He ends up being
demanstrative of our own best desires for
showing local people or abstraction or
whatever. Caesar is an actual petson that
has a one-year history of being. Maybe in
the future we can look back and say what
Caesar is like. Then we can ask questions
like *Do we like how it’s besn or do we
want to change it?”

WHAT HAYVE TOU BEEN ABLE 70
ACHIEYE?

For us there is a real conviction that
people that we're interested in here are

as good as anything that we want to see
stsewhere. The more that we build Caesar
the more we'll be able to platform people
that we respect in other circles.

dOW DOES 1T AFFECT YOUR ART
PRACTICE? -

| think it's a great oppertunity to exhiby
an environment that we feel is expenimel
free, sane, permissive and supportive
There is an expectation of openness
part of people of who go there. We d
know what the motives behind other!
galleries are, whereas we know that t
motive behind Caesar is pretty vague,
nonexistent and it feels transparent '
artists and we're trying to make art

all we'te trying to do. Being a galle

not our career option. We're interest
making art, in other people making

in seeing art. it's taking a long tims,
out what Caesar is; it's not a gard
arena for commercial exhibits or &
garde forum. It's a space.

We made a decision early on ta m
person, so things don't actually ge
if somebody s like, “This 15 upse_i_i
we talk about it and a new level
standing that is reached within the
We alt have ideas and a mutual
each other. :

Some text reprinted from Newcii).l, D
2008. )

interviewees: Dana DeGiulio, Diegd
Shaft, Hans Sundquist, Molly Zu
Format: reprinted interview with up
Location: Exchequer
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OW B3 BUOTT PROJECTS BEGINY

cott Projects was started in 2008 and is

cated in Wicker Park, 1542 N. Mitwaykee

venue. | ran another space prior to this

ne, Satin Satan, the earlier space was

ased on the idea that the onfy function of

galiery is to act as a social meeting

ound. | had come to accept that no work
see would be new, that all art had an

“Internet presence and that the onfy purpose

people coming to meet in these spaces

as 1o see each other in person and drink.

, a5 a gallerist, | wanted people to have
e best time possible [socially]. The art, as
nderstood it, would serve as bait for
endance or as chic decor for a great

arty. | now understand that what |

sumed fails in application and | based my
W approach in response to that failure.

AT IS SCOTT PROJECTS ABGUTY
ot Projects is a gallery born out of the
stration of constantly seeing "new" work
allerios that has been previously
vsed on the Internst. Also, it resulted
my lucky inheritance of a large space
ixhibit art. All work at Scott Projects
ver been featured online and the
ften interacts with the gallery space
® way. | encourage the artists to cre-
ruly one-time-only experience. | want
people a reason to tear themselves
rom their computers and physically
Y gallery.

FOUNDER. Bred Troemel
WERSITE: scotiprojects.com

SCOTT PROJE

LOCATION OF GALLERY. 1542 N, dilwaukes fva,

Scott Projects has no intention of selling
work and has every intention of showing
Very young, progressing artists with difficalt
work. People think showing work in a
gallery is what you do when you've "figured
it out,” but often the process of arranging
your work and deciding what you want to
show is just as helpfuf to your development
as the creation of the work itsel, | started
the space because | wanted to help people
that I like who are making interesting things.
I'm glad when the artists that | show get
positive reviews or attention, but f'm also
glad young artists can treat exhibiting in my
space as a learning process for other more
important things.

HOW DOES AT AFFECT YOuR AT PRAC-
TIHE?

As an artist, 've come to see the material
object-hoad of art similarly to how Calvin
sees Hobbes. When we use our imagina-
tion in the right context, art becomes art.
This has made me place an even greater
emphasis on the conception of my art.
Onge the idea has taken hold of me firmly,
its execution becomes secondary to that
thought.

Interviewee: Brad Troemel
Forrmat: email interview
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HOW D NORMAL PROJECTS BEGINT
Working on the Maplewood, NI garden
project with Fritz Haeg assisted or enabled
me to envision something outside the
tradition of contemporary art. His garden
practice has been of importance to me in
understanding my place; that place that lies
somewhere between contemporary art and
landscape architecture. This may be one
of the influential factors that started my
project space.

! had a contemporary art background and
he had an architecture background, He
crosses over by doing things that are fand-
scape based and semi-temporary and then
translates them back into something that
becomes a contemporary practice. He was
in the last Whitney Biennial, | found his
work on his website, and just amailed him
and said, “F'm really interested in your work,
if you ever do a project on the east coast,
I'd love to volunteer Basically, he finds a
house, rips up the suburban lawn, and
puts in an architectural vegetable garden.
So that sort of practice is a good segue
into the things that 'm interested in.

| came from a strict painting practice into
something that integrates painting with
design perspective, specifically through
tandscape architecture. Those sorts of
activities kesp me grounded within contem-
porary art.
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PROJECTS

LOCATION OF GALLERY 1205 W, 71st Place

] moved to Chicago to go to graduate
school and | was getting sick of New York. |
had been in New York, | was from New York
State, and | had lived there for my thirty
years. 1 always wanted to move to Ghicago.
For years | was like "l want to move o
Chicago,” and | finatly did it. ! found mysetf
grounded, making friends and part of a
community like | had been in New York.

| knew some people [here] but my relation-
ships were primarily based in New York.

WHAT 16 NURMAL PROJECTS ABDYT?
Things that | become immediately attracted
to have sither really blatant references to
landscape, or they encompass it in some
way. For instance: Hisham Bharoocha, he
went to RISD, he formed Biack Dice. One
project of his that 1 like he did with Black
Dice in collaboration with Peter Coffin.
Peter Coffin did a sound experiment where
he built a greenhouse in a gallery and
invited musicians to play; he recorded

# to document the interaction of the plants.
{The experiment] comes fromn a book,

The Secret Life of Plants. That sort of thing
was of interest to me, as was the way that
Hisham describes it. He's from Tokyo and
then moved to New York after school. He's
always had this urban system around him
so nature becames a really mystical experi-
ence.

Not to thematicize what Normal is about=—
but | concurrently understand myself to
moving away from a painting practice
getting into larger scope projects invo
city planning and things that are desig
as landscape architecture and landss
conservation. With that, what I'm int

in as a person and as an artist are
tioners like Hisham, (who've had an ar
practice), working with other individu
work and curating it.

| want to keep to ideas that | am int
in subtly, so that it does not overti
overwhelm the viewer or the artist"
The space is quiet and it's in my ap
and it's exactly that. it's something
like 1o look at and five with for a 8
amount of time. ¥

Contextually, I'm very much interest
landscape and | naturally gravitat
artists who share similar interests
constructed specific parametefs,
the gallery since itis a small sp
my apartment. | decided to on
works on paper or video art. {'ve
framewark of having no budget
hanging framed objects. | set th
the artists to be simple and 2l8
sive for artists to ship work. Wol
goes in the front room and vide
the back room. | want to engag
the work rather than the scen




Joe DeNardo & Aaron Handerson

ing practice and
projects invo!ving_:
hat are designate
» and landscape
what I'm intereste

ituation of keeping an apartment gallery or
£ having a space outside of my wark, the
rmat becomes the end result. The space
nrot be kept as a commercial space.
ere’s no guarantee of profiting or of

ing able to compensate artists for
sending crates of large waork. In the end,

; Fhink it's not compromising the integrity of
hat 1 am interested ~ e work or the space [to have these
financial constraints]. | think that giving
bndaries to the artist, saying that it has
& on paper, alludes to something a little
experimental or something that's just
ng. And certainly this place is just

ng!

Was an archivist at Anton Kern Gallery
NEw York. There were relationships

ed through that experience that

Nue to this day. | worked on some
Projects. It happened at a point when
something | knew that 1 liked and |
ted, but | was making a choice to

0 academia and | couldn't really
oth. I enjoy that structure in a way,
:_much as they [galferies] are revered
d, the white box amplifies the art
Nce; and it is just one type of art
Nce. it’s not about the presentation
ension, its really none of those

yve had an art
ther individuals!

somsthing that
ith for a short:

rameters for usi
small space withi

things. It's certainly just a choice for me.

HIBG DOES 1T AFFECT YOUR ART
FRACTICE?

The space is a good example of how
I'wanted to extend my relationships and
find & new community here [in Chicago].

! put Luke [Dowd} in touch with Tony
Wight. Luke fived in Chicago in the
early/mid-90's, above Phyllis' Music Bax. |
had separately asked Luke to be a part of
my apartment space, so we decided that
my show would open and close right
before his show at Tony's would open. So
it's a really nice epportunity to meld that
together and Luke will be in town to install
the show fat Tony Wight] and be hers for
the closing [at Normal], which is great.
That's the best way that | was able to
assemble that particular relationship.

When | was working for Anton | was also

particularly interested in moving to Chicago.

I remember coming out here a few years
ago. 1 was in a group show, and then spent
the weekend here and walked around and
locked at work. Seeing the contents of 110
N. Peoria was a sort of landmark in my edu-
cation of Chicago art, that's when 1 found
Rowley {Kennerkl's space and toid Michagl
Clifton about Rowley. Then | came back
and meved here, and was able to be like,
“Hil Now I'm here!' There was something
really nice about discovering new relation-

ships. That also applies to my experience
working with Fritz Haeg; it all unfolded
because | was like, “Hi, I like you and what
you're doing”" I've been able to communi-
cate my interest in things and then have
them come to fruition in some form or fash-
ion.

Interviewee: Emily Schroeder
Format: transcribed audio interview
Location of interview: 1905 W, 21st Place




i

//

/

.
_

_/‘//

i

e

=

i

\\5‘*
\

\

N
/

PR

i

\\\\\\Y

\\\

i

/

\.

\\

SECOND BEDROOM

N

2008=-PRES]

HOW DI RECOND BEBROCY BEGIN?
Chris: | was aware of ihe history of apart-
ment gaileries in Chicago and | had an
extra bedroom in my apartment. Irene sug-
gested that | use it as a space. | was also
in a class at school taught by Dan
Peterman that examined the levels of both
institutions and grass roots organizing.
That might have played a role. Also | think
that growing up skateboarding made me
kind of independent. It was a big part of my
adolescence that taught me that it wasn't
weird for someone to start something.

WHAT i9 SECOND BEDROOW ABOUT?
Irene: Second Bedroom offers space for
artists to do new work referencing the
surroundings, or to develop a project that
couldn’t atherwise ba realized. For example,
artist Michael Una incorporated sound
and video into the apartment referencing
surveitance. There is a police blue-ight
right outside of the building. it was a
project within his practice as & sound artist,
but he atered it for our space. Matthew
Paul Jinks was able to complete a project
that required the space itself. We provide
the space to let you work on your art. t think
that in that sense it might be different than
ofher spaces, which allow artists to show
work that is finished outside of the space
and has no direct connection to it. There
are a couple of options and you can always
use the space to do something that you
really want to do.
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FOUNDERS rene Perez, Chris Smith
BERSITE serondbedroomprojectblogspoteom

PROJECT SPACE AND
MEDICINE CABINET

CGUATHIN OF GALLERY. 3216 S, Morgan 5t 4R

WHAT HAVE YOU BEEH ABLE TD ACHIEVE?
Chris: There are a lot of different strategies
that artists pursue [when they exhibit here].
Right now Raphael Barontini has a crystal
formation projecting out of the window. It
marks the architecture of the drab same-as-
any-other building. | fike that. He tock full
advantage of the architecture to make an
impact.

Irene: The project might not have a concep-
tual kernel relating to the space as a social
center but instead he employs the space as
an artistic marker. There are different
responses. We never define too narrowly
what the response should be. We think that
the artist’s should come into the space
before they submit a proposal so that they
are familiar with it. We gear ourselves more
toward installation work. We showed Anna
Campbell for example, Her work is about
boxing and she created something specific
for the space. She covered the whole
space in mirrors like a boxing gym and
placed a punching bag in the middle of the
room accompanied by a boxing video.
That's how it's been working thus far. | think
that apartment galleries are not only about
the art. | think that in most cases the
people who run them are artists too, so the
whole experience is about taking charge of
art production and display. | now can have
a say in the exhibition process. We have
our ideas and we opened a space to share
them. 1 don't live in the apartment, it's

Chris's apartment. | don't get to dialogue
with the artists as much, but one of the

things | appreciate the most from running
an apartment gallery is that during install:
tion you can have a conversation with th

artist and talk about the work. You can [e
from their experiences. ¢

Chris: Yeah | love that. | can just sit in th
doorway while they are installing and ask
annoying questions. That's great for whel
t am. I'm still in school. o

frene: So far all of the shows have be
very different, but they have all used th
space interestingly both conceptually ah
formally.

