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Abstract

This research explores the role and impact of artistic production in times of crisis in
Greece, taking as a case study the contemporary visual arts scene in Athens.
Specifically, it examines individual’s motivations to engage with artistic production,
and namely those of artists, curators, collectors or artistic managers, investigating
how these motivations force those individuals to find ways to realize their art,

especially in times of such severe financial crisis.
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1. Introduction

1.1 Motivation

This thesis will explore the role and impact of artistic production in times of crisis in
Greece, taking as a case study the contemporary visual arts scene in Athens.
Specifically, it will examine individual’s motivations to engage with artistic
production, and namely those of artists, curators, collectors or artistic managers. This
thesis will also investigate how these motivations force those individuals to find ways
to realize their art, especially in times of financial crisis. Therefore, the basic concepts
of this thesis will be artists’ motivations for artistic production, and the realization of

art.

Since 2008, Greece faces a severe financial crisis that has turned into a political and
social crisis as well. This crisis has affected not only the state, but also the citizens
and the households. Following information retrieved from the Bank of Greece
(Mitrakos, 2014) household savings have decreased per 25% between the end of 2009
and the end of 2011. At the same time the actual individual consumption keeps
decreasing, showing how the crisis has hit the expenditure possibilities of individuals
(Gerstberger & Yaneva, 2013). Moreover, the media broadcast the negotiations

between the newly formed Greek government and the European leaders intensively.

As the financial situation is such, | was under the false impression that the
contemporary art scene of Athens was limited. I strongly believed that, since the state
is in such a precarious situation, the contemporary art scene would be probably falling
apart. However, a discussion with the French artist Laurent D. Garnier, who is located
in Amsterdam, brought me out of my media-built fantasies. During a dinner we
discussed about the Greek situation and the Athenian contemporary art scene. He
insisted that it is flourishing. He even provoked me to visit Athens and try to follow
up with the new initiatives. Eventually I proceeded in a quick online research and
tried to map the contemporary art production in Athens. Laurent was right. Despite
the crisis and all the profane difficulties that Greek people are facing, there seemed to

be new voices in contemporary arts in Athens. The following months the Athenian



contemporary visual arts scene became popular in the international press as well
(Banks, 2015; Cattelan & Ben Salah, 2015).

Following my observations | wondered why would artists insist on initiating work and
presentation spaces and contemporary art organizations especially in times of

financial crisis, when people are really struggling to make ends meet?

1.2 The Objectives of the study

The aim of this thesis is to approach the value of art as intrinsic in itself through
understanding the motivations of the people that produce it. To do so this thesis will
examine the case of the Athenian contemporary art scene, taking into account the
continuing financial crisis and its implications. Could the value of artistic production
in such times be enough as such? Does it always need to take value from what it can
contribute to? Standard economists see art and other fields, as instrumental to the
economy, education, or other suggested sectors. As if everything exists for a reason
outside of it. Still artists exist in the art world and produce art —also— for reasons
irrelevant to profit seeking and competition. Cultural organizations, that include
contemporary art organizations and people, seem to strive for non-quantifiable values

that promote their visions and goals.

Is this so in the Athenian context? What forces people and organizations to keep
producing art, when financial power of the state is minimized and the market for the
arts in Greece is shrinking, while contemporary art galleries are closing one after the
other? Moreover, this thesis aims at understanding how artists, and people engaging
with the arts manage to find ways to overcome certain difficulties and realize their art
in the Athenian context. Furthermore, this study will seek to explore whether the
changes that may take place in the Athenian contemporary visual arts scene qualify

for ‘creative destruction’ in Schumpeter’s terms.

1.3 Relevance

While the financial future of Greece is at stake and the psychology of many Greeks is

affected by the media-bombardment of financial numbers, the many solution-
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promising propositions and the additional financial requests from the state, culture is
one of the main segments that suffer. Still, this research aims to show the importance
of culture, and specifically contemporary art, and the significance of artistic
productions for the artists and the people involved. Moreover, it aims to point out the
value of artistic production in itself, considered as ‘conscious praxis’ that may be an
inner need, but eventually brings relief, understanding of ones’ own needs and one’s

conscious position in a certain socio-political context.

As due to financial crisis, culture experiences enormous cuts in support throughout
Europe, this aspect should be revealing to policy-makers, both in Greece and in other
countries, so as to see the reality of artistic production processes. From there, they can
acknowledge the fact that artistic production takes place regardless the financial
prosperity, but within an essential supportive framework that doesn’t necessarily
include only financial support. Furthermore this research will provide with
information on the motivations of creative people to engage with artistic production,
and will show the importance of values and certain purposes. It may also provide
other artists and intellectuals of the respective field of other countries with insight on
what art may mean for the future of the society, and the impact it may have on it.
Therefore, the research’s relevance to the society is high, as important insights will be

gathered concerning why and how artistic actors react under certain circumstances.

1.4 Research Questions

Starting with the question “what is artistic production good for in Athens, in a
period of financial crisis and socio-political transformation?” this thesis aims to
observe and analyze the case of contemporary visual arts sector in Athens, Greece. In
doing so, | will observe the current actors of the field in Greece, focusing on
intellectuals such as artists, curators, or collectors. To investigate this main question,

the following questions will be answered:

Questions
A. Why do contemporary art actors (artists, curators, collectors) engage

in contemporary artistic production in times of crisis?



B. How do they realize art within the Greek financially precarious
context?
C. Does the situation of the Athenian contemporary visual arts scene

justify Schumpeterian ‘creative destruction’?

In times of financial crisis, the main goal for a country like Greece seems to be to
increase the financial capital, decrease unemployment and be able to go out to the
financial markets again. According to several economic theories, in such a financial
crisis either the government is called to intervene, by reducing the taxes, and support
the banks to enhance liquidity in the market, or the market finds ways to recover on
its own through mechanisms that have been developed within it. However as the
Greek state and public services are close to bankruptcy, neither the market nor the

government seem to be able to provide with solutions.

What motivated me to explore the contemporary art scene in Athens was the
discussion with the French artist, who showed me that despite the severe financial
crisis that Greece has been facing since 2008 and its implications, it seems that the
Athenian contemporary art scene is experiencing a regeneration period. According to
international press, Athens arts scene flourishes in the midst of economic crisis
(Banks, 2015). At the same time, Greek press is full of references to events,
exhibitions, new venues or artists initiatives regularly (Katsounaki, 2015). However,
the occupation with (contemporary) art in times of severe financial crisis seems to be
an anomaly in regards to what economists would suggest as a solution to the financial
problems of the country. Therefore, I am also eager to explore whether and how

academics of economic studies explain this phenomenon.

1.5 Structure of the study

After analyzing already the objectives of my research in chapter one, the exploration
of the theory is presented in chapter two. There | compare the standard economic and
value-based approaches in relation to artistic production, to show how the value-based
approach seems to fit more to the structure and reality of the art world. To further
elaborate on this point, I explore the literature on how the art world works, as well as

on the motivations of artists to produce their art. Such motivations may include
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money, fame or recognition, realizing a need, or willingness to contribute to the
conversation of art. Further, | explore motivations that link to inner needs and values,
as well as to conscious decisions and conscious practices, as ‘praxis’. In fact, what
motivates people to engage with artistic production. Further, | explore the ways that
artists find in order to realize their art, based on Klamer’s four-sphere framework
(2015). Continuing, | seek to understand the meaning and motivations of
Schumpeter’s ‘creative destruction,” as well as the notions of creativity and

innovation in regards to the art world.

In chapter three I describe the situation in Greece based on what is suggested by
theory. In chapter four I record the research design and the methodology used.
Consequently, in chapter five I analyze and discuss the findings of my research,
while chapter six includes the conclusions and limitations of my study, as well as

potential ways of further research for the future.
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2. Exploration of the Theory

According to Marxist theory of the goods and the market, everything exchanged in
the market is a commodity. The Marxist theory implies that everything can be sold or
bought under the laws of the market, and as such everything has a specific exchange
or use value that is translated into a numerical price. Commodities are exchanged in
the market, which follows certain rules of supply and demand. Goods and services are
produced in response to these rules that also affect their value. In this sense
everything produced under the logic of the market is justified by demand and supply
rules, while opposite attitudes are considered as anomalies.

For Marxist theory, and its supporters, art becomes a commodity as well, when
exchanged in a market. This means that the production of art would follow the supply
and demand lines influenced by what is accepted by the market as normal, such as
income or price. According to this view, art is considered as private good, while
whoever wants to consume it should also pay for it (Grampp, 1986; Grampp, 1989).
Moreover, this perspective supports that art and artistic production are part of the
market and run under the same logic, which accepts certain types of quantifiable
value; exchange and use values. According to this logic, the motivations
acknowledged driving production of goods and services are profit or utility

maximization and competition.

At the same time, however, Frey and Pommerehne discuss that culturists, sociologists
and people inside the art world don’t seem to agree with the commodification of the
arts or the quantification of its value as it is considered much like freedom, beauty or
justice (1990). Such people seem to strongly argue that art cannot be a commodity, as
its significance to the society goes far beyond explanations of market logic. Some
economists acknowledge this different view on the topic. Throsby accepts that art is
more than a commodity, as it embraces values that go beyond monetary values that
include only the exchange and use values. Specifically, the author discusses the value
of cultural goods, as art as such, as embracing symbolic, historical, cultural, aesthetic,
or social values (2001; 2003). Klamer agrees with this view, criticizing the first
perspective as limiting the values embraced in art. He distinguishes the economic

value from social and cultural values that are to be found in art (2004). The author
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goes a step further to introduce art as value in itself within the realization of ones own

conscious praxis (2015).

The two perspectives almost introduce two different languages for discussing the
artistic production in terms of the economics of art and culture. As this thesis
discusses the role of the artistic production in contemporary art scene in Athens, it is
important to identify these languages and compare them, so as to understand which is
more suitable to use in regards to artistic production. Would artistic production be
better explained in standard economic terms, or through the discussion of values and
their realization? And what does it mean for the realization of art, when we use the

one or the other?

2.1 Standard Economic Vs Value Based Approach

As this thesis discusses the contemporary art scene in Athens, the two perspectives
are examined under the scope of the specific scene. Therefore, the noticeable
increased production of art, would be examined and explained under the scope of the
two perspectives mentioned above. According to the standard economic approach, the
increased artistic production would mean either that it should have increasing
monetary returns in times of crisis, or that at least art is increasingly demanded,
serving profit-maximization and competition purposes. In this case, artistic goods and
services would be considered as commodities, as Marxist theory suggests. Those
goods and services would be tradable in the market and valued according demand-led
criteria and aiming to monetary returns. In such a case, art products compete in the

market, and the ‘strongest’ survive.

However, this scenario doesn’t make sense for the contemporary art scene of Athens,
which deals with an unprecedented financial crisis since 2008. Demand is not
increasing, neither the income of the people. On the contrary, unemployment levels
are still high, and the market —and even more the contemporary art market— is
shrinking. Then why would artistic production still increase? According to the
standard economic approach, this is an anomaly, which is neither accepted nor
acknowledged. It seems that the art world operates in a different way that the standard

economic theory would expect. This confirms the value-based approach, as described
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earlier, which takes into account the values that are realized with art or through art.
Specifically, the value based approach takes into account that production of art may
indeed be more complex than other goods and services. Cultural economists defend
the cultural industries and their support from the state or individuals.

This is so because of the characteristics of the cultural industries and the differences
that the cultural production shows compared to other industries. At this point it is
important to discuss the art world as part of the cultural industries, divided in visual
arts, performing arts and heritage. However, these categories may intersect, especially
concerning the contemporary arts (Ginsburgh, 2001). Cultural industries have certain
characteristics and properties that not only define them, but also affect the production
and consumption processes within them. Specifically, according to Caves, uncertain
demand, information asymmetries, differentiated products and infinity variety of
them, as well as from time and organization constraints within production processes
characterize the cultural industries (2000). Moreover, production involves coordinated
activities of, according to Throsby, creative and non-creative workers; according to
Caves, creative and humdrum staff. Therefore, artists work together with electricians,
writers with printers, and so on and so forth, to create the desired result. Moreover,
according to Caves the creative workers may produce art for art’s sake and seek for
excellence, which may interfere with the production schedules and budget boundaries
(2000).

At the same time, the cultural goods are both private and public goods. The
consumers of cultural products may appreciate them, and consume them in the
market, or may just take advantage of the fact that such products may exist anyway.
As free riders, the inhabitants of a city may benefit from the existence of a
contemporary art organization, may enjoy its free public program taking place in the
public space of the city, or may satisfy from the ‘warm glow’ created from the
reputation of the organization. Further the region may benefit from cultural tourists or
development that the organization attracts, and the environment it created for future

generations. (Frey & Pommerehne, 1990; Baumol & Bowen, 1966)

The above-mentioned characteristics of production and consumption in cultural

industries are some of the arguments used by cultural economists —especially in
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northern European countries— to argue in favor of the—public—support of cultural
industries and of the arts. Specifically, when discussing about the cultural industries
economists try to understand and analyze them through the economic tools. In their
effort to defend and promote the public support of cultural and artistic creation and
production, it is suggested that culture matters for the economy, as through
externalities it contributes to growth and development (Blaug, 2001), which is not
always grasped in the value attributed to them from the market due to the reasons
mentioned earlier. Although these are indeed useful arguments in supporting culture
and invite the government to subsidize it, such an approach, however, attributes an
instrumental character to culture and to the arts respectively, which, then, seem to

exist so as to serve other —external to them— ends.