Chris: | have a disclaimer about not d
anything in the space that will get me.
avicted. I'd like artists to push what th
can here, and I'm willing to take risks
long [the artists] are respectful of the
ing and as long as | still have a place
“home? | think that when my landord
to pick up my check he might have bt
little concerned about the cardboard
sticking out the window. He and | usy
have a brief talk, and last time we d
One of the neighbors came up onc
we had tha punching bags up. He
“Man I'm sorry to do this, but you'r

a lot of noise, what are you all up to?
said, “Oh we're installing a punchin
and he didn’t even flinch. He replie
can you just do any sawing or dr




side on the back porch?" That was that,
The neighbors have been really tolerant. A
lot of people will

mistake the front apartment for mine, and
the neighbors will send visitors through
their apartment into mine.

. get to dialogue
but one of the
ost from running
1at during installa-
-graation with the
work. You can learn
WHAT 15 MERICINE CABINET AROUT?
Chris: Medicine Cabinet originated out

of thinking similar to Second Bedroom.
I'had a space that | wasn't using. It was a

can just sit in the
nstalling and ask
t's great for wher

dirty Bridgeport apartment that | wouldn’t
even put my toothbrush in, It was available
for art. We could coordinate with Second

hows have been .
iave all used the
| conceptually an

be interested to see art inside of the
Medicine Cabinet in my bathroom. There
i8 a mirrored door that you have to open.
Ehink there is a romance to that, a diorama

er about not doin
nat will get me
o push what they:
g to take risks as:
spectful of the bu !
I have a place t0.G

ofect has bean good. A lot of artists have
quested to make something for the

artment galleries as private spaces.
rtment galleries have parts that are

N to the public that you have shows in.
Yau have a white cube setting with some,
-t with Medicine Cabinet you have a
Foom and the feeling that you are
eping around in someone's house.

There's the cliché that you look in some-
one's medicine cabinet to see what
diseases they have. | like that sort of asso-
ciation. You know the art opening in an
apartment gallery is a kind of social thing
but with Medicine Cabinet you get a kind
of quiet private viswing experience.
{laughs} You have time to give yourself a
breather, put yourself back together, and
check out the diorama,

frene: And sometimes when you want to
see the artwork you have to wait because
somecne is using the facilities, or you have
to knock on the door.

HOW BOES T AFFECT TOUR ART
PRACTIDE?
Irene: | think the space adds to your

practice, and it gives you an overview of the

possibilities for your practice. I've worked

for art galleries for the past six years so
Fknew the background. Running the space
opens doors for exchanges with other
artists without the pressures of the
commercial market. The gallery job always
comes down to 9-5, for the most part it's
an office job. There's an opening yes, but
it's quite different [at a commercial gallery],
It's much more formal and it prevents dia-
logue in & way. The apartment gallery is
more casual and relaxed.

Chris: | don't know if my practice has been
affected, that's a hard question. I'll have to
tell you when I'm done.

Interviewees: irene Perez, Chris Smith
Format: transcribed audio interview
Locatfon of interview: Morgan Street Cafe,

111 S. Morgan 5t.
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SPOKE: AT THE INTERSECTION.
OF IDEAS, DIALOGUE, AND CHANGE

LOCATION OF GALLERY 119 N, Peoria Bt Unit 30

FOUNDERS Monica Herrera, Rachel Moore, Meather Mullins, Rana Sjegel
WERSITE spokechicaga,biogspm.mm

2007~PRESI

Situated in Chicago's West Loop gallery
district, Spoke is a collaborative comprised
of artist studios and a project space.

We are interested in maintaining a spirit

of resourcefulness, spontaneity, experi-
mentation, access rather than exclusion,
and interaction. We are dedicated to
providing opportunities for creative
individuals and groups to praduce unigue
and innovative projects, events, perform-
ances, workshaps, exhibitions and creative
endeavors of all kinds.
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FOUNDERY. Liz Niglsen, Josh Kozuh

SWIMMING POOL
PROJECT SPACE

LOCATION OF GALLERY. 2B58 W. Montrose

WERSITE swimmingpoolprojzcispace.com

HOW DI SWLBING POOL PROJECT
SPACE BEG?

I work in Admissions at The School of the
Art Institute of Chicago, so F've been
reviewing portfolies for the past two years.
Editing down people’s work is a little like
curating a show. Not exactly, but you can
tell a parson what you think their work is
about and help them iocate it withio the
farger context of current contemparary art.

! used to have a studic space at The
Butcher Shop, so | know Tom Colley. They
were originally going to renovate their roof,
but they weren’t sure when, so | decided to
move out and look for another space. | have
a friend, Josh, who works for a realty
company and rents apartments. He came {o
me and told me about a storefront space.
He was helping me fix it up so it could be
used as my studio space, and while we
were working it felt so public [because it
was a storefront] and made me consider
opening up an apartment space. Having an
apartment gallery was something | had
been ralling around in my head in general,
and Josh said that he was interested in
doing it with me. That's how it started.

We ripped up the carpet and decided that
we wanted a painted glossy floor. | love
glossy looking garage floors, and I'm really
attracted to floors that appear to be wet
when they aren't. We didn't want to paint
the floor gray, so we painted it blue. i
began to laok like a pool, plus, we initially
had running water an the wall. So, we
named it Swimming Pool.

112

WHAT 15 SWIHMING POOL PROJECT
SPAGE ABDRUTY

It's really small, that's why it is a project
space. We did consider becoming a not-
for-prafit but | feel like we can sell things
for people, {maybe not for a while, but at a
certain point we could function in that way).
Right now our intention and ideas aren't
related to consumer objects,

The space is supposed to be fun and
inspire conversations about art. We consid-
ered our mission in refation to ideas of a
public pool. When you'se inside an environ-
ment—like a pool, or a park, ideas happen,
ideas that wouldn't necessarily happen
other places.

We exhibit emerging artists as well as
established artists, and we intend to pro-
vide an avenue for risk taking. It's supposed
1o be a risky envircnment. We have curators
wha could show art and writers who want
to curate. | really enjoy curating. | never
knew that | cared about it so much. lt's
become an art form of my own, and it
accupies more of my time than my studio
practice,

WHAT HAYE YOU BEEN ABLE 7O AUHIEYE?
Momentum is rofting and 1 actually want to
open up additional Swimming Pool
Project Spaces in other cities and create
more places for peaple to take risks. 1 think
of the blue floor as a type of brand. It
creates an entirely different atmosphere—
having a blue floor. We even rolled out a

blue carpet when we went to Miami for the
Bridge Art Fair. Thai's what we wanted 9.
do at the Hyde Park Art Center as we

If people get an experience in the space,
then that is art.

We want to build a community with diffe
ent types of people. Somebody had -
mentioned that when you have a person
that acts as a hub, they connect to a
number of other people, and in turn thos
people connect to a number of other ;
people. | was thinking about that in term
the Poal. If | can be a hub that connect;
other hubs, then the Swimming Poof «
expand like water. Sorry for all the referen
to water. We do it all the time at the Pool
“Come take a dip) or, “Step in]’ or wé ¢
each other and ask, “How's the water??
is a connection thing, and | feel that diff
ent hubs can bring in other crowds of pi

ple.

Thers is always something that happel
conjunction with a show that the audi
can get involved in. On New Year's E
the artist Young Sun Han did the 24-Ho
Embrace; he wanted to embrace 4 st
for 24 houts and planned it to end at
strike of the New Year. There was a ¢
bration of the endurance of the projec
Psople could view the perfermance.t
the window and we kept the Pool

26 hours. We also have interactive things
that happen—we had patrons make

for a show that dealt with eaming ba

in a queered way. So there is soms
ence participation and exchange of




to Miami for the
t we wanted to
senter as well..
: in the space,

HOW DOES 1T AFFECT YOUR ART PRAC-
THE?

I still make my own art—mostly photography
and installation. I've been focused an deep
space for a while~as in outer space.

anity with ditfer- For instance, | just re-photographed the Big

tbody had Bang in my closet! | don't know if my own
have a person art has changed, but | feel a change
ynnect to a

happening inside of myself. I'm thinking
about curatorial projects I'd like to do and
they feel more fike art projects.

nd in turn those .
ser of other

Fve been in Chicago almost ten years, so
fve beer to NFA Space, LAW OFFICE,
The Butcher Shop and 1/Quarterly.
lused to go to all of the shows, but | never
thought that I'd be running a space. At the
time | wasn't ready to critically define where
mething stood, or how | thought about
Spaces. 1 just thought about whether | liked
& show or not, not about whether the
Hety provided a relevant social or critical
alogue. I didr't really understand a lot
the references, or the surrounding dis-
urse. | just wasn't as aware. At that time
Was about getting to get to know people
i the art world in Chicago so that | coutd
a part of it because | was an artist too.
W I'm not thinking about that anymaore;
W I've got ideas that | want to share
ink on a levef it's coming into oneself as

mming Pool can
i all the referencé:
time at the Pool;
tep in]’ or we cal
v's the water?" It:
41 fesl that differ-

1 did the 24-H<'>_L_r ’
embrace a strang =
d it to end at the

ion of interview: Intelligentsia Coffee,
Randelph st
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Being an artist-cum-administrator is a pracess of constantly negotiat-
ing between art and its publics, engaging in the politics of mediation
and developing a sense of criticality where one implicatss eneself in
the cbject of one's critique. In her essay, “When Water is Gushing
In” curator Maria Lind writes that we have reached a crisis of media-
tion, where the demand for the spectacular has trumped attention to
artistic profects that fall outside the realm of traditional exhibition
strategies, projects that take risks and car result in failure, ones that
offer a chance to reconsider the politics of context and the need for
questioning the comprehensive phenomena of economic structure
and the working conditions of everyday institutional practice. She
asks, “What do we do with art where the process is as important

as the art? What new forms of mediation arise when art works are
radically heterogeneous, art work that willingly relates to its surround-
ings and shares many common interests with those who are not spe-
cialists?”

Arguably, new forms of mediaticn are continually needed to respond
1o the shifting parameters of art and therefore the terms of “crisis”
are contingent cn the present conditions for making creative work.
Alternative modes of organizing have always been around, but today
the heightened necessity of making-do may encourage their prolifera-
tion. The current economic recession is throwing a problem that has

- been ongoing for some time into relief, namely the considerable lack

of arts funding in the US. But it's about more than simply not having
enough money; artists, (and people in general, reaily), have never
had enough money to get their creative projects done. It's better to
say that the current infrastructures for supperting and cultivating
emerging forms of art practice are just not cutting it these days. The
popularized and polarized models of for-profit and non-profit are
both struggling. Competition for private and public funding is fierce,
orcing artists and organizations fo base their programming on avail-
able funding streams. In an environment where governmental support
or the arts is minimal at best, and private support is dictated by

he values and priorities of granting foundations, innovative and
potentially controversial work is compromised in ordar to fit within
?aiegories deemed “fundable’

S0 what is to be done? Today the way one gaes about acquiring

fecessary resources is just as creative an endeavor as how

hose resources are then utilized. it seems necessary to develop a

Yocabulary of approaches around this creative way of making-do, one
t takes into account the relationship between art, its organizing

structures, the conditions for participation, and how the underlying
politics of these systems affect its reception. What is needed is a
renewed approach, not necessarily to making art, but to navigating
the underlying infrastructures that exist to support it. To start with,
this means asking questions and challenging the traditional role

of the arts administrator to be more of an intermadiary figure attuned
to critical inquiry and decision-making that invelves mindfulress,
commitment to open exchange and artistic integrity, The crganizers
of artist-run spaces are the ones directly involved with reformulating
strategies that go beyond the traditional tasks of collecting, preserv-
ing, presenting and distributing to engage directly with practices that
shift in and arcund “art” proper and imagine new possibilities for a
revitalized cultural public sphere. One that, as cultural theorist Jim
McGuigan writes, “provides a vehicle for thoughts and feeling, for
imagination and disputatious agreement, which are not necessarily of
inherit merit but may be of some conseguence.”

On an organizational level, artist-run spaces provide the opportunity
1o shift the typical benchmarks for a successiul art organization from
measurable goals and sustainability to those more conducive to
experimentation and productive faifure. Artist-run spaces fit all kinds
of models. They are testing grounds and springboards to the
commercial art world, intimate gatherings in apartments and places
for reading groups and shared meals. They are little pockets of acti-
ty that serve particular audiences at particular times, filling gaps and
holes for all that the art-world fails to provide. Sometimes they are
meant to be temporary and other times they can grow to become
professionalized institutions that a later generation of artists define
themselves against. All of these options should exist; emerging and
career artists alfike need multigle networks and venues to make

an art-world that serves their needs. Yet allowing for all these possi-
bilities seems to beg for a greater degree of specificity, it's important
to look at the ways people are alrsady working and the challenges
they are facing on a pragmatic level in making it happen. What types
of economies are being participated in here in Chicago? What
types of exchanges are taking place® What kinds of cbstacles are
being encountered?

| am part of a group callad INCUBATE {The Institute for Community
Understanding Between Art and the Everyday), an experimental
research institute and artist residency program dedicated to explor-
ing and documenting new approaches to arts administration and arts
funding. While studying Art Administration at the School of the Art
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Institute of Chicago we became uneasy about the professionalizing
discipline of “administration” when it came to critical and experimen-
tal art practices. There seemed to be a disconnect between what we
were leaming about in school, namely the toals to maintain the idio-
syncratic art system as it exists, and the socially engaged and critical
art practices happening in Chicago which seemed in tension with
that world. So a few of us decided to build a platform where we
could openly question how the art-world actually works and what
possibie directions it could conceivably take. Together, we act as
curatars, researchers and co-producers of artist's projects, operate a
storefront space that houses 8 creative research residency program
and various other projects such as Sunday Soup (a monthiy meal
that generates funding for a creafive project grant). Our main focus
has been to address the lack of resources for artists operating out-
side the boundaries of institutional and market support and experi-
ment with possible solutions.