The discussion seems to be about the value of cultural goods and services to economy
or society. In this sense, value can be seen as an expression of worth, and may include
several meanings according to the context it is seen in. Value of cultural products or
services should be distinguished between economic and cultural value (Throsby,
2003). The economic value of cultural goods may refer to the utility of the good,
which is the value of one’s satisfaction from the use of a product. It may also refer to
the exchange value that encompasses what one would give up in order to acquire a
certain product. According to Throsby, cultural value may include aesthetic, spiritual,
social, historical, symbolic, or authenticity value, which is not easy to measure. This
type of value also includes the intrinsic value of a cultural good, which is a value that
lies in the specific product. The cultural value of a good is difficult to grasp and
measure, as it may be subjective to various perspectives and views of different people.
To come up with the value of cultural goods one should take into account the nature
of such goods, and that most of them have both characteristics of public and of private
goods, depending on the situation on which the cultural product is offered to the
consumers. Once again, trying to estimate the value of cultural goods like art entails
an instrumental notion, as the effort is to understand how much a good is worth in
relation to something else, namely the society, the economy, development or

education.

However, cultural products, such as art, may become themselves values to look upon

(Klamer, 1996; 2015). In such a case, setting a price for cultural goods can never
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indicate the value of the goods, as it is referred to as an ideal; an aim in ones life.
Reversing the ‘instrumentalist’ discussion, Klamer discusses about social, societal,
transcendental and personal values, that form ends and not means. This means that the
production of art would take place as a purpose, and not for another goal to be
achieved. In this case Klamer sides with Feinstein (1982) in that visual, textual, and in
general, artistic forms embody values that speak about the concerns of the artists that
produce them. According to the authors, such values are about ends, ‘goods in and of

themselves,” not means to other ends.

2.2 Difficulties in realizing their art — what happens

Due to the characteristics of cultural industries, as described by cultural economists
(Caves, 2000; Throsby, 2001; Frey, 2012), the private and public character of the
cultural goods, the respective consumers’ attitude and the uncertainty that prevails, it
doesn’t seem easy for artists to engage with artistic production. Because of these
complex characteristics, artists seem to face special circumstances when engaging
with the realization of their art. They may need to work as self-employed freelancers,
work with short-term contracts, and be involved in diverse art or non-art related
projects that consume their time and demand high creativity levels. The uncertainty
and discontinuity of this picture is enhanced by the need for existing in networks and
groups to promote their work. Due to this, Menger describes the artist as a ‘bayesian
actor’ who tries and manages to balance his or her value-related goals with the

occupational risks to be found in cultural industries (2001).

In addition to this situation, according to Alper and Wassall (2006) artists earn less in
the early stages of their career, and in comparison with other reference groups and
suffer higher levels of unemployment, which is also confirmed by Throsby and
Zednik’s investigation of the Australian art scene (2011), who further claim that
artists start their career later in life as their education takes more time than for other
professions. At the same time, despite their high levels of education, they don’t seem
to be able to earn more, although that helps them giving them the ability to strive for
multiple job-holding (Alper & Wassall, 2006).
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The fact that artists have to put up with more difficulties to realize their art, and that
keep engaging to the creation and production of art reminds me of the quote of
George Bernard Shaw (1903, p. 22) claiming that ‘The true artist will let his wife
starve, his children go barefoot, his mother drudge for her living at seventy, sooner
than work at anything but his art’. However, the artist is also a person, who might
have other aspirations as well. According to George Bernard Shaw an artist would
always choose art over his or her family. And | wonder, why do artists find
themselves in the position of having to choose between sustaining a family and
making art, if both are expressions of their own values towards the achievement of an

ultimate goal; of finding happiness (Aristotle)?

2.3 Motivations

George Bernard Shaw’s quote makes me wonder what do artists do it for. Why do
they put themselves in the position of choosing between their art and their family, if
they do so. This seems a very difficult decision to make. It seems intriguing to explore
artists’ motivations in engaging with art making, especially when they face
difficulties. Is art production a profession to them; do they expect to make a living out
of it? Is it a means to their survival, or is artistic production indeed what Klamer
suggests, the expression of their values and a purpose in itself? My questions imply an
either-or situation, where artists can either be motivated by extrinsic aims, or by
purely artistic purposes. Although I am not in favor of extremes, it is a ‘division’ that
| encounter in conversations with colleagues of mine, as well as in the theory of

cultural economics.

Although standard economists mainly support that people are always motivated by
monetary gains, or by goals related to reputation, recognition and power —seen as
parts of competing successfully—, artists and sociologists of art seem to deny it. In
Sarah Thornton’s book “33 Artists in 3 Acts” she describes her time spent with the
artist Jeff Koons. Although a successful artist, who has managed to receive monetary
returns from his work, Koons does not admit that his motivation was ever making
money. Moreover, in Thornton’s discussions with artist A1 WeiWei, the monetary
motivation is not even mentioned, and he mainly speaks about sociological and

political motivations and his need to express his beliefs and values, and about his
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involvement in the arts as a response to the socio-political predicament. The same
pattern follows the rest of the book as well, which opposes to the claim of standard
economists that people are always motivated by monetary gains, or from external to
the activity goals. Standard economists don’t accept that motivations for production
can be other than extrinsic to ones activities. However, when discussing artists
motivations for producing art, Frey (2002) distinguishes the motivations of artists and

creative workers in extrinsic and intrinsic.

Extrinsic motivations seem to include monetary goals and fame or recognition-led
activities. Such motivations consider art creation as being means to an external end,
such as making money, or gaining ‘power’ in the art markets through fame and
recognition. On the contrary, intrinsic motivations include expression- and value-led
artistic creation. Such motivations imply that making art is not just a means to other
ends, but exists on its own; artistic production is a purpose on its own, expressing

one’s values (Frey, 2002).

While it seems that the two approaches are two extremes that don’t meet, Hans
Abbing discusses that this is not the case in his book “Why Artists Are Poor” (2002).
There he acknowledges that artists may be both extrinsically and intrinsically
motivated, despite the existence of the distinct and extreme labels of the ‘self-less’ or
the ‘commercial’ artist. Even more, Abbing supports that even when artists have
monetary expectations, this is only a means to their ultimate purpose of ‘serving art’.
Moreover, he discusses that it is a matter of prioritization, as when artists have
secured their survival, they prioritize their art. For them, Abbing suggests, the art is
the main purpose while money or fame only means for them to be able to achieve its

realization.

This suggestion seems to be in line with the value-based approach, that considers art
making as realizing certain values, as purposes in themselves (Klamer, 2015).
Moreover it seems to respond to why artists keep making art despite the difficulties
they may face and despite the lower financial returns they may experience in relation
to other ‘professions’. In this sense artists seem to be consciously acting in response
to their values by valorizing and expressing them in visual or textual forms; in their

art. From the Aristotelian, teleological point of view, their ‘telos,’ their chosen end
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and main desired achievement is art creation, and while engaging with this process

artists realize their values.

This ‘teleological behavior’ may be recognized also in the choices of artists in regards
to their education and the fact that they choose to invest in their intellectual capital,
and further develop their knowledge and intellect (Towse, 2006). This is confirmed
by the fact that artists seem to start their career at a later stage, once they have first
invested in their education (Throsby & Zednik, 2011). One could argue that if an
artist’s purpose is to ‘serve art,” the personal, transcendental, social or societal values
valorized, so as to ‘serve art,” are consciously chosen and form a consistent behavior

that may already start during an artist’s education.

2.4 Realization of art

Since artistic production seems to be a conscious choice and value realization, and
following the above-mentioned arguments following the teleological notion of art
instead of the standard economic instrumentalisation of artistic creation, it is
interesting to explore how artists manage to realize their art, and which frameworks
they use to do so. Initially, standard economists would suggest that art works are
commodities exchanged in the market(s). However, due to the characteristics of
cultural goods as both public and private goods, the market might not always work as
expected for the exchange of cultural or artistic products. The cost-desease argument,
as suggested by Baumol and Bowen (1966) is also used by economists so as to show
how markets might be insufficient in achieving equity for those engaged with artistic
production. Moreover, the value of artworks is not easy to be measured in monetary
terms, as it includes cultural, aesthetic, historical, transcendental or symbolic values
(Throsby, 2000). Moreover, consumers themselves may not have proper education or
experience in order to understand the value of cultural goods. Ginsburgh (2012)
underlines a quote by Ruskin (1957, 1862) claiming, “markets alone do not ensure
that consumers make the best use of the goods that are offered to them, unless they

are educated to do it.”

As markets seem to be insufficient in understanding artistic production and its value,

many economists have supported the need of governmental interference, either with
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direct or with indirect support, so as to ensure equity and continuation of artistic
production (Frey, 1982; Ginsburgh, 2012). So far, they used the above-mentioned
arguments to do so. However, as mentioned earlier in this thesis, their perspective of
art in such a case seems to be instrumental. To take the perspective of art as purpose,
we need to explore the perspective of artists finding ways to realize their art, which is

suggested by the value-based approach.

Klamer (2015) suggests that there are four spheres in which someone can seek
support to realize their values and purposes. These spheres include, of course, the
market, as well as the government, namely the state. Further, these spheres include the
social sphere, and the ‘oikos.” Each sphere is working under a different logic, and
supports different values. As such, the market mostly promotes competition and profit
maximization, while the governmental sphere promotes the values that go along with
each political side or interests that are in power. The social sphere, which includes the
networks and relationships of the artist, usually operates under the logic of shared
values. The ‘oikos’ operates under the logic of the family and promotes the respective
values shared, but mainly of the values that an individual wants to promote. The
logics of the different spheres affect the values that they promote. Therefore,
according to the author, the individual, namely the artist or the cultural organization,
needs to make conscious choice of which sphere to work in, and be aware of the

logics in each.

This is an important decision to make, as one would realize his or her goal and
ultimate purpose through realizing certain values. Therefore, the decision on the
modes of supporting matters, as it shows not only the values of the supporter, but also
the values of the one that is being supported (Klamer, 2015). This makes sense if we
think that artists promoting activism against how companies exploit the natural
resources of Africa, probably would not want to be supported financially by profit
driven companies like Shell. Even if they managed to get support by such a company,
they would probably lose credibility and recognition of their peers. Therefore, it
seems that every decision and every step through the art production process, from the
moment of deciding what sort of art work to produce and what sort of collaborations
to make in order to realize it, to financing it, presenting it and promoting it, is about

realizing values. As such, and in order for someone to be consistent in one’s choices
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S0 as to be taken seriously, those decisions need to be cohesive with one’s values and

one ultimate purpose and vision.

2.5 Creativity & Creative Destruction

As this thesis studies the contemporary arts scene in Athens, during a period that
seems to be characterized by changes and transformation, it seems relevant to explore

creativity as individuals’ characteristic resulting to potential change and innovation.

Creative thinking refers to people’s capacity of individuals to combine existing ideas
in new ways, think out of the norms and accepted ways of knowing, thinking, or
making and pursue new paths for solving problems (Amabile, 1998; Bryant &
Throsby, 2006). The ‘new’ is a result of different processes, diverse perspectives and
openness to seeing something “previously unnoted.” According to Amabile, creativity
cannot be measured by objective criteria (1983). Still, academics and economists
acknowledge art-related occupations as creative, as they define related industries as
creative. Specifically according to UNCTAD report (2008:13), “the creative
industries are the cycles of creation, production and distribution of goods and service
that use creativity and intellectual capital as primary inputs; constitute a set of
knowledge-based activities, focused but not limited to arts, potentially generating
revenues from trade and intellectual property rights; comprise tangible products and
intangible intellectual or artistic services with creative content, economic value and
market objectives; are at the cross-roads among the artisan, services and industrial
sectors; constitute a new dynamic sector in world trade.” Therefore, it seems that

creativity plays a great role in artistic creation and production specifically.

What is described as creativity brings to mind the ancient Greek philosophers,
Heraclitus and Parmenides. Heraclitus would support the continuous changes that our
world undergoes, while Parmenides would suggest that everything always inevitably
remain the same. Contrasting Parmenides’ claims, especially in the arts, “creativity

seems to be the very antithesis of a rational process” (Bryant & Throsby, 2006: 512).

Acknowledging that creativity may be an individual’s trait or part of a production

process (Amabile, 1983), theory suggests that one’s personality, qualities and values
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may influence it, allowing the individual artist or creative worker to find new ways of
knowing, making, and in general realizing art (Amabile, 1998; Bryant & Throsby
2006). When discussing about the art world, and because of the characteristics of
individuals and processes involved, including the high levels of creativity, Heraclitus’
“everything changes” seems more relevant than a static, non-changing world that

always runs under the same conditions.

The artists’ activities are expected to embrace changes due to the fact that creativity
prevails. Such changes may refer to the socio-political predicament or to technologies
used that affect the artistic form or platforms and devices used. Moreover, changes
may affect the structure, and the ways of managing problematic situations and provide
with new solutions in all stages of artistic production, leading to innovative ways of
dealing with problems. From the first stages of conception and decisions about form
and ideas, to the promotion, financing, value creation and the relationship to the
audience, change is linked to creativity and seems to provide with innovative results
(Bankshi & Throsby, 2010; Bryant & Throsby, 2006; Cowen, 2008)

In economic theory, there are views in favor of changes and views against it.
Schumpeter is discusses how changes are inevitably leading towards Creative
Destruction (1942). Since ‘creative destruction’ allows for experimental, open-to-
change attitudes it is interesting to explore whether such a term could be used for
explaining artistic production as well. Schumpeter discussed that creativity moves the
economy forward, as through creative destruction, old norms are abandoned and new
perspectives come into play (1942). However, he suggested that what motivates this
process within the market is competition and profit- or power seeking, as companies

have the desire to sustain their competitive power in market.