InCUBATE is a leaming tool to figure out how and why institutions
function the way they do, who the people involved are and what
inierests they serve. It is an access point, a way of finding a seat at
the table where resources areé allocated and visibility is provided.
We want to ieam by doing. How can we participate in artist-run
culture as it exists currently in Chicago without just analyzing and
historicizing its practices? What does collaboration between
administrators and artists look like when institutional authority is
called into question? We are not experts; our process is directly
dependent an a gradually accumulating group of people whao want
to be invalved in collectively pooling resourses, sharing histories on
what's already been dons, and imagining the conditions foran
athical and critical art world that wouid support its constituents.
It's built upon social relationships that have to develop over time.

Part of our learning process is building ioose-knit and as-needed
coalitions with cther alternative organizations. Our storefront space,
the Orentation Center, houses a diverse range of projects: meeting

and office space, our artist residency, a tibrary and several regular
community meals and lactures. We co-manage the space with two
other local cultural organizations: AREA Chicago, {a magazine and
events series about culture and politics in Chicago), and the
Chicago Underground Library, {an eclectic library of publications
and zines made by Chicagoans}, as well as other co-warkers who
contribute rent and program events. Evaryone that uses the space
on a regular basis contributes towards rent. InCUBATE is nota
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non-profit 501c3, because we didn’t want to organize ourselves th
way, financially or hierarchically. There is no magic reserve of mone
our personal and collective financial situation is precaricus and .
always being re-invented. Our economy is based on the fact that’
the organizations and people inveived contribute to each others’
activities and share both personal and professionat affinities. W
tave limited resources, but find that operating at a micro-scale a
being as honest as possibie about our capacity actually makes th
fundraising we do manageable and immediate. :

And then there are the commurities we collaborate with outside’a
space, groups with radically different means cf operating yet als
with key affinities and areas of overlap. Experimental cultural centg
like Mess Hall and Experimental Station inspired us to get
working and start thinking through the issues of surplus, generost
and community-buiiding. threewalls exemplifies how becoming &
nonprofit institution can be a thoughtful, slow-buitding process.
said-she said in Randall Szott and Pamela Fraser's fiving rooff
is a dialogic space for cultural practices from inside and outsid
contexts that parailels some of our own arguments about how
participate in the art-world, Backstory is a collectively-run café
infoshap that fuses racical politics with a functioning economic
model. These spaces cperate according to the needs of spe'cif
pecple and neighborhoods in the city. This specificity makes tht
what they do well and is what makes artist-run culture truly v
We don't feel the need to join forces by operating out of the &
space to amplify everyone's activities, but rather see ourselves
part of a functioning ecosystem; we are ane site among many.
which a sat of questions are debated and contextualized. Byt
partaking in each other's activities, beyond monetary investme!
healthy infrastructure evolves by virtue of our mutual support

But even with the tangible benefits to be found within a so0
network, everyone's still got money issues (as AREA'S lates
was aptly titled). With the global economy in turmoil, our oW
relaticnships to the political and economic realms far larget
complex than the art world are thrown into sharp relief. So We
ourselves concerned with kesping our own miniature econ_é)
tional, but also centemplating economies of scale. We are fag
the questions: How do we bridge scales? How do we oper:
tocally, within our own aetwork and simultaneously punctur!
bordars? When invited to participate in Artists Run Chicag
Hyde Park Art Center through 2 collaboration with Alogg
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Gallery, we wanted to respond to the artist-run community as it
was being farmulated by moving beyond our individual situation and

to see what we had in common with these other spaces also trying
te make-do.

Our answer was to launch the Artist Run Credit League (ARGL},
arotating credit association for artist-run spaces in Chicago. The
ARCL format is derived from that of the tanda, a monetary practice
formed by a core of participants who agree to make reguiar
cantributions to a fund, which is given to each cortributor in rotation.
It basically acts as a collective savings account and micro-credit line,
which is based on a mutual trust amongst the members and a
shared faith in the valus of keeping the community netwarked.
Members can swap out the months that they will receive their credit
based on their programming needs. They are alse required to throw
ene fundraiser per credit-cycle that will raise at lsast $200 dollars,
he collective sum of which gets distributed equally to all members

_ on a guarterly basis. Besides the participation of individuai members,
he league is also structured to accept tax-deductible contributions
rom outside donors wishing to support the entire community as a

hote. We hope that artist-run spaces, by baing mutually invested in

he fund itself, wil! have an interest in attending each other's fund-
aisers and building the community of participanis outwards. The
und will accrue value the more the community invests in its well-
eing, meaning that it will become a sustainable modef based on the
reug’s level of commitment to making it work. In essence, it is an
xperimental community bank in which artist-run spaces can have a
latfarm for sharing resources and discuss creative fundraising tools,

don't have any idea if this project is geing to work, but in arder for
ese new forms to have any real political currency, they need to be

1 developed through a group process, creating alliances between

rists and non-artists that are animated within particular contexts of
ower. The model is explicitly functional in the way it generates

oney, and implicitly critical as a way of generating dialogue about
£ie availability and distribution of resources for the arts, Though

:;flCUBATE is far from being an authority in creating credit assccia-

tians, there are plenty of fundraising specialists from disciplines
tside the art context who are willing to share their knowiedge and
Periences about how to combine taditional organizational models
th more experimental approaches for social justice and grassroots
;Uses. I would like to learn from them and hopefully they have
mething to lsarm from me. The language we are building can act

as a microcosm to address the distribution of resources within the
art-world and extend to the ways in which we are implicated and
accourtable within the sconomies of culture. ['s a means of learning
how to operate in the world as it exists, but also imagining radical
administration that can make it run,

Thanks to InCUBATE (Bryce Dwyer, Matthew Joynt, and Roman
Petruniak) for their input o this essay.

For Ben Schaafsma
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The following spaces opened or were prominent within the 10-year period covered by Artists Run Chicago, 1999-
20089, We have placed an astrix beside spaces who we were unable to reach for expanded summaries or details.

*MONIC PARAKEET 1995-2000
Location: 8100 5, Blackstone
Founder: Dan Petarman

*STOLEN BUICK STUDIO 1995-?
Location: 13038 W Chicago Ave,
Founders: Alexandrs Buxbaum,

Michael Buxbaum

Website: stolenbuickcom

Since the founding of Stolen Buick Studio in
Chicago's East Village in 1995, the spece has
evolved into The International Center for
Documentary Arts, Stolen Buick operates
today as a part ¢f the Center and exhibits an
international range of street photography.

BONA FIDE 1998-2000

tocation: 2138 W. Chicago Ave,
Foundars: Patrick Collier (Gallery
Dirgctor), Gillian Hearsi

Named the “Best New Art Gallery” by New
City in 1999, bona fide exhibited both crafts
and fine art in order to encourage a deeper
dialogue about art issues and to remove a
conceptual pretense.

*BEADTECH 1998-2007
Location: 3321 W. Fullerlon Ave.
Founder: Rob Ray

Website: deadtech.nst

DRIVETHRU $TUDIOS 1999-2004
Lacation: 626 W. 18th L

Founders: Eric 1 Meding,

Thomas R Waters
Websilgerdcmedine.com/drivethn_
studios/drivethru bimd

Dedicated: to bringing you the fastest, loudest,
and crunchiest of all the fine arts. Specialkzing:
in pairting and hard to find items such as video
installation and performance art. Your choice:
destroy the oid and bring in the new.

A wild and violent ride through the thorny busi-
ness of making art all day, every day.

History: The Drivethru Studios was founded
in October of 1999 by Eric Medine and Tom
Waters with the intent to provide an affordable
space to create and show work with no
restraints on media, content, or size. The Pilsen
neighborhood with its community of local
artists proved ideal. Exhibitions included
themes ranging from Heavy to Etectric, with
types of work as varied as performance art,
photography, installation, web animation and
painting.

Most recently the DriveThru Studios has
been involved with art exchange programs with
galleries such as the tessedra Gallery in
Sofia, Bulgaria, the Faites de la Lumiere
organization in Paris, France, and the Center
for Political Graphics in Los Angeles,
California.

The Drivethru Studios was a member of the
East Pilsen Gallery District, a collective of
alternative spaces in the East Pilsen neighbor-
hood of Chicago.

SIASPACIE 1999-2000 (Chicago),
2002-2007 {Los Angeles)

Location: 18581 W. Chicago Ave.
{1980-2000)

546 W, 23rd 81, Los Angeles, CA
{2002~2008)

5308 Washinglon Blvd, Culver Cily, CA
{2005~2007)

Foundear: Caryn Coleman

Website: sixspace.com

sixspace began as an alternative gallery space
in Chicago in 1999. During its one year in
operation the gallery provided solo exhibition
debuts in the city of artists such as Glen E.
Friedman and Shepard Fairey as weil as local

artist Kar! Erickson. The gallery re-opened i
Los Angeles in 2002 as a commercial spac
where it ran for five years until owner, Cary'#
Coleman, movad to Londan pursue a differe
involvement of the art world as curator and
writer. Though it evolved through the yeal
mission of sixspace was always to provide
diverse program, engage with its audienc
most importantly to champion and foster the
careers of emerging artists.

TRAUMASPACE 1999-2002
Location: 818 M. Damen FL 2
Founders: Duncan Robert Anderson,
Dianiel Bruttig, Willlam Driscoli .
A four-bedroom Ukrainian Village apart
converted into a Project Space for fellow
Artists in Chicago and elsewhers. The P
was eventually shut down by the city for’
ous capacity violations but enjoyed a su
ful run of exhibitions before the size of 1
operings began o interest the authorities

CAN GALLERY 2000-2001
Location: 1308 N, Milwaukes Ave,
Foundars: Laura Shaeffer, Andrew N
Websila: thelarch.org :
Can was an experimental axhibition spac
out of a large loft apartment. Our missi
to show emerging as well as establish
artists, with & focus on integrating art §
lfe. We encouraged artists to use the

a project incubator. Several exhibitions
with the scale of the space, creating p
that would not fit within a normal gafler
ting. Others used the space as a stal
installation/performance pieces, whil
appreached the space as a tradition
Home Gallery, a serios of shows W

in our home in Hyde Park, is a contil
what we started with Can. Starting !

we have tried to broaden our artistic

ty by creating an informat social spaf




1999~
etails.

to view art as an integral part of everyday life.
Home and gallery become one as art and life
blend.

y re-opened in
nmercial spac
| owner, Caryn
wrsue a different
s curator and

*SEVEN THREE SPLIT 2000-2004
Location: 971 W, 1Bih

Foundan Tim Fleming,

Website: seventhressplilorg

*MN GALLERY+STUDIO 2000-2008
Localion: 3524 5. Haisted
Founders: Jim Moinar, Kuna Na

2002

FL 2 Wabsite: mngallerynet

} Anderson,

iseoll - BUDDY 2002-2005

iltage apartment. Location: 1542 N, Milwaukes Ave.

Founders: Jeff Creath, Ed Marszewsk|,
Daniel Pope, Eric Ringhkloom, Caton Yolk,
Enos Willlams

What happens when a few activists, sandwich
makers, artists, furniture movers, new media
makers, a carpenter, balloon animal artists and
experimental musicians open a live-in gallery
and share their home with a number of under-
ground communities? Buddy.

ace for fellow -
where, The Proje

ukee Ave, #2F

er, Andrew NoT It may seem naive to have believed that by

ening a new cultural and social space in the
nter of Wicker Park we could stem the tide
maonoculture and rejuvenate an area in the
ath throes of gentrification and its attendant
mmercial forces. But we tried. We became
successful in activating and providing an
ernative to Culture-As-Usual that we occa-
onally alienated ourselves from our own audi-
ce and really pissed off our landiord.

hen our three-year lease was up, it didn't get
newed. We hoped the fusion of art and
tivism would transform pecple—~socially and
tellectualiy—through installations, performanc-
% happenings and events. This included many
s of gatherings: collaborative anti-globaliza-

tion protest activities, symposia on art and poli-
tics, exhibitions, lectures and workshaps, film
screenings, experimental and improvisationat
live music, D.LY. fashion shows, festivals like
Select Media and the annual spring Version
cenvergence, pirate radio, stencil and street art
demonstrations, dance parties, fundraisers, and
the kind of informal and accidental encounters
or happenings that can only arise at 3am,
including make-cut sessions. In the course of
these three years, Buddy has hosted over 250
events and happenings.