As discussed in the section of artists’ motivations for engaging with artistic
production, we can see that Schumpeter’s claim would consider artistic production as
a means to other ends. This is because, according to the author, creative production
and innovation seem to be motivated by purposes external to artistic production itself.
Creative destruction seems to need a competitive where quantification and
instrumentalisation of values take place. This doesn’t seem an environment where the

arts would flourish, according to what was described earlier regarding artists
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motivations. On the contrary, as, according to Amabile (1998) artistic creativity may
be motivated intrinsically —by passion, interest, and other esoteric motivations—, a

case for the cultural industries, and specifically a contemporary art scene.

2.6 Concluding Remarks

Economists have come up with several ways of discussing, explaining and justifying
artistic and cultural creation and production. Standard economists attribute an
instrumental notion in artistic creation and in the existence of art. As they explain its
characteristics according to the market logic they take for granted certain attitudes
that are found in the market sphere. On the other hand, sociologists and some cultural
economists promote the value-based artistic production that considers art as a purpose
in itself. While both the approaches can be more or less convincing, | will investigate
which is the case in the Athenian contemporary art scene, and whether art can actually

be a purpose within the economic reality that the country experiences nowadays.

In a financial-crisis situation, what may bring monetary returns seems acceptable, as
the main aims become quantifiable development and growth. This puts artists,
creative workers in a defending mode, where they have to prove why they are still
useful for the society, the economy or the humankind. Although | understand the
point, I have the feeling that the two sides don’t speak the same language. As it feels
that the market logic does not explain the artists’ behavior and artistic production, |
turn to the value-based approach that takes into account the way things actually work

in the art world.

Further, as creativity is an important characteristic of artists and artistic production, it
can be pushing towards new directions and perspectives. Changes drive and are
driven by creativity at the same time, resulting to openness and innovation. Such
changes may destroy former frameworks of production being pushed by different
sorts of motivations. Since | notice that the starting point, and language used between
the art-related and economic actors are different, |1 also wonder whether ‘creative
destruction,’ as framed by Schumpeter within the standard economic approach, takes
place in the context of the Athenian art world taking into account the motivations of

artists and creative workers and their social and political environment.

22



23



3 The case of Greece

In an effort to explore artists’ and creative workers’ motivations for finding ways to
produce their art within constraints, this thesis focuses on the case study the
contemporary (visual) art scene of Athens, in Greece, during a period of severe
financial crisis. Considering the standard economic logic, motivations for production
are extrinsic, and production seems to be a means to other ends; usually competition
and market power, or monetary gains. However, in an environment where the market
is shrinking and financial crisis constrains monetary gains, the standard economic

approach doesn’t seem convincing.

Specifically, the social and political predicament of Greece is highly shaped by the
financial and economic crisis. Local and international newspapers discuss the
continuously decreasing Greek economy, pointing out the increasing numbers of
poverty and homeless people. The Greek crisis has turned to “a full-blown recession”
that is referred to as “unprecedented in depth and duration” (Matsaganis, 2012: 406).
According to Matsaganis and Leventi (2014), who researched the data of monetary
incomes not including funding cuts, the recession has had a serious impact both in
terms of job and income losses and has increased inequality and poverty. According
to the authors, population in extreme poverty has doubled, especially in regards to
families with children, while amongst the unemployed the poverty reaches the

catastrophic percentage of 41%.

At the same time, Liberakis and Tinios (2014) discuss how the crisis is transmitted
from the state to the family circle, while they discuss the impact of the crisis in social
protection. This current situation seems to leave people ‘unprotected’, as the state
fails to protect the lower-income people, while their families are requested to pay
extra taxes to cover the state’s debt and contribute to its survival (Matsaganis, 2012).
Consequently, the severe crisis of the Greek state’s finances, has affected the
individual consumption in Greece, which eventually seems to affect the market.
According to EUROSTAT’s report the loss of actual individual consumption has
decreased up to 15% between 2008 and 2011. According to the report, Greece is also
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the country where consumption has contracted most in 2011, with a decrease of 7,1%
(EUROSTAT, 2013).

The information provided shows how the crisis has affected all parts of Greek society,
the public services, the market and the individuals. In this environment, where people
may feel insecure and unprotected, culture seems to be produced despite the
difficulties. According to Gabriella Triantafyllou (interviewee) this year’s number of
theatrical performances reached the number of 1000, while the contemporary art
venues and artists initiatives appear to be increasing in numbers. Moreover, according
to international and local press the Greek contemporary art scene seems to be

reviving.

Still, in such a situation one could question any kind of investment in contemporary
culture. This is because the contemporary art market of Greece is small and keeps
decreasing due to the crisis. On top of that, Greece already has much of cultural
heritage to ‘sell,” which includes ancient sites, myths, Mediterranean cuisine, and so
on and so forth, and translated to greater attraction of tourism and foreigners.
Therefore, according to the standard economic view, it doesn’t make sense for people
to invest time, money or effort in the Athenian contemporary art scene, ignoring other
ways of making money and existing in the market, or even surviving. The fact that,
according to the Banks (2015, The Guardian) the Athenian contemporary art scene
flourishes, cannot be explained from this perspective, unless it makes such a profit to
the people involved, or the state. Although this is something to investigate in the
empirical part still, it is maybe good to change our perspective, and see whether we
can approach Greek cultural production from the other perspective; namely the value
based approach (Klamer, 1998; 2004; 2015).

In this sense, does Greek contemporary art scene flourish in the midst of a severe
financial crisis, because people have found a growing market, or because they have
found a purpose in making art? What are the motivations for artists and creative
workers to still produce despite such difficulties? Is their art a means to another end,
or is it the end itself? If the latter is true, what are the values realized, and how are
they realized? Within this crisis, how easy is it to produce art, and what are the ways

to manage it? How is the artistic production affected, and what are the noticeable
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changes? Could creative destruction be taking place, in Schumpeter’s terms, or are

such changes explained in a different framework?
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4 Research Design

This chapter records the research methodology and design used for the empirical
research, so as to investigate the above-mentioned research questions concerning the
contemporary art scene in Athens. The method used to answer the research questions
is recorded, while the sample and the data collection are presented. Given that lately
both the Greek and the international press promote the Greek contemporary art scene
as reviving despite the crisis, this research aims to find out why and how this happens,

and what it may mean for the future.

This research seeks to investigate the reasons behind artistic production in times of
social crisis and transformation by looking at the case study of the contemporary art
scene in Athens. This is because it is interesting to understand the reasons behind why
artists and other ‘art-producing’ related individuals insist in making, promoting and
supporting art when they face severe financial difficulties. The question is intensified
by the fact that the severe financial crisis turns into a sociopolitical and humanitarian

crisis and shrinks the already small Greek art market in terms of consumers.

4.1 General Methodology

As such, this paper seeks to answer questions of motivation, as well as to record
means and ways of change. The research is expected to confirm motivations that are
in line with cultural economic theories and are related to values and non-monetary
returns, which of course, frames an anomaly, according to standard economic
approaches. Due to the nature of the questions, the method used is an exploratory
qualitative research, as it allows for a closer connection with the participants.
Additionally, qualitative interviews also allow interpretation of the words and

behaviors of each interviewee.

Specifically, case studies of different individuals that engage with artistic production
in Athens were analyzed. The collected data are stories, experiences and moments
that illustrate the motivations of each interviewee for his or her involvement in artistic

production, the choices they make, and the different ways they find so as to survive
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and create their art. The choice of the qualitative method follows the choice to follow
an exploratory case study design for this research. This design allows to explore the
few cases of specifically the contemporary visual arts field in Athens, in order to
understand the ‘how’ and ‘why’ in the specific context of the research (Bryman,

2004).

4.2 Units of Analysis & Sample

Defining the population of the research and the sample that is going to be studied is
an important first step, as it enables a more viable and reliable research. In this study
the units of analysis are a group of individuals—artists, writers, curators, intellectuals,
thinkers, creative entrepreneurs—that are currently involved in the artistic production
of the Athenian scene of contemporary art. As this study also seeks to investigate the
changes and a potential creative destruction due to the financial situation of Greece,
participants were both people that started their activities before the crisis, as well as
people that started their engagement with scene recently, and mainly after 2008 when
the severe crisis started. These individuals may be artists or people that have initiated,
manage, or work in contemporary art organizations, which include presentation or
exhibition spaces, studios, places that host entrepreneurial artistic activities, and other
spaces that may contribute to artistic production. When referring to artistic production
this thesis includes creation-production, presentation, and promotion of contemporary

visual arts.

Bearing in mind the nature and purpose of this research, an effort was made to
approach different individuals, as well as collectors or galleries, to understand their
reasons for engaging with and investing in the contemporary art scene in such times.
Concerning collectors, however, | only received one response from the collector and
founding director of a contemporary arts organization with whom | proceeded to an
interview. However, the specific number of artists or contemporary arts organizations
or people that engage in contemporary visual arts production, as described above, is
not known, as | was not able to retrieve the appropriate and updated data from the
respective public service. Still, Athens is currently internationally claimed to have a
rising contemporary art scene, mainly translated in production, while the

contemporary art market of Athens is still considered quite small.
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4.2.1 Criteria

In order to ensure the feasibility of the research, the sample needed to be narrowed
down. Therefore, the following criteria were set, in order to choose between the
different actors:

The time of the artistic production / activities

The studied people or organizations needed to be active with artistic production until
today. Both individuals (and organizations) that started during the crisis, and those
that had already existed before the crisis where included. In this way changes and

reasons would be better grasped.

The activities of the people

The core activities of the interviewees had to link to artistic production within the
contemporary visual arts. Once the first round of interviews was finished, a second
round of interviews was scheduled according to the analysis and results of the first
interviews. This second round was related to either missing ‘actors’ or artists and
organizations that would potentially confirm, or not, what had been recorded by first

round interviewees.

4.2.2 Interviewees

Following the above-mentioned criteria, and an exploratory research in the early

stages of my research, | sent twenty invitations for the interview, via e-mail.

The organizations, or individuals, that replied are 10 in total and include:

First Round

1. Marina Fokidis: Curator, Initiator & Director of Kunsthalle Athena
Marina Fokidis initiated Kunsthalle Athena in 2009. Kunsthalle Athena is a non-profit
organization devoted to the promotion, presentation and production of contemporary
art, linking the local and international audiences and creators. Within Kunsthalle
Athena, she co-initiated the contemporary art magazine SOUTH as a state of mind.
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Marina Fokidis was chosen due to her decision to initiate such a contemporary art

non-profit center during the first year that the crisis burst.

2. Dakis loannou collector, Director of DESTE Foundation
Dakis loannou is a collector and the director of the non-profit organization DESTE
Foundation. The organization was established by him in 1983 and is devoted to the
promotion of young or established contemporary artists, and of Greek contemporary
art to broader audiences. Dakis loannou runs DESTE Foundation for more than 20
years. He was chosen to record his view of the Greek contemporary art scene and of
the changes that the scene has experienced over the years in terms art realization, as

well as his motivation on investing in the Greek contemporary art scene.

3. Petros Babasikas, Chrysoula Voulgari, architects, writers, artists & Initiators
of Depression Era Project & Drifting City
The Depression Era Project, and the Drifting City project are happening now, in
contemporary Athens, in contemporary Greece. It is, therefore, interesting to see how
these artists (that have multiple professional identities) support their practices, and to

understand and record what they feel they contribute to with their practice.

4. Sofia Dona/Dafni Dragona curators of New Babylon Revisited Athens — A
project included art presentations, urban projects and a temporary radio station
Sofia Dona lives in Athens, and works in Athens and across the world. Dafni Dragona
is based in Athens and works both in Athens and in Europe. They are both curators,
while Sofia is also an artist, teacher, and architect. They were chosen so as to record
their motivations on working in the contemporary art scene of Athens and their ways

of realizing art within the Greek crisis.

5. 3137 - Kosmas Nikolaou
3 137 is a newly founded artists run space, run by artists for artists. It is a studio of
three artists and a presentation and support/network place for other artists. Although |
had the interview with one of the three artists running it, Kosmas, the place is very
intriguing as it started right in the crisis, in 2011, and it reflects the changes in the

contemporary art scene, but also in the social realm of Athens.
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6. Bios — Romantzo —Gabriella Triantafyllou
Romantzo is the first hub for creative workers in the center of Athens, initiated just
one year ago in an area of the center of Athens that was about to become a ghetto. It
was initiated in the core of the Greek crisis, therefore | found it interesting to explore

the reasons and social changes that this place responds to.

Second Round

7. SNEHTA — Athens Residency —Augustos Veinoglou
SNEHTA is a newly initiated residency for foreign artists that would like to spend 2
months in Athens, working on a project along with a Greek artist within the Athenian
scene. Augustos Veinoglou, the initiator of a residency is an artist, initiated SNEHTA

two years ago, during the financial crisis. SNEHTA is a non-profit artists residency.

8. Athens Zine Biblioteque — Yiota Pappa & Tasos Papaioannou
Athens Zine Biblioteque was initiated by an architect and a graphic
designer/illustrator in 2014, within the framework of Traces of Commerce. They
could have their space for free, but they were not allowed to sell anything. | was
intrigued by the fact that they used old, unused space, they made no money, and | was
interested to investigate why and how they manage to survive and realize their art.

9. Katerina Tselou - Curator
Katerina Tselou is a curator, and one of the people who re-initiated the ‘Art Athina’ in
20009, right in the beginning of the crisis. Currently she works as the artistic assistant
of Adam Scemzyck, the head of the AOCUMENTA14 that will be held in Athens in
2017. Her case is interesting as she continues supporting the art scene with her work

despite the financial crisis and the respective difficulties.

From this point on, when referring to ‘actors,” ‘interviewees’ or ‘respondents,’ this

paper will refer to all the above-mentioned individuals.