DESTROYER. INC. 2002-2005
{Chicago),

2005~ (Los Angeles)

Localion: roaming

Foundar: Barah Conaway

Destroyer, Inc. is an independent curatorial
project. Never a physical gailery space,
Destroyer, Inc. began as a way to infiltrate the
Stray Show art fair in Chicago in 2002. It's
booth [Maiden Voyage] at the Stray Show
axhibited the work of Christian Andersson,
Emily Vey Duke and Cooper Battersby, Deva
Graf, Carol Jackson, Melissa Oresky, John
Parot, Steve Reinke, Steriing Ruby, Melanie
Schiff, and Christine Tarkowski. Destroyer,
Inc. doss not seek to undermine the status
quo by direct attack. It uses mimicry, assimila-
tion, and adaptation. Destroyer, Inc. enjoys
reading theory, but it prefers to show work with
a certain vitality. In 2005, it relocated to Los
Angeles, where it participated in ArtLA 2006
[Ground] and ArtLA 2007 [Totemism). Artists
shown in Los Angseles include: Sarah
Cenaway, Aarcn Curry, Erik Frydenborg,
Patrick Jackson, Ashley Macomber, Dianna
Moizan, John Parot, Amanda Ross-Ho, Sterling
Ruby, Kirsten Stoltmann, Kristen VanDeventer,
and Lisa Williamson.

GARDENFRESH 2002-[on hiatus]

Location: 833 M. Fairfield, 3029 N. Lincoln,
840 W Washington, 119 N. Peoria, Chicago
Founders: Andrew Rigsby (2002}, Tom
Burtonwood, Holly Holmes, Jsremizh
Ketner {2003), Alain Douglas Park,
Michas! § Holer {2005), Vaughnda
lohnson {2008}

Website: gardenfresh.org

Burtonwood & Holmes, Bradley Builock,
Ginger Wolfe, Chris Kerr, Ben Foch, Dana
Sperry, Brian Taylor, Scott Wolniak, Brandon
Alvendia, Alain Douglas Park, Lincoin Schatz,
Bannie Fortune, Jenny Waiters, Duke and
Battersy, Mican Morgan, Justin Goh, Chris
Kerr, Marc Le Blang, Shannon Wright, Greg
Shirilla, Richard Gess, Jenifer Ramsey. Todd
Mattei, Magaly Ponce, Terence Hannum, David
Constable, Graham McDougal, Heather
Mekkelson, Krista Peel, Christine Canepa,
David Lohman, Tucker Nichols, Aarcn
Zimmerman, Ruth Pringle, Ben Woodesor,
Nathaniat Rackows, Andrew Rigsby, Michael J.
Hofer, Melissa Ebbe, Lisa Kuppinger, Justin
Schmitz, Chika lto, Rory MacArthur, Thom
Lessner, Cammi Climace, Kathryn Martin,
Primitivo Suarez, Ryan Bubnis, Nick Deakin,
Rik Catlow, Colin Johnaon, Jeremiah Ketner,
Jeffery Laneright, Gabe Lanza, Jason Limon,
Parskid, Gaea Todd, Nick Deakin, Julie West,
PST, Tray Hagenbart, Mike Nordstrom, Elisa
Harkins, Aaron Nather, Michael Pajon, Tiffany
Halmes, Matthew Nelsen, Trish Grantham,
Brian Sorg, Brandon Sorg, Elisa Harkins,
Vaughnda Johnson, Mike Lash, Helly Holmes.

JESUS CHRYSLER GALLERY
2002-2003

Location: 722 W, 18th #2

Founders: Jason Lazarus, Nathan
Anderson

lesus Chrysler Gallery ran a single season,
mounting three solo exhibitions: Cat Chow,
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Duncan Arderson and Michael Merck in an
1,800 sq # space. In shor, their mission was
to mount dynamic solo exhisitions for emerging
artists ready for the unique apportunity of
mounting large exhibitions focused on their
artistic voice only.

MULE 2002-2007

(Re-emerged as SLAB 2007-)

Location: roaming

Faundars: Wendy Mason, Nancy Zasiudi!
Wehsite: slabprolects.com

Mule was ar exhibition project initiated by
then Chicago-based artists Wendy Mason and
Nancy Zastudil. In 2002 while enrolled in the
Committee on Visual Arts (COVA) MFA pro-
gram: at the University of Chicago, Mason and
Zastudil recognized the need for COVA exhibi-
tion opportunities and engagement with the
greater-Chicago arts and academic communi-
ties. They organized themselves as Mule and
received a University grant in order to partici-
pate in the 2003 Stray Show. Independent of
the University, Mule participated in three-
walls's first program fundraising event in July
2003, and again in the 2004 Stray Show.

[ 2007 Mason and Zastudil re-imagined the
concept of Mule and re-emerged as Slab, an
exhibition methad that operates on a project-
by-project basis to collaboratively facilitate
artist's projects and events. Gurrently, Wendy
Mason lives and works as an artist in Los
Angeles, CA, and Nancy Zastudil lives and
works as a curator in Houston, TX.

THE SPARER0OOY 2002-2008

Locatinn: 2418 W, Naorth Ave,,

4100 W. Grand Ave,

Website: sparercomohicago.og

The Sparercom is a time-arts cooperative. Qur
members make artwork that crosses disci-
plines and takes risks. We support our member
artists by providing rehearsal, curatorial, pro-
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motional and exhibition opportunities. Unike
traditional galleries and theaters, our coopera-
tive gives a community of artists the space to
create and exhibit interdisciplinary work on
their own ierms.

Alumni Members: Stephanie Acosta, Poul
Bachmeier, Antonia Baehr, Katherine Behar,
Tawni Bell, Jaclyn Biskup, David Boykin, Angela
Carini, Robin Cline, Ania Greiner, Jennifer
Dowlin-Kelly, Becky Fiowers, Todd Frugia,
GinaMarie Gabriel, Corey Gearhart, Carol
Genetti, Rache! Thorne Germond, GirlCharlie,
Eleanor Hancock, Becca Hopson, Kelly
Jacksan, Abra Johnson, Chris Jones, Doug
Jones, Connor Kalista, Jennifer Karmin, Nicole
LeGette, Debra Levasseur-Lottman, Malin
Lindelow, David Londen, Tyler B. Myers, Thea
Miklowski, Marysue Milter, Maggie Moffett ,
Kevin Newhal!, JT Newman, Erin Carlisle
Norton, Jennifer Onopa, Justin Palmer, Liana
Percoco , Jane Ping , Joseph Ravens, Shawn
Reddy, Jaye Rhes, Mary Elien Rieck, Jessie
Rochon, Kairol Rosenthal, Sara Schnadt, Alicia
Scott, Andrea Siering, Elizabeth Smultens,
Rebecca Snock, Karen Sorenson , Carol Arne
Stavenson, Ben Stuber, Charissa Tolentine,
Sara Thompson, Catherine Tryzbinski, Anuj
Vaidya, Jennifer Verson, William Wheeler,
Shyloh Wideman, Liz Winfield, Sarah Winkler,
Chi Jang Yin, Rebecca Zellar

*THE GUEST ROOM PROJECT
2003-2005

Location of Gallery: 2714 N, Lawndale Ave.
Foundars: Deboran Bain, Rob Bain, David
Corhell, Melia Donovan

ALTERSPACE 2005-2005

Location: 2430 M. Washtenaw #3
founders: Carter Lashiey, Clint Bargers,
Cayatano Ferrey

Website: cayeiancierrercom/alterspace
Alterspace came out of an urge to experiment

with our domestic space as a site of the ¢
ation and exhibition of creative practices. §
knew ncthing about running a gallery and
relationship to Chicago's history and cultu
alternative art spaces was limited to onlya
handful of experiences, so there was no c
path to follow. We were motivated initially
the urge to facilitate a space that could be
outlet for the creative energy and ideas of
people around us and we curated show
pushed artists to engage with the space 8
specifically. The format of our shows was:
pair up artists two at a time {one for ea
room) wha's aesthetics and practices d
yet when paired together could explore
elaborate certain themes and ideas. The
were only four shows that we curated ir
main space, and one more kind, offsite
also did some scresnings and music s

BUSKER 2005-2006

bocation: 1084 N. Hermitage, -
2159 W 2ist PL o
Founders:; Nicholas O'Brign, -
Tamas Kemenczy :
Weahsite: buskerchicago.com
BUSKER was an on-going project 8
started by Tamas Kemenczy and Nic!
(FSrien that was first located in E
2005 and then relocated to Pilsen
befors discontinuing evants later thal
During its operation, BUSKER cu
ized and initiated several projects
video, new media and performanc
works. The project revolved arourt
bringing these projects into a sp
multiple time-art disciplines coul
taneously within the span of or

A primary objective for BUSKE

ate a node in the media art netwdl
and emerging artists, and to G '
spaces/initiativesfideas through

an extended community throu

ent coliaboration. :




site of the cre-
practices. We
gallery and ou
ry and culture of
edtoonlya .

*I2NNEURBAN 2007-2009
Location: 3201 8. Halsted 5t

Founders: Lauren Pachace, Monlka foa,
Padro Sote

Websita:

e was no clea
ated initially by
nat could be a
ind ideas of th
ited shows thal
the space sita
shows was to
ne for sach
-actices differs
d explore and’
ideas. There
curated in the
d, offsite. We'
| music stuff.

Jandandurban.carbonmadecom/about/

“BROWN TRIANGLE 2007-2008
Location: 2214 W, 215t 3¢
Founders: Vanessa Smith, Camaron
Crawford

NECKELEW & BENSLEY 2007-2008
Location: 1753 W. Chicage Ave. APT B
Founders: Joel Dean

Wehsite: josl-deancam/galiery/

THE FINCH GALLERY 2007-2009
Location: 2648 W. Fullerton {ahove the
Fireside Bowl}, 2747 WL Armitage
Founders: Nicholas Freeman, Casey

e Murtaugh
n Website: finchgallerv.com

' Named after one of the most common
- species of birds, .The Finch symbolizes a
roject space simple collabora_thn of artists and belies our
ind Nicholas humble and socialist response to the com-

merciaf art world. Operating in Chicago's
west side as an independent nonprofit
organization, our focus is to give artists the
opportunity to exhibit outside the usual con-
Straints of a market-driven gaflery. Of equal
importance is communication within the
Community and to help bridge the gap
:_between contemporary art practice and the
Public.. Following the financial shenanigans in
Spring 2009, The Finch has temporarily
Moved to New York and has teamed up with
other nonprofit project named, No
Longer Empty, in appropriating some of the
Merous vacant storefronts in the city and
fevitalizing them into exhibition spaces. The
Overall concept is to continue to leam, travel,

ietwork for ¥
connact t0.

and help expand the possibilities of artists
and therr interaction with the warld around
without having to engage in the restrictive
practice of the commadity-driven art trade.

"LASSO GALLERY 2007-2008
Location: 1318 W Lake
Founders: Carrie Ruckel Karin Patzice

*MUTHERLAND 2007-2008
Location: 1128 W 3ist St
Founder: Vicki Fowler

Websie:
motherandpresents.biogsootoom

SATIN SATAN 2007-2008
Location: 1918 N. Wood
Founder: Brad Troemal

LA ESPACIA 2008-2009

Localion: 1437 W. 17¢h St

Founder: Young Joon Kwak

Website: youngjooncom/la_espacia

I started my own apartment (window) gallery
for the same reascn many other artists do—
because we can. By thig, | mean we can
grant ourselves the power of being our cwn
gallerists and wield our creative potential to
find an audience through alternative means
of artistic display. | started la espacia after
some gangbangers that lived on my block
broke into my apartment through the street-
level windows. Thereafter, | realized the great
agency that lie in the windows—as a mode of
communicating with the local community—i'd
hang artworks on a moveable wall that 'd
push against the street-facing windows and
frent light nightly. Having been kicked out
after a year by my landlord, the first physical
incarnation of 1a espacia is now defunct,




Mary Jane Jacob

Alterrative then, artist run now: the naming of this enterprise has
been telling. Alternative spaces were central to the 70's and 80's—
allowing for new genre 1o germinate (performance, artists book,
film, video...} and have a place when they didn't fit into museums
and commercial galteries. They were the domain of the untested,
the unwanted, the indefinable. There was an impenetrability about
the mainstream then and alternative spaces arose in large part for
that reason. New art could only enter the system if validated by
critics and coilectors. There were no project, matrix, or 12 x 12
shows,' If a work was made for 2 museum exhibition (and rarely
was it commissioned for a permanent collection), it was highly
circumspect, feared not a genuine product of the artist's personal
creative genius. A new system had to come into being. Alternative
spaces provided that system, allowing artists to carry out ideas
that didn't fit elsewhere.