4.3 Data Collection

Due to the sensitivity of the subject, the interviewees were approached in ways that
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allowed them to open up and discuss their values, beliefs, feelings, ideals and
practices that would reveal their reasons and motivations in engaging with artistic
production. Therefore, | used the exploratory qualitative method of open, semi-
structured interviews, as according to Lewis (2003) qualitative interviews allow the
interviewer to grasp the motivations and decisions of the actors as well as to
understand ‘how’ and ‘why’ the interviewees operate in certain ways. Moreover,
qualitative interviewing seems to be able to provide the tools to understand the
choices of the actors, as they are essential for “contextual understanding of social
behavior” (Bryman, 2004: 281). Furthermore, this method allows understanding the

subjective meanings of concepts, as each actor understands them.

Consequently, the data were collected through nine in-depth interviews with the use
of an interview guide. Six interviews were face-to-face and took place in the area of
Athens at the place where each participant works during April 2015. Three of the
interviews were made via skype sessions, as time and budget limitations did not allow
for a second trip to Greece. The interviews took place as informal discussions, so as to
grasp the motivations, personal decisions and values of the interviewees, as well as
the changes in the contemporary social environment of Athens. The Greek language
was used during the interviews. Later, all interviews were transcribed without using
any program. Coding and analysis of the interviews took place without the use of any

supporting coding program.

Additionally, while doing the interviews, | gathered national and international press
material related to the scene. I also tried to find statistical data that would show the
trends in the numbers of artists and contemporary art organizations registered in the
last years, so as to see whether there is a factual increase or decrease due to the given
circumstances. However, due to the highly bureaucratic system of Greek public
services, as well as the lack of certain updated data, I only use what was readily
available. To compensate the lack of numerical data, 1 scheduled more interviews

throughout the process.

4.4 Operationalization

In response to what this study seeks to investigate, for the participants to receive clear
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questions, and in an effort to avoid guiding their answers, | proceeded with questions
without explaining the specific concepts unless they specifically asked for
clarification. In cases where | understood that they did not grasp the concept that |
was referring to | tried to explain briefly, so that I would not interfere much with their
answer. When needed, the concepts of motivations, changes in the artistic production

due to the crisis were explained as follows.

In regards to motivations, | asked them whether certain motivations could be
considered central to their decisions: money, fame, recognition, need for expression.
Usually, I first started with the difficulties they face in being artists in regards to their
need to make a living. This would easily end with the question, “Then why do you do
this?” Or “What do this give you then?”” and challenging them further to define their
thoughts and shape them to words. Regarding changes, | would ask them whether
they have noticed change in the way people act towards artistic production; the
numbers and quality of artistic production; the business management including the
ways they finance their art; the spaces they use, and the form or content of their art.

4.5 Data Analysis

The in depth interviews were transcribed. In all cases, the sound recordings of the
interviews were examined thoroughly, so as to capture the tone and exact meaning of
the respondents’ answers and explanations. Consequently, the transcribed material
was carefully read multiple times. During re-reading the interviews, a table with the
interviewees’ answers was made, so as to make connections and see patterns by
linking the interviewees’ answers with the questions of the research, and underlining
the similarities and differences in the respondents’ answers. The exact quotes were
extracted from their answers, when the interviewees directly answered to the

questions of this study.

Moreover, their answers were re-read several times in order to be carefully interpreted
and find non-obvious patterns. Comparing interviewees’ answers, [ collected the
appropriate data linked to their motivations, the ways of financing their activities and

their sustainability, as well as the changes they have observed in the processes, forms
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and places of artistic production in Athens. Further, I did not use a coding program for

the data analysis.

5 Findings

In this chapter the findings of the empirical research in Athenian contemporary art
scene are recorded and commented upon, in relation to the literature as discussed

earlier in this thesis.

5.1 Contemporary Art Scene in Athens

This thesis focuses on the production of contemporary visual art in Athens, Greece.
Therefore, an effort has been made to scout for, and record the numbers of artists and
organizations related to the genre, so as to understand whether there is a pattern
caused by the Greek crisis. Unfortunately, the lack of focused data, and the
bureaucracy of Greek public institutions do not allow the detailed recording and
presentation of specific trends regarding the number of artists and organizations in
Athens, Greece. The general data provided on the website of the Greek Chamber of
Fine Arts suggest that a number of 250 artists is added every year. However, the
database still includes non-living artists. Therefore, I cannot record an increase or
decrease of the actual number of artists in Athens, based on such numerical data.
However, according to international and local newspaper articles, as well as to
discussions with the interviewees, there seems to have been an increased attention to
the Athenian contemporary art scene since the beginning of the crisis, that has been
intensified since the announcement that AOCUMENTA 14 will take place both in
Athens and Kassel in 2017.

This attention responds to what exists, as confirmed by the interviewees, their
thoughts on the situation in Athens, and their own activities. To sum up some of the
activities, Athens still hosts the biggest Academy for the Arts in Greece, with
facilities, which artists keep using also after their graduation and in the beginning of
their career. Concerning governmental support, the National Museum of

Contemporary Art (EMST), in Athens, and the participation of Greece at Venice
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Biennale for contemporary art are publicly supported. However, according to all
interviewees, due to several issues—that this thesis cannot expand on-to date the
EMST is not working as expected. It is temporarily hosted in a building in the center
of Athens, while the new building that has been built specifically to host the museum

is not open to the public yet.

Despite this limited support of the Greek state to the contemporary visual arts scene,
the interviewees confirm several, mostly private, initiatives that pop up. Such
initiatives include small ‘alternative’ spaces run by artists, as their own work- and
presentation-spaces, not-publicly-funded but open-to-the-public contemporary art
organizations, residencies for foreign artists in Athens, collaborative projects between
existing cultural organizations, collaborative projects between public institutions and
individual artists or creative people that are initiated by individuals. In general the city
of Athens seems to host a significant production in regards to contemporary arts.
Despite the acknowledgement, respect and admiration that these initiatives may
receive, the first question coming in mind is how these individuals and organizations
manage to survive, or manage to sustain their activities in times of such severe

financial crisis in Greece.

5.2 Art as a means to an end

The fact that the Greek contemporary art scene is flourishing despite the financial
crisis means that individuals —artists and creative workers— choose to produce art.
According to the standard economic theory that attribute an instrumental character of
the arts, this would be explained if their artistic production as means gives back
returns that are useful to another end, especially within the crisis. That could be
extrinsic motivations such as money, or fame and recognition to reach wider

audiences outside Greece. However, this doesn’t seem to be the case.

| have asked all the interviewees whether they make money out of their artistic
activities. Some of them responded with a direct ‘no’ pointing out that sometimes
they don’t make ends meet, while others claim that they manage to make a living, this
being so because making a living has gotten cheaper in Athens. In the question
whether they make money, or profit of their activities, they all responded that such
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activities are not profitable, especially in a market like Greece. On the contrary they
would even have to invest own financial capital, most of the times. Therefore, money
doesn’t seem to be their purpose, although they don’t seem to be completely

indifferent to it.

Specifically when asked whether making money is one of their motivations to their
involvement in artistic production, the duo directing the Athens Zine Biblioteque
responded positively. Although their main pleasure is the personal relationships and
network that they build through their activity, and making money was not their first
goal to start with the project, they would like to scout for entrepreneurial possibilities

for making the project sustainable in the future.

“We invest own money in the Biblioteque, and so far we take it back [...] Of
course we think of the future, and we want to make money from it. We want
the Biblioteque to sustain itself, to be autonomous. But is not our only reason.
[...] If we had to prioritize our motivations, making money would be the least
important. | think what we mostly like about this is the network and

relationships we create; a more sentimental motivation.”

At the same time, K.N., one of the members of the team of the artists run space 3 137,
admits that the team always discusses entrepreneurial possibilities of the space, and
how it would actually manage to sustain itself, and even, how they themselves could
have an income from it in the future. When asked whether they make, or they would
aim for profit he responded:

“We don’t make any profit. What we now want is to make it sustainable, as it
isn’t yet. We discuss about it, how to do it, ways to make it work. We have
had many discussions and much guilt for the fact that this thing doesn’t yet

make any money.”

‘Making money’ in these cases does not seem to translate into profit-seeking, but to
be able to have an income for the effort and time the artists invest in these projects.
This may also be related to their need to sustain themselves or contribute to the

sustainability of their families. While this confirms both the instrumental approach of
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art, and the idea that it has value in itself, prioritization seems to take place regarding
what the interviewees seek for. This confirms Abbing’s observation that although
artists seek for monetary returns in terms of sustainability, once they get that they
prioritize art making as their main goal (2002). In this sense, money is a means to the
end of being able to make art, and not the opposite, which would be making art in
order to become rich. This is also confirmed by architect and curator of arts
collective, P.B., who admits that, although they would like to be able to make money
from their practice, they don’t actually do, but it doesn’t seem to bother him. When
asked why they insist on making projects with the collective despite the lack of
financial sustainability, P.B. responds with intrinsic motivations such as passion and

interest:

“The motivation is the work itself. I wish it would make more money but it

doesn’t. Ok.”

His partner, Ch.V., also adds,

“Why this and not something else? Well, for me, it is something that | can
better do, even if I don’t make enough money. If I would leave it for

something that might bring me more money, | would probably not be as

happy.”

These statements confirm the idea that the well-being of artists doesn’t lie in making
money, but in making art. In Aristotelian words ‘the pursue of the ultimate purpose,’

what makes her happy, is her craft and making art.

Additionally, other interviewees have a stricter response when asked about art as a
means for them to make money. Curator and initiation of an arts organization in
Athens, M.F., suggests that someone would make a very bad investment, if they
would start a contemporary arts organization in response to profit-seeking or money-
making wishes. Her motivation, as she states, is mainly her need to act like this, or as
she says, “It is how I breathe”. This response forms a complete anomaly to the
standard economic approach. On the contrary, it confirms the value based approach

responding to her purpose through realizing art (Klamer, 2015).
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The same is confirmed in regards to fame and recognition as being an end. Standard
economists suggest that even if money is not the end, other extrinsic motivations,
such as fame and recognition, may be purposes that art contributes to. However, the
interviewees do not confirm this. Specifically, they did not refer to fame when asked
about their motivations for involving in artistic production. Still, once they were
specifically asked whether they do it for fame or recognition some of them admitted
that this could be one of the reasons, but in any case not the main one. Artist K.N

responded:

“Fame, yes. Maybe it is, but it’s not my main reason for doing this. Obviously
money and fame, or better, recognition, are reasons, although they don’t come
easy. But they play a role, indeed, especially recognition. But in the end | feel
that —and maybe this sounds a bit cliché— [I am making art because] | cannot

do otherwise”.

Photographer Ch.V. when asked about fame she responded:

“What fame? I haven’t seen that much of fame so far. [...] Yes, I admit that
this may be a reason for some, but for me, it is that |1 cannot do otherwise.

[Making art] is what I’ve learned to do.”

According to the answers of the interviewees in regards to the contemporary artistic
production in contemporary Athens, the standard economic view of art as a means to
make money, acquire fame or pursue extrinsic ends is not confirmed. On the contrary,
the interviewees imply that art is what they do, and that money would support and
sustain it, confirming the value-based theory. However this does not mean that they
don’t aim at making money at all. The guilt that they feel when they manage
sustainability of their art projects or themselves with their activities shows that they
feel that they need to make money out of their ‘work’ so as to sustain themselves and

their ‘oikos,’ their home and families.
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For doing so, some have more than one ‘jobs,” and others receive support from their
families. In any case, money as a means of survival does not seem indifferent to them.

Curator K.T. discusses:

“How I survive? That’s a good question. Well, I have been lucky in this
sense, as my family could support me. Now | make enough money to sustain

myself from my work, but previously that was not the case.”

P.B. also responds that to make ends meet and pay his rent:

“I do many things at the same time. I live in this chaotic situation, which I
am not sure whether it is sustainable. Still, 1 want to make a living [by doing
what | am doing]. | believe that whatever project we do has to have a

continuity and coherence with our activity, with what we do.”

The motivation of the interviewees corresponds mostly with intrinsically driven art
making, as discussed by the theory (Frey, 2002; Abbing, 2002; Klamer, 2004; 2015).
However, as understood from the answers of the interviewees, they seem to have
simultaneous, and slightly contradictory, intrinsic needs. One would be that they wish
to sustain themselves, which translates to be able to make a living out of their work,
but doesn’t refer to becoming rich. The other is to keep making art, although it
doesn’t help them much to sustain themselves. This suggests that making art is both a
means to make ends meet, and an end in itself. However, when they don’t manage to
make a living from their art, they find ways to sustain themselves without quitting
their involvement in artistic production. This may cause frustration and conflicting
values and goals that, as half of the interviewees confirm, push them to run chaotic

lives undertaking more that one projects, or jobs at the same time.

5.3 Art as the end?

More interviewees also talk about an inner need that corresponds with ones values
that are expressed as cultural production. This confirms the value based approach, and
the fact that making art is not a means to extrinsic ends, but conscious choices that

correspond to one’s own values and contribute to one’s well being. To support that,
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two independent curators, D.D. and S.D., discuss about their activity as a result of
their “need to express something, their need to present something.” This “something”
may not be defined, but corresponds to what they believe as good, as they say. It is
interesting is that the artist K.N. also does not express this need with words, even
when pushed to do it. When asked why he continues making art when the
circumstances don’t provide for a basic environment, forcing him to also find other

ways to support his artistic production he responds:

“It is something that doesn’t let me rest. I cannot avoid it. When I don’t make

art ‘my hands feel itchy”.