Moreover, to live and work as an artist outside New York was to
occupy the frontier. Further, what lay beyond our national borders
was pretty much absent, derided as conservative, retarditaire, or
even non-existent in contemporary terms. To be Latine, female,
Black...all such frames of reference stood outside the accepted
identity of the artist, too. Alternative spaces played a role in bring-
ing that work to light and ultimately redefined our expectations of
what it meant to be an artist. At a time of poliical dissent and ris-
ing issues of feminism, multiculturalism and gay rights, alternative
art spaces were a forum for social activism. Taking matters into
their own hands, artists gave credence to art considered outside
the mainstream by virtue of who made it, what it was made of, and
what it was about. Marcia Tucker founded the New Museum just
on that principle—to be an alternative museum that would address
art outside the mainstream.? Much of the changs that ensued was
due to the work cultivated and exposed in alternative spaces and
the parallel work of museum professionals who reshaped estab-
lished ones. Alternative spaces didn't benefit from, (or get inhibited
by}, professional practice, “how-to” courses.” Rather they had pas-
sion and, most importantly, a clear sense of mission as to why
what they were doing was important and needed now.*

| entered the field in the late 70's in the midst of all this, so the
agenda of "outside the mainstream” seemed natural. When |
arrived in Chicago in 1280 it was the heyday of tha now-mythic
alternative spaces, Randolph Street Gallery [illustration] and

N.A.M.E. Gallery, along with ARC, Artemisia and others—this
city's responses to exclusions (of young artists, women artists...}
and expansions {of media and forms of art). Adopting the mantle
to expand the parameters of the institution led to a new set of
curatorial values. These became honed and manifested in the
museum exhibitions | did, first in Detroit, then Chicago and Los
Angeles. It was newly significant to show the work of artists con-
sidered “local” because they lived in the museum’s vicinity and
deserved greater recognition; women artists on par with their male
counterparts; artists whose use of materials was associated with
crafts, {especially fiber}), yet demonstrated valid contributions to the °
contemporary art waorld; as well as artists from Eastern and
Western Europe, showing them for the first time in the U.5,, and
fater artists from Asia and elsewhere who had been marginalized .
because of geography. What evolved in that curatorial process,
too, was a way of curating with artists, initiating new projects,
most often temporary ones, such that the investment between
artist and curator might have longer-lasting outcomes.

By 1990 this way of working took me out of the museum world. |
The reasons had a lot to do with the emergent nature of artists’
projects that required a larger or different kind of space than that,
of most museums, a social context that could only be found by
being in the world where artmaking processes could be more open
and fluid than the museum could practically sustain. My move was
also motivated, not unlike that of those who started alternative
spaces, by the fact that museums, {or so it seemed to me), were
ultimately governed by collectors and therefore behelden to the
market. The ephemeral or speculative art made by the artists wit
whom | worked often eluded conventional expectations. The alter
native | found was to be an independent curator seeking to realiz
works that did not answer to the given space of a gallery, or agen
das of the instituticn, or the interests of the board. Yet at the sam
time, and with some desire to provoke a critique, | wondered how
such works could expand the space of the gallery, widen the aud
ence for art, cause institutional self-examination and expand its .
realm of stakeholders, All the while | desired to enable and
advance the practice of the artists engaged. :

Independent curating, for me, meant making the dialogue with the
artist the priority. Together we took up what were, to us, pressing
questions of the day—about culture, artmaking and audience.” T




inquiry was a part of the artmaking process and that process had

:-ISIZI_S__) to be open-ended. The form it would take needed to remain unre-
mantle solved for much of the time in order to engage these complex
s of questions. The form also needed to remain open in order to con-
| the sider the ideas of others and allow them to enter inte the process.
4los So my focus became making an alternative, open space for artists
sts con- and audiences, in order to keep the form of the exhibition flexible
y and and responsive.® This involved cultivating a practice of deep listen-
heir male ing: to intuition and what the process told us, to each other within
‘ed with the curatorial diafogue, and to other members of the audience out-
ons to the side of the curatorial dialogue. In museums, employaes have to lis-
d ten to voices of authority and address assessment standards
S., and (based on finances, membership, events, audience demographics
jinalized and assumptions...the list goes on). Warking outsids the museum
-acess, in public and out-of-the-mainstream places, the artists and | felt
jects, both obliged and privileged to listen to the ideas of constituencies
ween remote from art and museum worlds. Here we found our inspira-
tion and greatest revelations; these audiences, at times partici-
pants, pravided insight, offering new meaning for and value of art
n world. in life. They validated more than any critic, what art and artist can
" artists' do.
than that ] ) ) ]
und by 1 appreciate the generative role that artist-run efforts play in keep-
, more open | ing things open, pushing dialogues about art and culture, enabling
y move was art to happen and be seen, and grounding a community of makers
rnative and thinkers invested in what art can do. A panel a couple years
ne), were - ago was devoted to the question: “What's the alternative to ‘alter-
.0 1o the native'?” What do you call it when a group of artists come together
artists with to form their own entity, motivated by concerns and needs irre-
. The alter- spective of established institutions and museums, that is, when
\g 1o realize their policies are not the driving force?” This session was inspired
ary, O agen- by the growing phenomena in Chicago that this book chronicles; it
at the same: queried the range of activities that were giving rise to many new
sdered how _artists’ spaces, experimental venues, project platforms, not-for-prof-
len the audi it organizations, artists residency programs, artist-and-neighbor-
«pand its hood centers, or independent spaces. As an independent curator, |
s and connected to that last word: “independent | believe that artist-run
fforts play a vital role in Chicago because they are independent.
gue with the So what's the territory of artist-run culture? s it centered on the
1S, pressing allery function of temporary exhibitions, or does it reside some-

dience.® This where eise? And is there more—music, poelry, publications, web,

film~because cultural scenes have always been more that just the
visual arts.? Is it defined by a certain geography even now, when
we feel the global effect in everything?* Such a place-based read
of culture has been based in long-standing regional bias foward art
outside only a few urban centers.” Now it's widely acknowledged
that artists can “make it" living anywhere and they do live anywhere
in the world. Yet at the same time, it is important to be part of a
place and have an identity or sense of rooted-ness; to contribute
1o a piace, with all that place connotes about economic and cultur-
al development or giving back; and to act locally but think globaily,
as the saying goes, because that's the way we operate in the
world and in the art world today. Identitifying your practice with a
place is also about being present in that place and what that
sense of presence can contribute to your own creative develop-
ment. And it is about the power of being with others while devel-
oping your own art.”



While artists from the beginning banded together to make things
happen, it was often in the service of solo studio work to show
their work. An exciting development from earlier iterations of a
more cocperative nature is Chicago's artist-run collaborative mode
of working. Here artists have absorbed and furthered trends of
“making as a collective force," sometimes authored jointly, under a
group name, or anonymously; sometimes with the artistic intent to
make a more relational kind of art. Yet the value of the enterprise
through these decades remains the same: to share an environment
that is electric, where things can happen and more ideas get gen-
erated.

One thing that sesms positive about the artist-run spaces today is
a strategy of self-organization without overbearing organization.
You don't need to become a legal entity and, with this move, artists
have found more affordable, maybe even more sustainable, ways
than the earlier 501¢3 grant-dependent route. You can put on a
program without defining “the box!" or legal framework for an aes-
thetic mission. You need not ensure the space, or box, will be there
forever. With such an ambiguous status, you avoid adopting a
problematic prescription for how the box needs to be filled.
Administrative organization responds to projects rather than the
other way around. You can offer events, projects and exhibitions
now-and fast. This is independence. As Justin Berry remarked,
“Chicago really has a dense fisld of these spaces. What we do is
part of a much fonger history. There are so many of these spaces
in Chicago and ! felt almost obliged to open a space when |
moved here. | felt like, ‘Well, you know, I'm in Ghicago; I'm in art
school. 1 guess I'll open a space; you know?"" Shannon Stratton
put this in terms of moving beyand the commercial art scene:
*Chicago has a similar sort of makeup to other places in the world
that feel they're kind of further away from the economic base. And
s0 the response to that is to kind of try and do things on your own
and support your own community so that you can bring some
attention to your colleagues and what's going en in the city.
Because there isn't a big commercial galtery scene or collector
base, Chicagoe is put in this position to show itself and its artists
off and everyone kind of takes that on differently from generation to
generation” And, "Once you'te outside of school,’ as Scott Reeder
pointed out, “there’s not much space for experimentation. So it's
empowering for artists to take those matters into their own hands
and show work instead of waiting around to be selected as the
lucky few that can get gallery shows” Keep it creative. Keep it
close. Keep it flexible and open. Keep it independent.

Today's self-organization also evidences a couple decades’ of
interpenetration of artistic and curatorial strategies, as artists and
curators traded places and influenced each other’s work, creating
a rich discourse on ihe exhibition genre. From the start, self-organ-
izing has also been a way of offering artists tandem or other career
options. As entrepreneurs, they also become phitanthropists, such

as Philip von Zweck, whase living room was his site for exhibitions.
He said quite diractly, “There's no budget. There's an email list.
There're no postcards. There's a website because | have free web -
hosting. | spend about thirty dollars a show on beer and if any-
thing sells, then the artists pay me back for the beer and i nothing
sells, they don't. There's also a lecture series that happens and '
again, they're all friends, and they're all lectures that I'm sort of
interested in engaging with. If | had an abundance of money, I'd
just have a better apartment”” So the results might be public proj- -
ects, engaging with the city or using pick-up spaces, but it can '
also be a private space made semi-public, or closed forum, as
being with the public might be an aim, or not.

What remains essential across all these modes is that the enter-
prise is generative. This is critical for cultivating and centering
one's practice (though not necessarily establishing it in conven-.
tional terms or finding a collector base). It is a way of finding really
interesting ways to work and people to work with, to engage in
ways that can move your practice forward. At the panel, Shannon -
Stratton said, “We kind of generate a lot of young art-makers con-
stantly, every year, that want to have opportunities to show their,
work, to have a dialogue about it and interact with other people in
the community in other stages of their respective careers” This -
possibility for dialogue—both talking through as you are working
through a project and critical discourse—is essential to the practice
of art. Dominic Molen noted that even one of the artist-run entities:
in Chicago is itself dedicated to making a critical space for dia- -
logue: “Bad at Sports has brought something lacking in _
Chicago—an alternative space for a certain kind of critical dialogu
where you actually do have people taking positions and expressin
opinions about shows, about things that have [already] happened
here and elsewhere or [things that] havn't happened, with the,
same kind of looseness and freedom as artist-run gallertes!”

it is the making and tatking and being there for an artists’ commu:
nity that attracted me, ironically, back into the institution and led
me 1o return to the gallery. |t quite likely would have anly hap-
pened at an art school and, dare | say, in Chicage. The Scheol of
the Art Institute is permeable: its students and faculty and alumni
and their friends populate the city's art community. It's probably,
helpful that the edges of the school itself are fuzzy and not so d
tinguishable from the city. SAIC blurs inside and outside and -
maybe this makes the transition to being an artist out of s¢ho
easier to imagine. The exhibition program we do these days see
to makes connections to the city and with those invested in m

art and culture.” Whether or not our program is viewed as an al
native, {say, to its sister institution the museum of the Art Institul
of Chicago), is no longer the point/my point. But it does share
tain essential qualities with artist-run and other such spaces in¥
ed in contemporary artmaking—to be artist centered and to w
with a sense of improvisation fueled by the necessity to try.
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A few series of small ane-person exhibitions allowed an established museum
to break aew ground. The Museum of Modern Ar in New York began the
Projects series in 1971 which not only allowed artists new opportunities, but
also curators of alf ranks and departments to participate in proposing shows—
a groundbreaking maove on both fronts for this institution, Matrix at the
Wadsworth Athenaeum in Hartford began in 1975, followed by a series of the
same name at the University Art Museum {now Berkeley Art Museum) in
1978. Of a related format, Chicago's Museum of Contemparary Art 12 x 12
series of one person and small groups projects began in 2001.

As a grad-school intern at the Detroit Institute of Arts, | accompanied Marcia
Tucker to the auditorium for a symposium I'd help organize, She whispered to
me as we walked, “Fm aiways so nervous to get up and speak, and Fm
scared ta death starting a museumn?