Another very interesting aspect is that eight out of the ten interviewees specifically
discussed their activities as part of a need to build relationships and networks of
people, and it happening, as important motivation for their engagement with artistic
production. Most of them talked about the people they meet and the relationships and
friendships they create through their activities. The importance of the network seems
to be linked, not only to the promotion of their work or to potential future
opportunities—although most of them admit that this is also important—, but also to a
need to exist among creative intellectuals, to gain their respect and recognition and to
engage with them in a dialogue that feeds their personal need for cultural or
intellectual capital through circulation of ideas and knowledge. The collector and
founding director of a contemporary arts organization D.l., acknowledges that his
main motivation for investing time and money in the organization is the dialogue with
artists and intellectuals on contemporary art and the relationships that he builds with

them that feed “his need for progress and development as a human being”.

Further, curator K.T. claims that an important advantage of her involvement with
the artistic production is “the contact with the artist and the opportunity to be part
of the creation. Through this dialogue | help the artists, but I also recognize what
happens around me, | see more perspectives through the discussions with artists

intellectuals.”

Standard economists might translate this aspect of art as being the means to achieve

external ends, like making friends, gaining intellectual returns or being part of a circle
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of people that they may admire. However, this is not as convincing, because people in
general don’t seem to just want to make friends, but they want specific people to be
their friends for several reasons, such as having common interests, and sharing
common values. Moreover, they don’t seem just to want to gain knowledge over any
topic. They find pleasure when they acquire knowledge on a specific field of their
interest, which would push them a step further in regards to their happiness
(Aristotle). Also opposing to the standard economic approach, P.B. discussed the need
of having, sustaining, or creating cultural capital, which is making art itself. When
describing the people and attendees to the workshop they organize as a collective, he
spoke about the drives of the participants. He brought the example of a Greek lawyer,
who “quit his job and started taking courses in photography, trying to generate a kind

of cultural capital that seems to have been lost”.

At the same time, when asked about his own motivations, he mentions an intellectual
need to be coherent and build upon what he has done so far. He mentions that their
recent project actually helped him towards that direction, and he is proud of it, despite

the fact that it is not financially sustainable. Furthermore he states:

“Continuing making things [despite their lack of sustainability] is the result

of a need to respond to your era, try to do something.”

Sometimes he acknowledges that his project force them to write down things:

“[...] And when we have to write thoughts down, we have to take position, to

consciously pick sides. And this is a good thing. It takes us further.”

This confirms that within his work, P.B works on and improves himself, his own

capital and ‘oikos’.

In response to individuals seeking recognition through art, one could argue that
recognition should also be explained. Probably they want recognition from specific
people, whom they admire and look up to, such as their peers. Therefore the

specificity of the shared values is the response to standard economists, because the
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choices made by the interviewees form conscious attitude towards the realization of

their values, and not —just— their effort to compete in a market.

According to the interviewees, the realization of such values within the networks of
people that share them is important to them. It is also important to them to sustain
themselves through certain activities that they consciously choose for. Therefore,
engaging in artistic production doesn’t seem to be means to exist in those circles. On
the contrary, existing in such networks and relationships ‘feeds’ them with
inspiration, knowledge and recognition needed to make their art. One might say that
this resembles to the ‘chicken-egg’ situation. However, interviewees respond as art
being produced through conscious choices responding to certain values, sometimes
also shared with others. This view is also confirmed by artist K.N., who discusses his

reasons for keeping making art in times of such financial constraints:

“Various of my fantasies are realized via my art. I can be who I want to be: I
believe that | can make the world better through my art, because for me it is

not a job. Art is an office.”

In this case producing or creating art feels much like a responsibility, or a way to
make the world better, an office that corresponds to a certain vision.

Moreover, curator K.T. confirms that:
“One acts according to certain beliefs. What | do needs to correspond to and
what | say in theory. Of course this is not easy, as it requires a certain level of
self-reflection.”
What K.T seems to refer to, are the values that she chooses to realize in every
decision she makes. Her involvement to the artistic production and the projects she
supports seem to be chosen according to those values, and are seen as part of her

whole stance towards life.

5.4 Realization of Art
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During the interviews, the people whom | spoke to explained to me their ways of
working, producing art and sustaining themselves while coping with difficulties
caused by the Greek crisis. It is, therefore, interesting to explore and record the
environment where they produce, as well as the ways they find to realize their
activities. Following the interviews, | observe that the answers of the interviewees

correspond to a four-sphere division of sustainability frameworks (Klamer, 2015).

5.4.1 Government

Firstly, all the interviewees discussed the role of the government in artistic production
in Greece. In contrast to Northern European models, where the government sphere
and public institutions remain central concerning the sustainability of contemporary
visual artists and contemporary cultural organizations, the ‘public sector’ of Greece is
much less involved. This is a practice that has been taking place for many years.
Despite the support that the state seems to provide to the ancient cultural heritage of
Greece, regarding the contemporary visual arts the Greek state only supports
financially the participation of Greece in Venice Biennale, and the National Museum
of Contemporary Art (EMST) in Athens, which the interviewees refer to as a

problematic situation.

Continuing, according to all responses, the government sphere —including the state,
municipalities, and public services— is difficult to work with. At the same time,
sometimes it is not desirable to work with for several reasons. These reasons may
include independency and freedom to act according to ones wills, bureaucracy, or

political orientation. According to the duo directing the Athens Zine Biblioteque:

“[...] We would not participate in the respective initiative that the
municipality organizes now. First of all, we would like to take our
‘organization’ to the next level entrepreneurially. On top of that, we wouldn’t
feel comfortable to work with public institutions’ initiatives. Why? We

wouldn’t want to get the stamp of having worked with them”.

This confirms that every professional move that creative workers make

corresponds with their own values, agreeing with Klamer (2012) in that financing
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decisions matter when it comes to the realization of values. In this case the fact that
they wouldn’t receive financial or spatial support from the public services confirms
the value based approach and that art creation and artistic production respond to the
individuals’ values. Confirming this, the collector and founding director of an arts

organization D.l. suggests:

“I would not work with the state. I am not interested in that. [...] This is
because I want to preserve independency. [...] In the past I had made some
efforts to work with publicly owned institutions and my experience was not

good, as we did not share the same ideas.”

On the other hand, some of the interviewees, like the curators D.D. and S.D., and the
artist K.N., don’t seem to be opposed to working with publicly owned foundations or
institutions under certain conditions that would involve a kind of freedom to realize
their art. Discussing further on the role of the state in their work, however, they state
that the collaboration may become difficult, as support doesn’t exist, especially when

contrasted with other European countries. P.B. further states that:

“The collaboration with certain public institutions and their structure is kind

of surreal and highly bureaucratic.”

In this sense, what seems necessary is a kind of freedom for the artists or creative
workers to choose the values they would strive for, in every decision along the

process of art creation.

Still, all interviewees confirm the lack of an existing framework and a strategic policy
that would make their life easier. Although they might not need direct governmental
money, due to the lack of shared values, or the lack of trust, they would expect from
the government to provide with a framework that would allow them to ensure
sustainability through different paths, such as the market, or individual donors and
supporters. Most of them discuss the absence of the state in this sense confirming
Frey’s claim that indirect public support is also very important. Specifically that,
“examining and loosening the restrictive regulations, and removing bureaucratic

restrictions often provide a more effective support of art and culture” (Frey,

44



1982:125). In this path the director of the first creative hub in Athens, G.T., criticizes
the lack of a policy that would give initiatives to the market or private sponsors for
supporting artistic production. She states that when an individual or a company
support the arts they even pay an extra —small— tax percentage, as they are considered

to “have money to spend.” She says that:

“Due to the lack of a serious cultural policy that would, for example, provide
people or companies with tax incentives, companies only come to us because
the market research suggests that ‘hipster culture’ and art attracts the young
audiences. They come because of their marketing strategies and their
motivation lies in that. If their market research finds different ways to attract
audiences, they will choose for that. This is not a policy in favor of the arts,

but of their own profit. And the state has done nothing to change that so far.”

Continuing, and since the government sphere is not supportive, according to the
interviewees, | proceeded to ask them how they manage to financially sustain their
artistic activities. While answers varied, | observe that all three spheres—the market,
the social sphere and the ‘oikos’—play a role in a greater or smaller extend in each

case accordingly. Certain facts are interesting to be recorded.

5.4.2 The Market

In regards to the market sphere, many of the interviewees responded that the market
for contemporary art in Greece is quite small. And while in the past there were more
collectors and galleries were more present in the Athenian contemporary art scene, the
crisis has resulted in smaller numbers of people that can actually buy contemporary
artworks, and consequently in galleries closing. D.I., when asked whether he observes
any movement of foreign artists residing in Greece he responds, “To do what?”, and

continues:

“There are no galleries here, galleries have shut down. There are no buyers,

as crisis has hit the people that used to buy works of art. There is no market”.
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At the same time artists seem to be interested to sell their works. K.N. states that, “of
course we want to sell our works. Still, he describes that the system in Greece works

in a peculiar way.

“Someone exhibits at EMST, and it is as if nothing’s going on. The price of
their work increases but they still don’t have an audience to sell their work

2

to”.

The general manager of a creative cluster/hub in Athens talked about the important

role of the market their activities:

“We try to sustain our activities and organization through attracting audience
and ‘selling’ our product in the market. We sustain a bar, and work on
festivals, where we charge a fee for visitors. Although it is small, it is still a

bh

fee.

Therefore, it seems that the market sphere is quite important for the artists and the
people working in the arts, as a means to realize and sustain their art, although
currently it doesn’t seem to provide enough support. However, most of the
interviewees claim that they wouldn’t accept any market collaboration only to get the
money. Curator K.T. confirms the value-based approach in that ways of financing

matter to the values to be realized,

“I believe that in everything we do we have to look back and see us in it and
how we do it. [...] Of course we may need the money. However, | believe that
someone should always be critical and judge the other’s intentions. I should
first justify a sponsorship to myself. Does it correspond to the nature of the

project? Does it reflect what I want the project to reflect?”

Curator D.D. confirms this and highlights that differences in values may result to
the end of the collaboration,
“The private sponsorships may change the character of your project. And

when you find yourself in such a situation you have to see whether they can
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compensate. If they can’t, and the character of the project is highly influenced

I usually chose not to undertake it, even if there is money for it”

5.4.3 The Social Sphere

Most of the interviewees discussed how the ‘network’ plays a highly important role in
their activities, and even becomes motivation to their work. The network of artists,
thinkers and creative intellectuals contributes to the circulation of ideas, knowledge
and new perspectives. D.I., whose network of ‘friends,” as he names them, includes
local and international artists, curators or thinkers who, “contribute to the dialogue of
contemporary art with their ideas and insightful thoughts.” When asked about his

network, and what people he ‘invites’ in this network, he responds:

“people that contribute to this dialogue of contemporary art. [...] Not
anyone. Artists and intellectuals whom | have something in common in

regards to our view of the arts. | have to have interest in them.”

With his words, the collector confirms the value based approach, and the idea of
networks of shared values where people exchange ideas and knowledge, and where

support is provided under the common goal of contributing to the conversation of art.

This support within networks of people that share common values and ideals allows
easier processes and production of artworks according to what each artist seeks for in
terms of material and specialized staff. K.N. discusses how their social circle is very
important in what the team tries to do with their space. The network of artists and
creative workers they have built, mixes with Caves’ ‘humdrum staff,” which K.N.
acknowledges as very important in what they do. His colleagues and he “as well as
the artists, have the possibility to make our work in easier ways, and with less
money.” Once more it is confirmed that such a network of shared values is

consciously used as a means for artists to realize their art.

This is also confirmed by P.B. and Ch.V. who use existing networks that prove to be
ideal, so as to reach wider audiences with a project and attract the masses, without

making the project too ‘commercial’ at the same time. Specifically, they state that the
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Internet, which they like to work with, is an existing network waiting to be used. P.B.

suggests:

“[...]11 feel that anything new that we do may need to have a plug-in to the
Internet, because it is an existing network. And | have the feeling that this

network is more important than receiving funds from the State.”

P.B.’s statement confirms the necessity of the network, and the fact that artists and
creative actors of the scene also need to work towards building them, or towards using

existing ones.

5.4.4 The Oikos

Concerning the ‘oikos,’ it seems to be an important resource of financial sustainability
for almost all interviewees, as eight out of eleven suggested that their artistic activities
don’t sustain themselves, and that they have been investing personal time, effort and
own financial capital, so as to begin or realize a —bigger or smaller— project.
Furthermore, although some of the interviewees suggested that after some years their
projects manage to make enough money to pay the people that are involved in them,
some others explained that their initiative makes enough money to sustain itself, but
not to pay the people engaged. Even further, some others highlighted that their project

does not sustain itself yet, and that they need to finance it still.

Specifically, D.I. states that he invests own private money in the organization. A
budget is assigned every year, coming from his financial capital. Further, M.F.
discussed that, although now both the organizations that she is involved with manage

to pay the people that run them,

“I have invested own money in the past. Not because I have them, but

because | have worked hard [in different projects] to earn them”.

K.N. further discusses that the artists run space, which he has co-founded with two
more artists, runs as patent. As they all need a studio to work in, the space has the

double role of being both their working space, and a space where they and other
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artists present their work. This means that the space runs with very low budget. Still,
for the moment, the space is funded by the personal budget of each member of the

team. K.N. says:

“One may work in many small jobs, another may borrow money from his or
her parents, while the third may sell a piece. Still the money come from our

personal budgets, because this space is also our studio.”

Moreover, P.B. and Ch.V. state that they undertake various projects. In the past they
worked more on commissioned architectural projects, which allowed them a surplus,
which was later used to finance own initiated art projects. According to P.B., the
pattern has now changed, as commissioned projects are less and the market does not
pay much. Therefore, their ‘oikos’ that supported their art is also weaker. However,

they continue making art projects, they don’t want to stop.

The fact that the oikos has been playing such an important role in the realization and
sustainability of the interviewees’ art and artistic projects, contradicts the standard
economic view of art as instrumental. This theory lacks explanation on why they keep
investing in producing art for years, and why they keep doing it in times of—personal
and national-financial crisis. On the contrary, the fact that the interviewees keep
creating and producing art investing financial capital that they have or don’t have,

confirms the idea of art as a goal to strive for.

5.5 Changes in the scene

According to the interviewees, currently their financial situation cannot always be
characterized as sustainable, not only in respect to their artistic production or
involvement with the arts, but also concerning the sustainability of their ‘oikos.’
Some of them manage to make ends meet, while others manage to balance what they
invest in their activities with ‘external’ income or donations. The evident Greek crisis
has affected the ways artistic production takes place and is presented in Athens, and
has changed the financial potential of all spheres. That said, the crisis forces artists
and creative workers to find new ways of managing their projects, or their artistic

activities and their financial sustainability.
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According to most of the interviewees, many galleries in Athens have closed down

due to the crisis as the market shrinks. As curator M.F claims:

“Back then Kunsthalle Athena was the alternative space to the idea of elitist
art presented only in galleries and collections; a flexible organization that would
gather wider audience [...] Now many galleries have shut down, and more alternative

initiatives rise”

Moreover, the situation with the museum of contemporary art (EMST), which
represents the state, has been problematic. Eventually the spaces where the artists can
present their work are decreasing in numbers. One more interesting point is that
artists, curators and creative thinkers seem to have depended significantly on their
‘oikos’. The support coming from their oikos’ may be based on their families’
support, or on various jobs that they undertake, related to the market or to the
government. However, due to the crisis, the financial support coming from their
families becomes more difficult, as households are required to pay higher taxes and
additional contributions for the recovery of the state’s economy (Matsaganis, 2012).
K.N. states:

“T used to take money from my parents. But | try not to do it anymore. It is
not easy for them; they also have to pay extra taxes. Until when would they

be able to support this?”

And, curator K.T. also confirms the significant involvement of her ‘oikos’ saying that:

“There were times in the past that I could not sustain myself financially. |

was just lucky that my family could support me.”

Trying to solve the lack of institutional or custom presentation spaces, and money, the
interviewees and other scene actors seem to go “beyond traditional ways of solving
problems,” that, according to Bryant and Throsby (2006), characterizes creativity.
Avrtists and creative workers in Athens seem to find new ways of presenting their art,

by initiating new contemporary art spaces, joining forces with the market or
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government actors that share their vision, and trying to ‘invent’ a different mentality

within the contemporary Greek reality.

5.5.1 Solutions

Specifically as a response to the crisis, collaborations between organizations and
artists are enhanced. Specifically, collector D.l. discusses how bigger-scale
organizations proceed in collaborative projects as, due to the crisis they may not have
the budget to fill their space’. In particular he discusses how the organization he runs
will use the space of another institution ‘to fill the gap.” Furthermore, new artists and
smaller scale organizations appear. Artists seem to gather, form groups and work
together. They don’t seem to wait anymore for institutions’ or organizations’ help. As

curator M.F. states:

“Within the crisis people understood that they should not wait before doing
something, because money won’t come to them. [...] So, the idea is, ‘how
would the artists find a way to express themselves locally and
internationally?” Within this idea, we see many artists turning their studios

into exhibition spaces.”

Firstly, this fact confirms that artists and creative workers are driven by intrinsic
motivations that push them into new ‘creative’ ways of solving problems and manage
to realize their art (Abbing, 2002; Amabile, 1998; 1983). In the past they might
present in galleries or museums, while now they exhibit in their own studios, or even
their apartments. This also confirms that they choose for ways to build networks
through opening up to a social sphere and expanding it. In a way they are opening up
their oikos, including their working spaces or the apartment they live in, to a wider

social sphere, and use these social networks in creative ways.

Specifically, there are examples that, taking as center their studio, they build networks
of collaboration to not only ‘finance,” but also create their art. Such initiatives seem to
be born out of a careful consideration and understanding of the difficulties they
encounter throughout the production process. This proves that the artists” and creative

workers’ actions are conscious choices so as to realize their art. Such an example is
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the artists run space 3 137, where three artists came together and use a space as their
studio sharing the costs. In this space, the artists invite fellow artists to show work
together three or four times during the year. K.N, artist and one of the initiators of the

space explains how they came together:

“Three years ago P. decided to rent this beautiful space and make her studio
here. We all knew each other since our years at the Art Academy. [...] At
some point, Ch. wanted to make a quite big artwork, which didn’t fit in her
apartment. | proposed her to call P., and she did. As Ch. was here working on
her work, | also came more often. One day we were discussing that we all
wanted to make an exhibition with our works, and include one more artist.
Although our style in work is completely different, we recognized the
common ground. And we did it. [...] The response of the people and the press
was so enthusiastic that we saw that there was space for something like that in
Athens. We became 3 137.”

As they acknowledge the difficulties and engage in artistic production anyway, the
interviewees seem to find ways to realize their art by also enhancing collaborations
and solidarity amongst the artistic community, so as to create work in times of

financial crisis. K.N. continues:

“3 137 is an effort to create a network of people —artists— that can support
each other, which is exactly how we started working together. We try to
support the artists in all levels of production and create a good environment,
especially when there is no money. [...] This network includes both people
that would be paid for the work, and people that would just help each other
when needed. For example sometimes | would help an artist transport an
artwork, and next time | make one, he would help me to set it up in an

exhibition space.”

5.5.2 Innovative re-contextualization of ideas

The artists of 3 137 don’t claim any share from the sales of an artwork, while there is

no entrance fee for the exhibitions. They used their working space to build a
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community that shares support and production ‘know-how’, presents art and
contributes to the artistic community by hosting and promoting the ‘conversation.’
The ideas of solidarity and reciprocity play a significant role in this model. It reminds
me of the Trobriand Islanders’ of Western Melanesia society, based on reciprocity
and redistribution, described by Polanyi describes (1944). This existing and
creatively-adjusted-to-the-Greek-reality model, confirms that creativity is part of the

realization of their art as value.

Artist K.N.’s main pleasure from doing this is:

“The ‘thank you’ coming from an artist that sold a work, or was seen here and
picked up to exhibit at another organization. It is so interesting that we
redeem our support through an artist who acknowledges our part in his or her

potential success.”

His claim confirms his stated motivation being the personal satisfaction from what he
can offer to others, and their respective acknowledgement. Curator and artist S.D. also
confirms that solidarity movements appear in Athens, where groups of people are
formed in different areas and try to ‘substitute’ the state or the public services that

don’t function properly. Referring to artistic production S.D. states:

“Artists also make collaborations, work in groups or collectives and minimize

their costs.”

This behavior shows that effort is made to find ways to realize art through solidarity

and collective activity.

Furthermore, the Athens Zine Biblioteque directing duo states that their idea to build

their Zine Library came after they saw a similar travelling library from Europe.
“We took the idea, of course not completely copying it. We tried to adjust it

in the Greek reality, and responded to the need of Athens for a reading library

for Zines.”
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And the circumstances helped them in doing so, as they “found this beautiful space in
the Arcade of Commerce for free, because of the initiative of three architects.” Still,
when asked whether they will continue their activities as Athens Zine Biblioteque

after the ‘contract” with the specific space ends, they respond:

“We want that. The plan is to have the Biblioteque at our own place, our
house. From there on, when we see our potential and people’s reaction, we

will try to find a new space.”

5.5.3 Innovative (re-)use of existing space

Interviewees seem to confirm new ways of collaboration with the market or
government spheres, despite the different languages they feel they ‘speak,’” by trying
to incorporate the existing facilities responding to their artistic production and its
needs. Specifically, some interviewees mentioned examples of collaboration with
agents outside the art field, like real estate agents, so as to show their work in empty
spaces. The curator S.D. talked about the project ‘Enoikiazetai to Paron’ [This For
Rent]:

“We approached a friend who works as a real estate agent, and we asked to
exhibit artworks in one of the apartments that she was showing to potential
clients. She accepted our proposal and started showing the exhibition of
artworks along with the apartment’s facilities to the people interested in

renting the apartment, and only to them.”

Moreover, other interviewees may use publicly owned spaces for their activities. M.F.
discusses how they intend to ask the Municipality of Athens for a space to base
Kunsthalle Athena in the future. However, all interviewees underline that any kind of
collaboration with these spheres should ensure freedom and autonomy, and should
promote values that strive for. The realization of art seems to push the scene to think
creatively and innovate in terms the use of space and existing facilities and
organizations. Curator S.D. and thinker P.B. also confirm this mentioning the
examples of collectives that occupy empty buildings, like EMPROS theatre.

However, this is not a permanent solution for realizing one’s art, as the Greek law is
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against ‘occupy movements,” and individual owners may go to court and force the

collective out, which indeed has happened several times.

A.V.’s idea to open an artists residency in Athens was also a result of his engagement
with the European contemporary art scene and the initiatives he encountered
throughout Europe. He discusses that opportunities exist in Athens, and that it is a

matter of whether we actually do things.

“[...] I saw the opportunity, and I felt it was a pity not to take it. | wondered,
why do these things happen in Europe and don’t happen in Athens?
Especially when have the physical spaces to do it.”

The above-mentioned examples show how the need to exist and create shapes new
ways of thinking, including solidarity and re-use of existing amenities. Motivated by
their intrinsic motivations to produce art, artists construct new platforms of showing
their work along with frameworks of support, using what is already there. The
interviewees do not confirm that former platforms are consciously destructed,
although the remained ones —such are the National Museum of Contemporary Art
(EMST) are criticized. Older platforms, like galleries, mostly suffer and are
destructed due to the financial crisis, but what is built anew seems to respond to the

needs of the current actors of the Athenian contemporary art scene.

Curator M.F. confirms the urge for people not to stay still, but exploit their
opportunities during these times.

“What crisis has changed is that people devote their time and effort into new
things, as they may not have other jobs, but, still, much time. That turned into

a good change.”

She continues,
“[...] This emergency situation has also made people trying to recover and
sustain themselves through culture. And when I use the word ‘sustain,” I
don’t mean financially, but mainly intellectually, mentally. Because the crisis

is not only economic, financial, but also humanitarian and existential.”
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In regards to how this crisis has affected people, she says “I believe that a crisis like
this brings certain kinds of critical thought and judgment in all levels. People are
critical.” It seems that this ‘judgmental process’ includes criticism not only of
institutional attitudes, but also of mentalities and ways of thinking of the past. In this
sense, people seem to engage in a self-reflection process, and reassess actions in

correspondence with their values and purposes.

5.5.4 Personal Consequences

However, the state doesn’t make it easy for the Athenian contemporary art scene
actors to sustain themselves, as the imposed taxes, the money requested by the social

security funds only add to their financial burdens. Curator S.D. claims:

“[...] Who says I do [make ends meet]. I don’t. Actually, I would if I didn’t
have to pay all this money to the state. And now they ask for extra taxes,
imposing the regulations as from the beginning of the crisis. Can you imagine
what this means for me? Now I begin with a debt, as I don’t have the amount

of money they ask for. And I will not make it soon.”

As the times are difficult, the interviewees seek for ways to produce their art and
sustain themselves. Some of the interviewees suggest that-taking the state out of the
discussion—times allow for the minimization of their expenses in order to be able to
‘survive’. K.N. and K.T. discuss that they live in family-owned properties, or rent a
space with a very low monthly fee. They claim that if they “had to pay (higher) rent
they would not be able to make it.” The founding director of the artist residency in
Athens also discussed that the residency started from his idea to re-use an apartment
in Kypseli area, in the center of Athens, which belongs to his family and had stayed

empty for a long time.

“My family had to pay taxes for it anyway, while it didn’t bring any money to
us. It stayed empty. Now I use it as a base for the residency. It doesn’t bring

monetary profit, but it covers its expenses.”
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Furthermore, it is interesting that the interviewees refer to their dependence on their
oikos, while at the same time they struggle to sustain it themselves. Some of them
even seem to feel guilty when they cannot do so, and push themselves to their limits.
During this crisis, the oikos seem to be both a relief and a burden at the same time, as
the interviewees are supported by it, but they also feel the need to support it.
Therefore, and as financial sustainability has become more difficult to achieve, artists
and creative workers seem to need to undertake multiple jobs to make ends meet.
Most of the interviewees referred to how the system forces them to work on more
projects at the same time, in order to be able to support the production that would not
pay back immediately, but also to sustain themselves. P.B. discusses that due to their
need for personal financial sustainability, he manages three or four full-time jobs at

the same time. Specifically he says:

“I teach, I work on my projects that each is a full-time job, | work for paid
architectural commissions, I am in this chaos of continuous productivity. And

I am used to it.”

Curator M.F., discussing about the contemporary art magazine that she co-initiated,

says:

“the people that run the magazine,” including herself, “don’t receive money
for their work quite yet. All of us need to have other jobs to sustain ourselves.
[...] However our goal is that the magazine manages to sustain itself and pay

the people that make it happen.”

However, the continuous productivity and the struggle to survive and sustain their
families make it more difficult for artists to run a ‘normal life’. The working
conditions that other professionals would enjoy are distant to artists in Athens as the
experience chaotic timelines and multiple job-holding (Abbing, 2002; Alper &
Wassall, 2006). K.N. discusses the chaotic reality that the artists experience in Athens

saying that:
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“Artists ‘burn their minds’ in this situation. They want to produce in the
environment of art and creativity while at the same time they need to survive
in our capitalistic economy. Personally doing more jobs allows me to

survive.”