. This was stili a period when the business-fication of museums was hotly

debated: should a museum director be a connoisseur and scholarly art
histarian or a businessman? For Tucker, it was necessary to jump the gender
barrier, toa.

it is interesting the sense of mission held by Marcia Tucker, as well as those
organizing alternative epaces, in contrast to the museum mission statement of
today, crafted through corporate-iike strategic planning.

This curatorial direction was launched by such group exhibiticns on site as
Places with a Past (1990-91) for the Spoleto Festival USA, Culture in
Action for Sculpture Chicago (1991-94}, and Conversations at the Castle
for the Arts Festival of Atlanta {1994-96),

See my essay *In the Space of Art” in Buddha Mind in Contemporary Art
(Berkeley: University of California Press, 2004), co-edited with Jacquelynn
Baas,

*Alternative to ‘Alternative’™ took place in November 2007 at the School of the
Art Institute of Chicage's Betty Rymer Gallery and was organized by then
MFA-candidate Justin Berry, a founder of the Alogon Gallery in Chicago, with
SAIC’s Department of Exhibitions. Panefists included Patricia Courson,
Michele Grabner, Dominic Mofan, Scott Reeder, Shannon Stratton, and Philip
von Zweck.

- Pundertook such a project in a show and book that surveyed the ar scene

primarily emerging out of Wayne State University, considering its intersection
with art and poetry, and the catalytic role of the nearby museum, The Detroit
Institite of Arts, which at that time brought avant-garde work to view through
under then-curator Samuel J. Wagstaff. See Kick Out the Jams: Detroit’s
Cass Carridor 1967-1977 (Detroit: The Detroit Institute of Arts, 1980).

. Of these periodic views at activity in a location through sxhibition and

pubfication, exemplary is: The Downfown Book, ed. Marvin 1. Taylor, foreword
by Lynn Gumpert {Princeton: Princeton University Press in asscaiation with
the Grey Art Gallery and the Fales Library and Special Colisctions, New York
University, 2608). This book surveyed the downtows New York scene form
1974-84 and accompanied an exhibition of the same name at the Grey
largely drawn form the Fales collection.

- Qutside of New York and LA, the rest of the United States was seen as a

provincial, scattered map of artistic ouiposts. Americarn artists from the
eighteenth to early twentieth century were told to look to Eurcpe to be
educated and travel, to seak their subject matter and style. A whole scene
and infrastructure—of arists, historians, critics, schools, galleries and
museums—had 1o grow up in the United States to dissuade this pre-
canception that fingered urtil after World War IE Once a few major American
cities sarned that critical attention, the rest of the country—indeed the rest of

the world—suddenly needed ta be reincorporated.,
1

jury

«Many have noted and romanticized Soho in the 70's and the forays into
spaces and communal piaces by such iconic figures as Gordon Matta-Clark,
Critic Katy Siegel cites a longing for community among artists today as she
considers the nature of studios as fivefwork spaces. See Katy Siege,
“Live/Work," in The Studio Reader: On the Space of Ariists {Chicago: The
University of Chicago and School of the Art Institute of Chicago, 2010},

12. This and subsequent quotes from the panel “Alternative to Alternative!™
Schoot

of the Art Institute of Chicago’s Rymer Gallery, November 2007,

13. Here I would like to cite two institutional collaborative efforts in 2009-10;
Living Moderm Chicago, a collaboration of The School of the Art Institute of
Chicago and the Mies van der Rohe Society at the lllinois Institute of
Technology in partnership with other cultural institutions; and Studio Chicago
a yearlong collaborative project that focuses on the artist's studio
with core partners include: Chicago Department of Cultural Affairs, Columbia
College Chicage, Gallery 400, Hyde Park Art Center, Museumn of
Contemporary Art, School of the Art Institute of Chicago, and threewalls.
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BARBARAEBARBARA 2008~
Location: 1021 N. Weslern Ave,
Founders: Slarrs Berquist, Kara Wabbel
Websita:
barbaraandbarbaraioveyou.com
barbara&barbara is an alternative gallery
space featuring work by local and regional
emerging artists. We are here to create an
atmosphere where diverse artists come
together, network, gain and contribute inspi-
ration with other artists, musicians, and art
lovers alike, barbara&barbara is a zero
commission space, running entirely off dona-
tion.

*GOLDEN 2008~

Location: B16 W. Mewporl
Founders: Jacob Meehan (Director),
Lisa Baldini {Assistant Director)”
Website: golden-gallery.org

*KNOCIK KNOCK GALLERY 2008-
Location: 3658 S, Walcott #2F
Founder Marley Young

Websie: knockknockgallervcom

NEW YORK CITY 2008-

Location: 55 W, Chestnul BL APT #3205
MEW YORK CITY GOLD COAST)
Location: 1807 S, Peoria BL APT 1R,
(NEW YORK CITY PILSEN)

Founders: Jared Baders, Kevin
Gallagher

Wabsite: newyorkcilygaliery.net
Re-Presentation, October 25-November 21,
2008, NEW YORK CITY PILSEN: FULL
QUALITY BEIGE WITHOUT PINK RED,
BUT BLUE GRAY Xavier Jimenez,
November 15—-December 12, 2008,

NEW YORK CITY GOLD COAST; Endless
Blockade John Friel, December 13,
2008-January 15, 2009, NEW YORK CITY
. PILSEN; The State itself Becomes A Super
Whatnot Maxwell G. Graham, February
5-March 7, 2000, NEW YORK CITY
PILSEN; Confident Worman Heather
Guertin, February 21-March 21, 2009,

NEW YORK CITY GOLD COAST,; you
can't just change your mind Elizabeth
Weiss, March 28-April 26, 2009, NEW
YORK CITY GOLD COAST; Spring Jared
Madere, April 18-May 18, 2008, NEW
YORK CITY PILSEN; Fruit Diego Leclery,
May 8-May 22, 2009, NEW YORK CITY
GOLD COAST

THRONES GALLERY 2008~
Location: 123 N. Jefferson B 8rd Floor
Founders: Easton Miller

Website: thronesgsallery.com

Thrones Gallery is an exhibition space
dedicated to the public exposure of talented
emerging artists. The gallery came about as
a method of bridging the gap between the
‘professional’ gallery and that of the alterna-
tive space, and as a way of contributing to
the development of the Chicago art scene.

BEN RUSSELL 2009-

Location: 1716 5. Morgan #2F
Founders: Brandon Alvendia,

Ben Russell

Website: dimeshow.com/benrussellhim
Co-curated by artists Brandon Alvendia and
Ben Russeil and situated around the front
two rooms in the apartment of its namesake,
BEN RUSSELL began presenting a series
of month-long group shows on Memorial Day
Weekend, 2009. Participating artists are
invited to produce and exhibit work that is in
accordance with the title/theme of each
show, tha name of which will be derived
entirely from the 10 letters in the words "ben
russefl” (Le. BURNS, BEER, BLUENESS).
In keeping with the structural conceits of the
French Oulipo language group and the spa-
tial and material limits of what is effectively a
rented apartment, BEN RUSSELL main-
tains a set of restrictions for all exhibiting
artists. As such, each show involves one
large wall-mounted work, one small wall-
mounted work, one single-channel media
work (in the screening room), one 15-30
minute performance, and one outdoor sculp-
ture (in the sculpture garden). Viewings are

available by appointment.

EEL. SPACE 2009-

Location: 2846 W, North Ave. #14A
Founder: Patrick Holbrook

Website: eslspace wordpress.com

Eel Space is an artist-run space that brings
people and ideas together through its focus
on Chicago artists and thematic group exhi-
bitions. It takes pleasure in representing
diverse strategies while locating common
threads. It also attempts to cultivate new
projects that may break out of the curatorial
scope. It is a very small space located inside
an artist studio building in Mumboldt Park.

*IPRAK-515] 2009-
Location: roaming
Website: prake-sis.org
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The Artists Run Chicago exhibition presented a selection of note-
worthy artist-run practices that, while currently operating in
Chicago, have existed for the past ten years. Participants included
in this exhibition represent a wide variety of art-showing strategies:
project spaces meant for one-time only instaltations, commercial
galleries, not-for-profit arganizations, storefronts, rovers (non-fixed
spaces), garages, lofts and spaces that double as the artist's
studio or home (and sometimes both). What unites all these
physical entities is the fact that, specifically, it is artists who initiate
them, manage them, program, market and curate them. Artists buy
beer for them, just as artists clean them up at the end of the day.
Usually such administrative activities are paid from the propristor's
own pocket and with a little help from their friends. These spaces
may have completely different missions and objectives for their
respective curatorial endeavors, but they all are, or have in the
past, made the best of what they were given to make the Chicago
art scene a fertile ground for risk-taking, play and experimental art
production.

To curate a show like Arfists Run Chicaga, we needed a fist of
guidelines to develop an exhibition that represented what we
experienced to be the best of what Chicago had to offer in the
alternative art system. We chose to tackle the past ten years in an
effort to connect the energy of the recent past with the current
moment* By following these guidelines, we aimed to capture what
makes Chicago’s contemporary art culture distinct and so unlike
other major metropolitan cities. As such, the basic principles we
looked for in the spaces chosen included:

* A do-it-yourself aesthetic characteristic of Chicago.

+ Exist in the Chicagoland area and are run by artist(s) that five
in, or have lived in, Chicago and vicinity.

* Have had at least sight months of provocative shows between
1998 and 2009.

* Work from, or developed out of, a wids variety of “physical”
exhibition spaces.

* Represent a wide example of exhibition practices.

* Present a mix of spaces that currently exist along with spaces
that have gone to the “great Artist-Run Space in the sky”

The exhibition contained over 100 works by artists from all over the
country at various stages in their career. We selected the spaces
and in tum, the spaces decided what to contribute that best
represented the spirit or mission of their gallery. Some galleries
chose to feature artists they are exhibiting right now or artists they
exhibited repeatedly in the past, whils others created sentimental
mementos of fimes past, commentaries on the socio-economic
realities of such an endeavor and encouragements for the next
generation of artists-run spaces. Whichever strategy they chose,
their love, passion and dedication to this underground art system
was self-evident and, we hops, contagious.

Ten years is a long time in a city like Chicago—especially since the
structures that are set up to disseminate visual art contrast with
structure belonging to other cities of a similar size. There have
been at least over 100 artist-run spaces during this period of time.
Some have lasted a couple of months, some years. Some spaces

have developed into non-artist-run spaces {and in one case an
artist-run business), meaning that the artist stops making art to
focus on furthering the career of other artists. Regardless, it is
clear that these exhibition spaces are an extension of the artists’
studio as the artist or artists running them are often applying their
own knowledge and aesthetic to the type of work they champion.
The most refreshing aspect of these spaces is that they have no
fear of failure. The gallery is transformed into a fun laboratory,
which allows a high level of freedom and experimentation,
Keeping up with the flow, (the where, wha, what and how), of
these spaces~sometimes a trickle and other times a waterfall—

is a difficult and often frustrating. But the rewards are plentiful,
for thase who relish in this particularly Chicago-like dynamic**
The size, scope, durability, reach and success of these spaces
are contingent upon a number of factars, the greatest being the
continued encouragement for future artist-run spaces,

The programmatic side of the Artists Run Chicago was as integral
to the success of the exhibition as the visual representations of the
D.LY. spirit reflected in Gallery One of HPAC. Intentionally over-
programmed with events every week, these artist talks, panels with
focal art professionals, various social functions, “competitions,”
demonstrations, block parties and on-site performances added to
the experiential function that these spaces included in their own
operations. The resulting interactivity between the artists, the
public and the physical space, created an atmosphere that not
only activated the gallery but also caused the repeated investiga-
tion of the work an display. By reflecting the energy of a city with
limited critical engagement from established sources, the history of
social interaction disguised as, or blatantly proposed as, works of
art, is indelible. The resuits were extraordinarily eye opening and,
as with the thesis of the exhibition, encouraged future examinations
of Chicago visval art beyond just “seeing’

Another important element of this exhibition and one that will make
use of the Hyde Park Art Center's invaluable library called 4833,
is the development of a living and continually evolving archive of
such venues. We have asked each participating artist-run space to
contribute any number of different items of ephemera and informa-
tion to this archive with the hopes that it will live at 4833 into
perpetuity. We encourage afl past and current Chicago-based
artist-run spaces, beyond the ones represented in the exhibition, to
donate their own items to the gallery—regardless of the size,
scope, durability, reach and “success” of their endeavor. It is our
hope that visitors to the Hyde Park Art Center will sift through
these items for inspiration, amusement, research and continued
dialogue about what makes Chicago such a fantastic place for
making “it" happen.

*Read the exhibition catalogue Alternative Spaces for more informaticn on the
infiuential contemporary art venues in Chicago in the 1970's and 1980's.

** Addendum: From the time this essay had originally appeared in the brochure
for the exhibition {(May 2009}, no less than 5 of the participating spaces that
were currently functioning, ceased operations, However, at least 4 new artists-run
spaces {to this author's knowledge) have sprouted,




Caroline Picard

“Oh, you have a roommate?'