This chaotic situation is also enhanced by the need of sustaining networks of people

and existing in the social sphere, as mentioned earlier.

However, the curator S.D. discusses that sometimes this may not be a necessity but a
choice, as it depends on the character of the artists whether they can handle this kind

of life or not. She says:

“I personally even like to work with more projects, people and fields. I work
on designing sets for theatrical plays, | do tours in Athens, | am a curator, |
work on my own artistic projects, and I also teach at two schools. [...] It is
not easy. The difficulty lies in the distraction among many different projects.
It is chaotic, but I also like it...sometimes. Of course, now you see that | am

more relaxed because | am taking a break from the chaos.”

Her answer implies that she likes doing diverse things related to her practice, but she

also gets tired and frustrated sometimes, and she needs break from this situation.

At the same time, other artists may choose other ways of sustaining themselves,
responding to their view of realization of art. On the question, how she sees the efforts
for sustainability changing among her circle of acquaintances over the last years, S.D.

continues referring to the choices one makes according to the values they represent:

“Many artists —friends— do more ‘commercial’ things nowadays. They make
things, like scarves, and sell them. They become entrepreneurial. | cannot do

this at all; it is not my thing.”

What S.D. describes confirms that the way artists find to realize their art is a choice
and may even derive from ones character. In this sense, it seems that artistic

production is part of how one chooses to run their lives. The difficulties are, of
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course, acknowledged, but it seems that it is part of how they are used to live,
confirming the value-based approach that accepts that artistic production is part of a
whole system of values (Klamer, 1996; 2004; 2015). This system leads one’s life

towards the realization of a main purpose (Aristotle).

5.6 Concluding Remarks

As the life and creation process of the artists, curators and other participants in the
Athenian contemporary art scene doesn’t seem easy it has been intriguing to record
their motivations for continuing. The difficulties, the financial constraints, the lack of
public support and the shrinking market don’t make the Athenian scene attractive in

standard economic terms.

Indeed, the findings contradict the standard economic theory that suggests only
extrinsic motivations of production, and profit- or utility-maximization purposes. On
the contrary, the interviewees confirm that their main motivations are intrinsic
(Abbing, 2002; Frey, 2002) stemming from their need to realize art. They don’t deny
extrinsic motivations, such as making money or receiving recognition, although such
motivations seem to be limited. Therefore, it seems that the interviewees confirm the
value-based theory of realizing art as a purpose, within conscious and coherent

realization of certain actions and certain values.

In the process of realizing their art and managing sustainability, the interviewees
confirm they try to balance between their own values and the financial constraints,
confirming Menger (2001). At the same time they acknowledge that they would
choose values over financial support if they had to, though acknowledging the
significant role of the market and of the state to an extent. Of course, the crisis has
affected both spheres, which consequently influences the artistic production. The
interviewees claim that the market experiences a decline, while the state doesn’t seem
to be able to neither support them financially, nor provide them with a supportive
framework that would allow for support to be sought within other spheres. At the
same time social sphere and oikos are also affected by governmental policies to
reduce the crisis. The situation confirms a lack of a strategic policy that is much more

serious than the lack of money. Specifically, this confirms Frey & Pommerehne
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(1982), who discuss the significance of governmental support, not necessarily
focusing on financial help. All interviewees suggest that such strategy could

compensate the lack of governmental financial support to the arts and culture.

Furthermore, the research observes conflicting purposes in the findings, mainly
regarding the realization of their art and the realization of their ‘oikos’ within the
crisis. The interviewees that don’t easily make ends meet refer to the guilt they
experience, when they don’t manage to contribute to their ‘oikos’ sustainability.
Moreover, they refer to their efforts to make their art-related work sustainable. The
fact that they try to find new ways of both personal sustainability and creating art at
the same time confirms their intrinsic motivations on artistic production. However, it
seems that they cannot use art to sustain their ‘oikos.” This means these purposes
contradict in these times of crisis, which forces interviewees to engage in chaotic
realities trying to sustain both. In order to do so the interviewees confirm using cost
minimization methods, such as collaborations, re-use of existing facilities, along with
multiple job-holding and social network maintenance. They confirm that their rhythm
of life and production is chaotic and not sustainable, while some of them can handle

or ask for it, and others choose not to follow such a life.

At the same time the crisis has created opportunities, which the creative actors are
willing to take in order to be able to produce their work. A change in mentality, the
sense of solidarity and modes of reciprocal activities are observed according to most
interviewees. Moreover, the contemporary art scene seems to use existing facilities to
proceed to the future. However, Schumpeter’s ‘creative destruction’ does not seem to
be present. This is due the difference in motivations and ‘language’ that Schumpeter
suggested in comparison with the values that the scene promotes. Most interviewees’
responses imply that the motivations and the descriptive language used for artistic
production is not the same as the one for production in the market, such as
competition and profit seeking. As Schumpeter’s creative destruction is suggested as
part of the market logic, it contradicts to the Greek contemporary art scene that seems
to be experiencing a ‘creative re-construction’ driven by a value-based logic. This is
confirmed by the fact that the crisis guides the scene’s choices with the aims of

existing and sustaining a cultural capital that is confirmed to be needed.
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6 Conclusions, Limitations and Suggestions for Further Research
This chapter includes the conclusions of the study, its limitations and suggestions for

potential future research.

6.1 Conclusion

This thesis aims to investigate the role of the contemporary visual arts production in
Athens during the severe crisis that the country undergoes for the last six years. To do
| aimed to understand the motivations of artists and creative workers of the Athenian
scene, and to record the ways they manage to sustain their activities. As changes have
been observed regarding the activities and organization of Athenian contemporary
visual arts scene during the crisis, this thesis also explored the possibility of ‘creative

destruction’ taking place, as described by Schumpeter.

In response to the motivations of creative workers, including artists, curators and a
collector of the Athenian scene, the research confirmed the value-based approach. The
motivations of the creative workers are mostly intrinsic, relating to realization of
certain consciously chosen values. Extrinsic motivations have been confirmed to be
existing but secondary. However, due to the severe financial crisis, the extrinsic
motivation of sustaining one’s ‘oikos’ has also become priority as a separate value,
conflicting with the realization of art in situations of money shortage. Still, the
research suggests that creative workers don’t stop engaging with art, but are forced to
find ways of sustaining both those purposes. This concludes to a chaotic reality where

they both sustain their art and their ‘oikos’.

For doing so, creative workers engage with the market, the government and social
networks, while they try to balance their values and the values promoted by each
sphere. The research confirms that when it comes to a direct conflict with important
values or beliefs, they choose to remain coherent with their practice and values over
monetary gains, or collaborations with actors that don’t share the same values.
Furthermore, the creative workers seem enhance collaborations, use existing facilities
and ideas, and combine them creatively to come up with solutions. During the crisis
they seem to even create opportunities that respond to their values. This confirms the
theory about creativity and its significance in problematic situations.
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This exploration also confirms that there is criticism of the past and re-construction
takes place. However, Schumpeter’s creative destruction is not confirmed to take
place, as the Athenian scene was firstly ‘destructed’ by financial constraints. Such
‘destruction’ is not motivated by profit-seeking behaviors or competition. However,
due to the need of individuals to exist as artists and respond differently to a new era,
the Athenian contemporary art scene seems to be re-constructed creatively.
Individuals use existing means with modesty and try to find ways to respond to the
crisis-era critically. In an effort to sustain and develop their cultural capital the
scene’s actors innovate building new structures of the artistic community exiting the
bigger organizations and galleries. Smaller venues, and artists’ or students’ initiatives
shape environment in Athens that has become artists’ friendly and is even compared

with Berlin in the international press.

This critical re-construction confirms the value-based approach. Therefore, | suggest
that the contemporary art scene in Athens is structured and developed according to the
value-based approach, considering art as value to strive for. Individuals seem to know
what they aim for and their actions correspond to their purposes. At the same time,
however, their economic and political environment is structured according to the
standard economic perspective, forcing them to accept the financial constraints and
the lack of cultural strategy that form burdens and shape a chaotic way of living for
them. The research doesn’t confirm these aspects resulting to lower artistic production
quality, but it suggests that the quality of life of creative workers is affected
negatively. The artists seem to accept a situation of not-paid work; multiple job
holding to make ends meet, and chaotic time-schedules. And yet, they choose for
production over staying still. This seems more dangerous than temporary financial
constraints and lower artistic quality and may imply long-term social and structural
problems.

The case of the Athenian contemporary art scene indicates the existence of values that
are ignored by the standard economic thought. Although one could accept their
existence as an anomaly, as standard economists do, this may be dangerous, as

confirmed by the research, as it ignores the well-being of the individuals consisting
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the economy. And ignoring the well-being of the individuals seems to miss out the

essence of the structure of a society.

6.2 Limitations

There are, of course, certain concerns that need to be taken into account for this
research. Firstly, the population of the contemporary visual arts field in Athens may
not be as representative, although the sample was carefully chosen and diversified. To
solve this issue, after the first interviews more participants-interviewees were
approached, so as to confirm the initial findings. Another issue derives from the
nature of the qualitative method used. With this method, internal and ecological
validity may be strong. This is because concepts can be made clear, and further
questions may help participants in providing with the answers needed. On the other
hand, external validity may be weaker, as the research focuses on a very specific field

of contemporary visual arts, and on a specific city of one country.

Therefore the results may not be generalizable to the contemporary art field in
general. However, this is not as limiting for the specific research, because it focuses
the specific case of the contemporary art scene of Athens during this time of crisis,
specifically to confirm—or not-the theory. Another limitation, which appears due to
the characteristics of qualitative research, is that the reliability of the research might
be weaker, as the human factor plays an important role. However, as the topic
demanded for a deeper understanding of individuals’ behavior and feelings, the
research was done accordingly to explore the inner thoughts and motivations of

individuals.

6.3 Suggestions for Further Research

This research explored the case of contemporary visual art scene of Athens where
artistic production seems to be driven by intrinsic motivations and realization of art
takes place within different modes. As mentioned earlier, however, the results of this
exploration are not to be generalized to contemporary art scene in general, as social
and political environment, as well as economic circumstances may influence each

individual case. Therefore, further research could explore different case studies in
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order to understand the extend to which the value-based approach is confirmed in
reality, or whether there are aspects of standard economic approach that might explain

the artistic process.

Specifically regarding to the case of the Greek contemporary Art scene, further
research could explore the role of the Greek government in contemporary art
production and investigate creative ways that this sphere could respond to the needs
of the scene, while sustaining the actors’ freedom and autonomy. Further, research
could expand on audience participation as part of the realization of art, and as
participating in the conversation of art, sharing values and contributing to the

production of cultural capital.
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8 Appendix

8.1 Interview Guidelines

Personal Information

What is your profession?
How are you involved in artistic production? What is your role?
Where do you work? Are you a freelance, or are you working in an

organization?

Organization

What is the organization about? Could you explain more about its history &
vision?
Why did you choose this organization to work for? / Why did you choose to

initiate this organization? What are your financial goals (profit/non-profit)?

Motivation

Were you an artist/producer/ writer before you started here in any way? What
were the signs for you to understand that you wanted to involve in artistic
production?

Why did you decide to become an artist, a writer, a curator? Money, Fame,
Intellect, Knowledge, Craft, Praxis (conscious choice & action). What does it
offer to you?

Could you define with one word what your engagement with the arts offers to

you?

Information on financing activities

Do you make a living from your work?

Do you have a side job? If so, do you have this job for financial reasons?

Do you also have it for other reasons? What would these reasons be? Does
your side job have any kind of contribution to your artistic production/
engagement?

How does your organization finance its activities? How did you do it in the
past? Did/Do you receive support by the government, by private donors, ticket
sales?

Did/Do you manage to balance costs with income?
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The impact of socio-political context — The Crisis

Financing

e How is artistic production supported during the last years in Greece?

e Has crisis changed the ways you seek for financing?

e Besides the traditional ways of financing, market (ticket sales) government
(subsidies), private funders (donations), have you found new ways of
financing your activities?

e If so, has the crisis pushed you to this direction?

e And, if so, do you still turn to the traditional ways of financing: government,
market, private funders? Have you completely rejected certain ways of
financing your activities in relation to what you did before the crisis?

e Are you/ your organization still supported by the government, by private
funders?

e Are you/ your organization aiming to ‘compete’ in the market?

e How do you do that?

Producing

e What are the difficulties you face in your profession due to the crisis? What is
the impact of the crisis on the artistic production?

e Are they mainly financial? Are there other types? Could you explain more?

e Has the crisis pushed you in new art forms?

e Do you use the same media as you did before the crisis? Have you rejected
some?

e Have you invented new ways of working?

e Do you combine forms that you used in the past and new forms?

Form & Content

e Do you see a new direction in contemporary visual arts production in Greece,
in terms of forms, or media used?

e Do you see a new direction in contemporary visual arts production in Greece,
in terms of content?

e If so, does the new co-exist with the old, or does it completely take over?

Methods of Production

e Has the crisis changed the way you produce art, exhibitions, books etc?
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e.g. collaborative production- more organizations involved, individual
production, collaborations between institutions, innovative means of
production?

If so, does the old way co-exist with the new? Does it completely take over?
What is the role of organizations and individuals from abroad? What is the
impact of collaborations?

What is the role of Entrepreneurship? Are there new ideas to engage
audience? Are there new ideas for sustainability in times of crisis?

Do artists/ curators etc. think more like entrepreneurs? Has the way of

thinking changed? Progressed?

New-born organizations

What is the case of EMST and Benaki Museum? (Refer to the story of the
director of EMST, that she got fired. Who took her place? What happened
there?)

Have the traditional/ government related contemporary art organizations lost
their ‘glam’? Do new, smaller organizations take over?