* “Yeah, she's actually here right now, but she’s sick....Don't de
that—she's trying to sleep,

“t heard them but pretended to remain aslesp by keeping my
eyes closed; [closing your eyes] is what passed for privacy then.
My ‘room’ was in a corner of the kitchen on the cther side of a fold-
ing screen. If you were tall enough, you could see me from either
side at any time. The above exchange took place during the instal-
lation of a show when | happened to have a cold. | lived at the
Green Lantern from 8/06 to 8/07 Recently out of college, | moved
to Chicago to get my bearings. | had just spent two years fiving in
the French countryside with no heat, no car, no Internet, no noise,
no zines, ne sushi, no shows, no jargen. When | moved in, | had
never owned a computer. Suddenly | was in the middle of an art
scene.

*Any Chicagoan who's hip to the jive knows that an apartment
gallery poses a unique set of problems. Someone actually fives
there—sleeps and cooks and poos there—and yet the cbligatory
neutral space of the gallery must remain white-walled, spacious,
antiseptic. At the GL in the earlier days, the gallery was clean, airy,
spare, while on just the other side of a makeshift wall was a
seething and barely-controlled chaos. A visiting friend once
described the living space as 'under a great deal of pressure; like
the lack of density in the gallery half had to be balanced by ultra-
density in the living half. This density consisted of, among other
things, a large mounted buck complete with antlers, a five foot
plaster slatue of a fat man with an umbrella, a bong made out of
steak shellacked 1o a milk carton, a taxidermied rooster, two large
Chinese screens, many works of art in various stages of undress,
two living cats..enough plates and stemware to host a diplomatic
gala, a sink doubling as a bookshell, & home-made up-ended ‘bar,;
an encrmous vintage fridge, a miniature vintage stove, an easei,
double-stacked books, innumerable trinkets ranging from delicate
Eastern figurines to an ancient can of spam, an old-fashioned
sandwich press, two Dictaphones, one enormous toaster (not in
use) and a tiny one (in use}. People liked throwing around compar-
isons to Alice in Wonderfand, but that was legit. The fact that the
two-foot high pepper mill was three times as tall as the delicate
teapot, for instance, made me wender if P'd accidentally swallowed
a pilt. And keep in mind that I've listed perhaps a sideenth of the
contants of those twao or three improvised rooms. | haven't even
mentioned the huge quantities of building supplies, the aluminum
ladder, the planks and tcols and cans of paint..™

This book is filled with the evidence of relationships. 1t is a book of
conversations, inciuding conversations about conversations and,
sometimes, conversations about conversations about conversa-
tions. Each perspective constitutes one piece of an artist-run com-
munity reflecting on its endeavors. While it is important to archive
these conversations for the community to which it speaks, it is also

important to examine the consequences of such a culture in the
context of a larger world—a world unfamiliar with the pattern of
organizations described herein. Particularly if the conversations
outlined here claim to cultivate new models for achievement, one
must consider what the artist-run community locks like from the
outside, from the vantage of a stranger.

What, indeed, is transgressive about artist-run exhibition
spaces? Certainly those contained in this book will have their
theories and while some of these organizations were constructed
as political experiments, a number of them won't characterize their
activity as politicat at all, saying instead that running a space is
done for personal/professional experience, or as an experiment, or
a fabor of love. And yet. Regardless of stated intentions, alf action
is political.’ Such an opinion comes from within a community
where the practice of running an apartment gallery is fairly )
common.® In order to categorize such activities as transgressive or -
political, one must label them somehow. In doing so, necessary
comparisons must be made to the world at large. Generalizations
must be made about what the world at large consists of, what
expectations it places upon members of its society and, ultimately,
how its constituents measure themsslves. Other generalizations
must then be made about the smalier niche of artist-run communi- -
ties, in order to discover the tension between them. E

When compared to the world we watch on television, the .
practice of apartment galleries seems absurd.” Compared to the
stories told via sitcoms and commercials, all young women want to
get married, everyone desires fame and all clothes lock brand new.
Obvicusly the average viewer is fiterate enough to know that
television is a fictionalized hyper-reality. Nevertheless as a primary .
source of cultural consumption, most viewers recognize subtle .
conventions that support the more prominent story lines. A home,
for instance, means something specific. As a cultural symbaol it
provides the framework for countless many sitcoms—a framework
based on common expectations of what a home should supply to
its occupants. The viewer won't likely conceive of thetr living room-
as a potentiaily public place, a place for cultural distribution.
Building a public environment of cultural creativity in one's home
chalflenges traditional boundaries between public and private -
spheres just as it encourages intimacy between the art object and:
its epicyclic community. in such a comrmunity, relationships '
become as important as the work on display and validation occurs
through non-monetary, communal support. L

The collusion of public and private space, mixed with a living:
contemporary art and the communities that support it, is trans-
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gressive in and of itself. Such a recipe breaks down the societal
expectations of public activity. Furthermore apartment galleries
agitate common definitions of “nome” and “domastic space”

The people who inhabit apartment galleries organize their homes
according to the possible descent of an unknown body of people:
the public. Meanwhile the public modifies their expectation of
public space such that they are sensitive to the generosity of their
hosts. A code of behavior has manifested between the host and
the puklic. That code, while organic in its inception, facilitates the
relationship between the audience, the art and their administrative

nessed that code as a newcomer only to embrace it as a resident,

In Chicago, the public consumption of visuat art is not allowed
by law to exist in intimate settings, (the house, the apartment,
the garage, etc.,). The apartment gallery is essentially iflegal,

The illegality of these spaces occurs when they struggle for some
shred of sustainability (i.c. through the selling of goods},” attempt
to operate tegally (by way of purchasing the necessary licenses
and tearing through the ensuing red tape of bureaucracy}, or when
they attempt to avail themselves to a larger audience, one not
restricted to Facebook friends.?

Chbviously that isn't to say apartment galleries don't happen, or
(even) that city officials don't in some blind-eye-manner endorse
cuttural DIY activity; the city of Chicago seems to enjoy identifying
itself with those practices.’ Nevertheless, said practices are not
technically allowed. Thus, while a private party is acceptabile,

a publicized, public exhibition is not-especially when money
changes hands. The city maintains its ability to control the watering
holes this community frequents; the city can shut apartment
galleries down.'

In our day and age much of the cultural production that takes
place within the art warld has been tamed and funneled into
pre-existing power structures that support the larger mainstream.
Artists often seek gallery representation, striving to achieve stand-
ing in the commercial market, such that they might support and
{thus) justify their art making practice threugh the pursuit of public
acclaim and monetary compensation, It makes sense, It is almost
impossible to expect anything else, After all, how does an artist
justify spending hours reading, thinking, painting and writing in
a studio while his or her significant other gees to work sixty hours
a week in order to support both of them? And what if the artist has
& child? How does the artist explain his or her non-commercial and
largely interior processes when a kid needs schoo! clothes? lt is
perhaps impossible to strive through consumer culture, where
legitimacy is typically measured by purchasable signs of success—
homes, cars, televisions, computers etc., making objects that are
neither compensated by monetary sums nor attributed with an

hosts. While that code is not readfily apparent,® Sarah Stickney wit-

inherent non-market value, Indeed, on such a quest the consumer
landscape becomes a veritable wilderness,

It is thus essential to create altemative methods of public valida-
tion. Exhibitions are one way to take a potentially monkish studio
practice and drop it into the public sphere in which an audience
can respond. Apartment gallsries, while affording meager monetary
relief, at least appeal to different values, values based on esteem
and reputation—ambiguous, difficult-to-define attributes,

In Chicago, they seem accrued by way of hard work, talent and
generosity. Within such a community an artist with little to no
interest in (or access to) the commercial world can relate to an
audience comprised of other artists, art enthusiasts and, some-
times, the uninitiated. Further, they can contextualize their efforts to
their family, the spouses or parents that might support them. The
apartment gallery provides a different criterion for validation and
empowers small groups of individuals to cultivate unique and
potentially iconoclastic aesthetics.

Aside from those bastions of ron-traditional/non-commercial
artistic production, most cultural activity is distributed via main-
stream arteries that reach millions of people at once. The same
television shows are watched, the same movies, the same news
sources owred by the same parent companies. Most people listen
to the same music, read the same books and, therefore, refer ta
the same common body of knowledge. Contemporary America has
a common vocabulary of cultural symbols that comprise the
dreams of the individual. It is possible, for instance, that Tom
Cruise made over a million cameos in dreams across the country
fast night. While the peculiar context for his manifestation would
vary, he is nevertheless saddied with very similar associations,
associations that stem from his public persona. As the mechanism
of such a society continues, as the material for our thoughts sets, it

will be harder and harder to transcend those ideas we take for
granted: ideas about what a home is supposed to be, for instance.
As we get locked into unconscious expectations of the world, it
will be harder and harder to have new ideas, moments of inspira-
tien, and innovation in which we might transcend oursalves.!

| believe that small hubs like the apartment gallery, the small
record label, the small press, the underground movis theater: such
venues generate and sustain micro-cultures that encourage unpre-
dictable thoughts, ideas and enthusiasms. if anything, they might
simply encourage people to believe once more in the capacity of
the individual to influence the world. Exploring the tension between
public and private, commercial and non-commercial, regulated and
non-regulated business is good and valuabie. it's worth always
carving out our own identities, our own terms and communities,
means of support, and methods of validation.




va. Private

Excerpt by Sarah Stickney from ft's Your Turn, a silk-screened zine edited
by Young Joon Kwok and Rachet Shine. Printed in an edition of 90 in June
of 2009,

John Huston, the Arctic explorer, gave a lecture about an expedition he
conducted where he traveled, primarily on foot, along the Northwest
Passage. The Northwest Passage had long been sought after. In the 1800's,
Norwegian and British ships set out to discover a passage that would improve
shipping routes. it was never found in the 1800's because it never

existed. Those expeditions only ever found ice. Last year, the Northwest
Passage came into being for the first time. Climate change has melted
enough ice such that a passage opensd up, connecting the Arctic and
Pacific Cceans. Just this summer John Huston walked along its bounds.

He suspects that in years to come the unassisted expedition he conducted
with expedition partner Tyler Fish will be impossible. In the years to come
there will be no ice upon which o walk. | suggested that his journey was
political, that it had the appearance of a quiet protest. In walking sc many
miles with so much risk ke was calling atlention to the ways in which we are
destroying our environment. He denied the interpretation, saying instead that
he was only interested in the application of the human spirit against terrible
odds. While | understand that he has his own intentions, | also cannot avoid
interpreting those same actions in a different, and in this case, political, light.

Me for instance: | started the Green Lantern Gallery & Press in 2004. Over
the last four years | have hosted between six and eight exhibitions a year. |
have hosted countless other public programs, including live music events,
screenings, performances and readings. Working with Nick Sarno, Editor for
the Green Lantern Press, we have published ten small edition books. In 2007
we achieved 501c3 status. In 2009 we closed the gallery portion because
we did not have a business license. Throughout this precess | have lived in
the gallery, assuming my day-tc-day life as though the public might, at any
moment, descend upon it. | am thus sensitive to the nebulous boundaries
prescribed by such a vocation.

A real estate agent once bought a copy of the Phonebook Annual Index of
Alternative Art Spaces from me. Her eyes were big and wet with this million-
dollar idea: She wanted to rent a storefrant out to artists. R made sense to
her that artists would pay for exhibition space. f made senss to her that they
would pay more than a store because their occupancy would rotate over
shorter periods of time; further she felt she would do some larger service 1o
the neighborhood. We shared a mutual bafflement as | explained that, by and
farge, artists did not pay for exhibition space. “The spaces in this book?” she
asked, shaking the Phanebook. "Definitely not those spaces! | said. She
asked me how anybody made maney. | said, “With the exception of a few
commercial galleries, nobody makes any money at all’ She asked me how
people made a living. | think | shrugged.

A friend of Sarah’s, call her lennie, came through town once. Jennie was in
the midst of what she called a “journey, leaving an old life behind in search
of a new one. She left a girlfriend in Portland. She was in the process of
buying a car from that ex-girliriend’s parents, parents wha happened to live in
the Midwest. Jennie and | went out for drinks the first night. We had a great
time. She was full of anxious enthusiasm and kept shaking her hands in the
air, as though to exorcise the frenetic energy of transition, Because the
gallery was between exhibits, she slept on the gallery floor.

After a few days, Sarah and | realized that we didn't know when she
planned to leave. She was waiting on the suburban parents who couldn't find
the necessary papers to change the car's registration, Over the course of
ensuing days the radius of Jennie's personal befongings extended in a wider and
wider arc. Her personal possessions could be found in any number of
places, a mislaid sock under the gallery desk, a hairbrush on the window
ledge. The more she seeded the gallery with her things, the more frightened
we became. Sarah and | could not, for some reason, bring ourselves to
directly ask about her plans. She provided a variety of unsolicited excuses, all
of them likely legitimate enough: there were problems registering the car, the car
wouldn't start, she couldn't get out to the suburbs that day, the train wasn't
waorking, their family dog died. Yet palpable in those was a feeling that she

wag very happy with Chicago. She dropped hints now and again about how
the new life she sought might be staring her in the face, *This is so cool she
might say. “It's a great life. All | want to do is get drunk every night and meet
new people. f've been having the mast amazing conversations. Everyone |
meet is on the cusp of some massive coming-inta-being transition” There

were rumors that she might have fallen in love again and she began conduct-
ing long, hushed conversations on her cell phone, Sarah and | found ourselves
avoiding the gallery altogether, as though the 60C square feet had becoms
Jennie's bedroom.

A few weeks later, one week befara the next exhibit, | came home to find
laundry hanging from a clothesline strung across the gallery. | went into the
kitchen and a boy came out of the bathroom in towel, He had just showered,
| den't think | said anything to him, but | imagine | was pale. He smiled '
naturally and struck out his hand. 1ignored it. | went to the back porch and
found another boy smoking a cigarette with his feet up. | didn't recognize
either of these boys. *Where's Jennia?” | asked, snarky. “She's on her way,
he said, | did not ask from where, !

I'm quite sure Jennie would have stayed indefinitely. She said as much
later; the space seemed so large and empty that a girl in a sleeping bag-or
even, & boy and & girl, for that matter—in her mind, seemed inconsequential,.
She scoffed a little on her way out of town, because the space was not what -
it appeared, at first, to be. From her perspective, she said she thought it
was a carefree environment where progressive people stayed up late, .
absorbed i bohemian activities, having lots of sex, doing exatic drugs, .
reading philosophy, dancing, automatic writing, drinking black coffee all hours’
of the day and smoking copious amounts of cigarettes. .

| realized then that | was not bohemian. T also realized that the Gresn
Lantern was more “serious” than | had thus far pratended. And then [ realized :
that { was part of a community of artist-run spaces that had taught me, by ;
way of example, what kind of space [ wanted 1o run. | had never before had
to define that model to anyone, because here in Chicago | was paricipating
in a pre-existing custom. Unlike the wayward traveler, artists in Chicago
understood the Spartan emptiness of the gaftery space. To that audience, the:
space, while *empty” was in constant use. To my guest the empty space
seemed wastefully idyil,

{LLEGAL ACTIVITIES THAT TOOK PLACE AT THE GREEN LANTERN: - -

1} Purchase of artwork :

2} Purchase of books

3} Purchase of alcoholic beverages under the auspice of “donation” )

4} Live music performances for which people paid at the door (a PPA license
is needed for this) :

5) Crperating without a business license

6} The burlesque show in the front window

The Green Lantern was ultimately shut down because we carried a sandwich
board out onto the street. A man from the city came to askif we hada. =~
license for said sandwich board. We did not, He then asked if we had a .

business license, We did not. Had we never put the sign out, the man from
the city weuld never have found out about us. Neither would the five weekly :
strangers who stumbled in to ar exhibit from the street. The sandwich board .
encouraged people from outside of our immediate community to come up the
stairs ang see contemporary art. :

Upon receiving my ticket from the oity | went to Gity Hall. They sent me to
seventh floor where | waited for three hours. When | finally spoke to an
administrator-a chubby, self-deprecating man-we filled out paper work. He
didn make many jokes but he did laugh at mine, albeit nervously. He |
plugged the information inte an archaic computer and the computer rejecte
my propesal. He sent me up to the ninth floor. -
On the ninth floor, | waited in line again, paper work in hand., When my
tumn came, | spoke 1o a woman behind glass. It was difficult 1o hear her and!
she seamed to carry on two conversations at once, the one with me and th
one with a co-worker sitting next to her. When she saw my paper work she.
said, *Oh! You don't need a business license, you need a live/work space::
You're an artist, right?” L
“Yes)' | said. :
“it's like a studice, right? You show your own work™?”
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1 waffled, “Sometimes! | said. (| never show my own work) | hesitated.
“What if sometimes | show other people’s work?”

She smiled. She winked. “You only show your work” She winked again,

“Oh. 1 get it. Yeah. | only show my work?

She sent me back downstairs,

After waiting another thirty minutes | spoke to the same self-deprecating
man. Thumb tacked to his cubicle wall were several awards for Customer
Kindness spanning almost ten years. “They told me | don't need & business
license," | said to the award from 2006. Then | looked at him. need a
live/work permit, they said?

The computer almost accepted my proposal. At the fast minute it said we
needed approval from another woman at another desk. This woman asked
me twenty questions, after which she shaok her head. “You need a business
license, she said. “You need io research the history of the building to see if
there have been previous businesses’”

They sent me to the thirteenth floor.

| tock the stairs.

On the thirteenth floor, | walked down a long corridor and inte a comer
office with two baskets—one brimming with paper werk—or a front table.
Behind the table there were several desks, alf finished in faux-wood. The
place looked like an office fram an 80's sitcom that had fallen into disrepair;
an ofd set no one had since paid any attention. | couldn't see anyone in
the office so 1 called out, “Hello?"

A small, middle-aged woman stood up. She reminded me of the secretary
from Ghost Busters. She had short, pink hair and very large glasses. *Can |
help you?” she asked.

‘I need to request a history for the building | live in?"

She pointed 1o the basket with fewer papers. “Fill out the form in that
basket and then put it in the other basket” She pointed 1o the overflowing
baskes,

“When will | find out?" | asked.

“I don't know, We're ail backed up” she said,

It has never befare occurred to me to bribe anyone before. ! didn’t bribe
her, though [ think | should have because while waiting on the history of the
brilding 1 got a second ticket.

After this second ticket | cafled my alderman. He put me in touch with a
higher up a City Hall. Again, the woman | spoke to was very nice. “We don't
want you to close she said.

“What shouid | do, then?"

“You need a business license! she said.

“Can you give me ona?"

“You can't get one at that focation”

The Green Lantern was unable to get a license because of zoning; the
building was nat zered for a business. Yet. Even if f had gotten a business
license | would have bad to move my apariment out of the space. They told
me that if a) more than 12 people visited the space a week, b} objects were
sold, ¢} there were two doors, d) either 100 sq. feet or more than 10% of the
Iving space {whichever was less) was used for the business, then it was
disqualified from the live/work permit. If | had qualified for a business license,
I could not have lived there at all. You see? Apartment galleries are illegal

. In the recent year, The Aviary was shut down for not having a business

licanse, as was Lloyd Dabler, as was Alagon. The Hyde Park Art Center also
had some problems recently and were told not to serve any kind of refresh-
ments.

- We need new models of sustainability. Even as reports of global crisis

encroach our daily consciousness, we continue to live lives dependant on
fossil fuel. In order to remedy the current recession, we are encouraged once
more to consume to resuscitate the country and our current way of life.
Because consumable objects function as societal symbols of stability and
success, members of society cultivate those okjects. In order {o alter the
course of desire, we must change the meaning of these symbols and virtues
for legitimacy/achievement, we might. If we do nat, if we continue to follow
cur present mode of production in which more maney means more exterior
power and more self-worth, we will continue to ravage our resources. If,
perhaps, we could find other symbols and virtues for achievement, we might
make a better home in the warld at large.
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position of Prafessor in the Department of
Sculpture and Executive Director of Exhibitions
and Exhibition Studies at The Schoo! of the Art
Institute of Chicago. As chief curator of the
Museum of Contemporary Art in Chicago and
Los Angeles, she staged some of the first U.S.
shows of American and Eurcpean artists; then
shifting her workplace from the museum to

the street, she critically engaged the discourse
around public space. The anthology Buddha
Mind in Conternporary Art (University of
California Press, 2004), which she co-edited,
is a popular reference; forthcoming anthologies
are Learning Mind: Experience Into Art
(University of California Press, 2009) and

The Studic Reader: On the Space of Artists
(University of Chicago Prass, 2010).

Allison Peters Quinn is Director of
Exhibitions at the Hyde Park Art Center and
co-curator of the exhibition Artists Run
Chicago with Britton Bertran.

in addition to working as a visual artist,

Caroline Picard is the Founding Director of
The Green Lantern Gallery & Press, and a
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Co-Editor for the literary podcast The Parlor
{www. theparlorreads.com}. Her writing has
been published in a handful of publications
including the Phildelpiia Independant,
Newcity, Ampersand, MAKE Magazine, the
Chicage Art Journal Review and Proximity
magazine. Twice a year she meets with a
performance group and records improvised
music under the collective alias Thee Iran
Contras. For more information please visit
www.thegreenlantern.org

The Pond was a curatorial collaborative made
up of David Coyle, Peter Fagundo, Howard
Fonda, and Jeff M, Ward, In its storefront
gallery, The Pond attempted to engender
thematic, rigorous dialogue in an exnibition
format. Rather than providing access to an art
world network, the project worked towards
accessing an ongoing world of discourse
among a network of art objects, artists and art
enthusiasts. Between 2002 and 2004, The
Pond mounted over a dozen exhibitions and
worked with a host of emerging and estab-
lished artists, curators, critics and cultural
thinkers. Today, David Coyle is an artist living
and working in Brooklyn; Peter Fagundo is an
artist living and warking in Evanston, lllinois;
Howard Fonda is an artist fiving and working
in Scottsdale, Arizena; and, Jeff M. Ward is an
administrator living and working in Chicago.

Abigail Satinsky has a BFA in video and
electronic media from Carnegie Mellon
University and a dual Master's degree in Art
History and Art Administration and Policy from
the Schoel of the Art institute of Chicago. She
is a Board Member and Director of the Visiting
Artist Program for Hareld Arts and is one of
the founding members of InNCUBATE. She cur-
rently works as an independent writer, organiz-
et, and educator.

Scott Speh is owner and director of Western
Exhibitions, a contemporary art gallery in
Chicage. John Neff is a Chicago-based artist
and writer who shows with Western
Exhibitions. Neff had a solo show at Suitable
in 2002 and wrote an exhibition essay for

Dogmatic in 2000. Back when he was an
artist and writer, Speh was in a group show at
STANDARD in 2001 and wrote reviews for
shows at most all of the spaces discussed in
this article.

Shannon Stratton is a cultural worker living
and working in Chicago. She is the current
Director and Curator of threewalls, a not-
for-profit residency and exhibition space she
co-founded in 2003. She continues to writs,
and curate independently, collaborating fre-
quently with Jeff M. Ward, Judith Lesmann,
Luanne Martingau and others. Stratton teaches .
at The School of the Art Institute Chicago. .

Lori Waxman writes criticism for the Chicago
Tribune, Artforum and anyone else who will
have her. She also teachas art histery at the
School of the Art Institute of Chicago. Her
performance piece, 60 wrd/min art critic, will
tour non-profit and artist-run centers around .
the U.5. in 2010 with funds from the Creative
Capital | Warhol Foundation Arts Writers Gran
Pragram. o

Existing since 2005, Bad at Sports is a
collective of arts professionals with an interest:
in arts coverage. With its primary hub in~ ~ -
Chicago Bad at Sports exists as an inter- .
national art podcast, {San Francisco, New York
City, London and Zurich), and the Midwest's
most trafficed art blog. Directed and founded
by artists Richard Holland and Duncan
MacKenzie the project has 25 regular
contributors and a small rotating cast of
regular supporters, It shares contributors
with Artforum, the Chicago Tribune, BUST .
Magazine, Proximity magazine, Modern -
Painters, BeautifullDecay magazine, Art in.
America, Big Red & Shiny, Art Lies and +
several others, ;




} was an
oup show at
wiews for
iscussed in

vorker living
e current
s, & not-
space she
35 to write,
rating fre-
_eamann,

atton teaches

Shicago.

the Chicago

2 who will
tory at the
ago. Her

rt critic, will
:rs around
the Creative

Writers Grant ;

rts is a

‘h an interest -

hub in
an inter-

o, New York:

Midwest's -
nd founded
ncan
jular
sast of

ributors
e, BUST
odern

ne, Art in
es and

FUNDERS

threewalls is partially supported by a grant from
the lllincis Arts Council, a state agency; by a
CityArts Program ! grant from the City of
Chicago Department of Cultural Affairs; The
Chicago Caommunity Trust; The Cliff Dwellers
Foundation for the Arts; ArtsWork Fund for
Organizational Development; The Gaylord and
Dorothy Donrelley Foundation; The Richard M.
and Elizabeth M. Ross Foundation; The
Alphawood Foundation; The MacArthur Fund
for Arts & Culture at the Richard H. Driehaus
Foundation; and major support is provided by
The Andy Warhol Foundation for the Visual
Arts,