Avre there organizations that have shut down? What takes their place? What is
the ‘new’ that newly born organizations bring? (e.g. Kunsthalle Athena: what
was in its place? What was the new thing that the organization aimed to
bring?)

Urban/ Amenities/ Contemporary Visual Arts Entrepreneurship

Due to the crisis many galleries, stores etc. close. Do artistic or cultural
organizations take over? What is the role of entrepreneurship?

Are new-born organizations become more entrepreneurial?

What happens with new venues? What are the trends? Could you give me
examples?

Are there new connections between the arts and the world (name, the
audience?) New ways to approach, new language?

Are there new connections between the arts and the city? Old venues, re-used?
Do you notice a recycling attitude? Use the old to make something new? In
what ways? (amenities, production methods, financing?)

Do you notice an ‘occupation’ attitude? Is EMPROS theater the only

example?
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8.2 Transcriptions

1. Marina Fokidis Interview

Marina Fokidis Short Bio

MA: Kat’apydg 0o kataypdeo tn cvuvopidio pog, av dgv vrapyet mpofAnuo, Kot

OTOV TEAELMOEL 1] TTLYLOKT B Gov TN oTElA® Vo T dEic.

M®: Nat, ag katoypdeetal, Kavéva TpOPAN L.

MA: Na kéve pio pikpn etloaymyn. Eyod, ontog cog eiya ypayet, dovievm ot Witte
de With Center for Contemporary Art oto Rotterdam kat towtdypova TEAEIOVED TO
LETOTTUYLOKO LoV, gipon oty mruylakn. H wruylokn yivetal otov topéa tov cultural
economics, mov &ivar ko to Ogpo TOv peTOmTLYIOKOD OV KAV oto Erasmus
University tov Rotterdam. H =tuyoxf ovykekpiuéva €xel va KGver pe v
KOAATEYVIKT TOPOy®YY], {6MG Kol TOAITIGTIKY TOPAY®YT, KOl TG ovth e€edMoceTon
To TElevtaio ypovia. AnAadn EEKIVA® LE TN KOTAypopen OVTNG TNG TOPUy®mYNS, Kot
aoyolovual HE TO OKOVopkd Koppdtt, pue to financing etc., kot pe 10 mog £yovv
aALaEet kdmoto dedopéva, oV EXovV AALAEEL, T TEAELTALN YPOVID pe TNV Kpiom, 1] Kot
AMyo AoV mopaydviov. Ondte og EEKWVNGOLUE LE TPOCMOTIKES OKEG GOV
TANPOPOPIES, MOTE VAL LTOPEGM VO TIG KaTaypdyw Yo T cvvévtevén. Tlotog ivon o
006G 6oL POAOC, TO O1KO Gov emdyyelua ovykekpiuéva? ITlov dovAevelg, Kot Tt

aKpPdg Kavels exel?

MO®: Aowndv, eyd sipon empeAntplo ekBEcE@V TEXVNG, Kl X VITAPEEL KO KPITIKOG
TEYVNG, €Yo ONAON TOAAEG oTNAEG o€ meplodikd. [dpvoape éva idpvpa mTov AéysTon
Kunsthalle Athina to 2010, Tov givot évo. un KepOOGKOTIKO idpLILEL GVYYPOVIG TEXVIG,
Ko £vaL TEPLOdIKO TEXVNG, £va. XpOvo peTd, mov Aéyetar South As A State Of Mind kot
eivon éva project tng Kunsthalle Athina.

Mnop®d va cov oteidm Kt éva Broypagikd, Exo emnueindel moAléc ekBéoelg cow
freelancer curator, &y emnueinbei to mepintepo g EAMGSac ot Biennale di
Venezia (to 2005?), exbéoeig ot Biennale tg ®eccolovikng, kot GAAEG TOAAEC

ekBéoelc, kau tdpo. dovievw oav Head of the artistic office (emkepoing tov
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KaAAteyvikoD ypogesiov) otnv Adnva yioo tq dOCUMENTAL4 nov Oo potpaoctel
avaueoa oe ABnva ko Kassel (2017).

ML: Qpaia. Ectialovtag otnv Kunsthalle Athina kot 6to SOUTH magazine cav
OPYOVIGHOVG, €lval pn KEPOOGKOTMIKOL opyovicuoi, Eekivnoav ev péocm kpiong
ovolaotikd. Ilaipvere emyopnynoelg yi ovtd To projects, mwg otnpilovia

OLKOVOULKA 01 opyaviGpotl avtoi?

M®: Aoudv, dev TOUPVOLLLE ETLYOPNYNOELS, Ko avTd TV i 0€om yio 600 Adyovc.
Kot’apynv yati Eexwvhoape ev pécm kpiong, Ko Bempnoape 6Tt T0 vo Toipvovue
emyopnyNoelg ev pécw g kpiong umopel va eivar pio kotdotoomn opkeTa
TPOPANUATIKT YlO. TOV TOMTIGHO. Aev AL QUOIKA OTL TPEMEL VO GTOUATNOEL O
TOMTIGUOG, OAAG amd TNV GAAN Yo TO Vo EEKIVIGEL KOl KATL OKOUO €V UEGH TNG
Kkpiong, kamowog pmopel telkd vo avapotBetl yati. Avtd mov Kavope NTav Ot
Eexwvnoope v Kunsthalle pe xdmoleg 101mTIKEG TEPIGGOTEPO EMYYOPNYNOELS OO
@iAovg, OMAadn dwpeés, kot kKaBOAoL amd TO KPATOC, €POGOV Bewpnoope OTL TO
Kpotog Oa pumopovoe va dmdcel TOAD Adya, Ko Bempnoape OtL givor mo oakpipr n
erevBepia pog. Ipotymoope va petvoops avedptntot, va Unv £(OVUE Vo TANPOVLULE
Kavéva AOYO ETLYOPNYNOTG.

Kot vopilm 6t ovto tedika pog Borinoe moid. Koata kapodg mipape yprjpato omd
dpopa Wpvuata, OTmg t0 PecTPAA ABnvov, 1 [...] ot Zovndia, ta omoia NTOV
YPNLOTO Y10 CUYKEKPLUEVES EKOETELC, Kot apoD KAVOLLE TO TPOYPOUUUA LLOG.

Oocov agopd 1o SOUTH, 10 mpdto Te0)0C PynKe pe ™ Pondeta evog ekdoTIKOD
oikov mov Aéyeton 210 kot £kdider ko to free press meprodwkd Lifo. Amo exel kot mtépa
10 SOUTH oyed6v otmpiletar, emiong, amd Kamoleg Alyeg WOwTIKEG dwpeés amd
@IAOVG TOV TEPLOJKOV, OAAG Kupiwg amd Tig dwenuicels. Elvar, dnAadr|, eviehmdg
aveEaptnto, BEPara, dev KavEVAS Ao TNV OLAON OEV TANPDOVETOL Y10 ALTE TOL KAVEL
Kol OAOL TPEMeL var Exovpe ko dAAeg dovAelés. H 18éa puokd eivon oryd oryd va 1o
SOUTH, mov éyet peyoAdtepo potential agod durhacialovpe to ypruata amd Tig
dapnpicelg 660 YIvOpOGTE o YV@oTol, kot 0éhovpe va eipaocte self-sufficient.

Me v Kunsthalle, topa mov éxovue poléyel apketd kOGUo, €xovpe oNAodn
peydan mpocerevoipomra, 35.000 dropa péca oe 3 ypdvia, mov ivor apkeTd LYo
vovpepo yio v EAAGSa, Ba {ntoovpe kot Kamowo emyoprynon kot pHovpe €va
oOAAOYO QIA®V — YOpN YDV (SPONSOrS).
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To kpdtog yevikd, vopilm oe avty ™ @domn eivor evtdéel yia Kamoleg EeymploTég
emropnynoels. AAAG emedn dev VIAPYEL KAmowog Pacikdg Oecpudc dev gival axopa
étoyun n Kunsthalle, aAAd oOte kot 10 Kpdtog, TapOLo oL pog Yvopilovy KaAd, vo

xpPNHaTodoTNnOel €€’ oAokANPov. OVTE VILAPYEL KIOAOG VTN 1 TPOOTTIKT).

MA: Ymndpyer kdmoio eAdppovon omd 10 kpdtog? Agv EEpm TL yiveTow pe

(OPOAOYNON TOV U1 KePSOoKOTIK®V Wpvpdtwv. H av kdmolog 0éAetl va cag otnpi&et.

M®: Oy, ta un kepdookomikd Wpvuata oev Pydlovv ypriuota. To meplodikd dev
etvar pn kepdookomikd idpoupa, eivar adro to status. To un kepdookomikd WpHTO
dev Pydlovv ypnuota, doev €xovv képdog; dev eivar Oépo eddopvvong pe
(QOPOAOYNON aPOV Oev €yovv KEPDOG. Av eiyape Bo @opoloyoduacTe, OAAL dgv
gyovpe Kavéva kEPOOC.

Avtoi mov pog otnpilovv Todpa, VIAPYEL o EAAPPVVOT GTH POPOAOYiD. TOVS, AAAG
VIAPYEL Kol £€vo. TOGOGTO (OPOAIYNONG Yo EKEIVOLE 7OV YPNUATOSOTOOV Evav
opyavicpd, oav va givar tekpnplo. Kot mait, eneidn dev ta EEp® moAD Kadd, dev gipan
{omg M KaTIAAN L va amavto® o€ avtd. KaAdtepa va (MANGELS €T’ a0TOD [LE KATOL0V

OV ACoYOAEITOL LLE TIG YOPMYiES.

MA: Evté&el. Aev vmapyet k€poog, aAdd @avtalopol €6V, péca amd To dSpopa
projects mov aoyoleical, silcal og pio 6TOHEPT OKOVOLIKT KATAOTOGN. Anhadn dev

umaivelg péoa tovAdylotov. Aev BAlelg €0V O1KA GOV TPOCMOTIKA YPNLATA.

M®: 'Eyo Bdler moArég popég mpoocwmikd ypripato oty Kunsthalle. Oyt ywti to
€xm, aALd yioti dovAed® TOAV Yo avtd. Kéve diieg déka dovielés. Duoikd avtd
elval KATWG 10 TPOCMOTIKT TANPOPOpPia.

MA: Apa 1o KivnTpo ciyovpa dev givor Ta xprpoto?

M®: Oyt 1o xivnpo dev givarl kaBorov ta ypruata, ivor to avtifero. Aniadn, av

KATO10G TTAEL VO KAVEL EVOV TETOLOV €I00VG OPYOVIGUO Yol va, BydAet xpuato, KATmS

TOAD KoKY| enévdvon mdet va Kavel. To kivntpo givar éva kivitpo Omtmg €xouv Kot ot
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KOAMTEYVEC. Oemp® Ko TN OOVAEWD TOV EMUEANTY OPKETE KOAATEXVIKY, TOL OEV
umopeig vo kavelg aAMac. Eival avaykaidtnta, £161 EEpw va avomvEé.

Kt emiong Bempw 611 otv EALGS0 yperaldtav mdpo moAD €vag TETO10G ELEMKTOC
opyaviouds (cav v Kunsthalle Athina) mov va paléyel mapa moAd kdéouo - va
OmacEL TNV avtiAnyn O0tL n téyvn elvol kATl eMTIoTkO, emewdn otnv EAAGSa elye
deybei apketd péoa oamd galleries ko cvAioyéc. Topa, pe kémolov Tpdmo, Exovv
EEKIVIOEL O1 TO EVOALUKTIKOL YMPOL, OOTE OEV ElYOUE EVOG TETOLOVL TUTOL dpLUL -,
vo pumovpe o€ pio oavorytn cuvoptiio pe Wpopate amd to EmTePKO Kot oty EAAGO,
ot0 e£mtepikd kvpimg. Emiong, emedn o opyaviopdg €ytve ko &v uéow kpiomng
Bempnoape OTL TO YEPOTEPO TOV EXEL VO KAVEL KAVEIG OTNV KpioT ivol Vo GTOUOTNOEL
VoL KOVEL TPAYLOUTAL.

Epocov dev vanpyav SovAelég, to va EEKIVAGELS KATL AAAO, TOV UTOPEl Vo EYELS
YPOVO Y10 VoL TO KAVELS Alyo TeplocdTepo, tval 0,1t KOADTEPO UTOPOVLLE VO KOVOVLLE.
Enmiong peca oe kpion eivoar moAd onupoavtikd ot dvBpomor va Ppiokoviar cg
drapopetikd onueio. Agv mpoxertan Toté va fydAovpe xpnuato omd ovtrn T OOVAELY,
0ALG 0 0TOY0G Hog €lval vo yivel éva kavovikd idpupo, TO omoio va pmopel vo
avtocuVINpEiTaL, va Kpatdel HEGH GTO XPOVO KOl VoL TANPOVEL Kol TOVG VITAAANAOVG

OV TO TPEYOLV.

MA: Tlog €xelg det va aAralel | kpiom TV Katdotaot. AnAadr| Tdpa pov girmeg 0Tt

NTav KAt ToL icmc Elelte.

M®: Aev élemme AMOyw kpiong. Erewte emedon m EAAGOa dev €xel otpatnykn
TOMTIKN Y10 TN GOYXPOVN TEYXVN, KOl OEV LINPYOV TETOOV €I00VE YPNUATOSOTNGELS
Kot Tétoov €idovg mpoomabeiec. Yrdpyet to povoeio (EMST), aAdd to povogio dev
TPOYWPAEL WaiTEPO PEXPL TAOPOL.

Topa, Tt €xw det pe v kpion. Exw et 611 1 kpion €xel fondnoel Tov moAttiouo.

Kot apynv oe 11016 KOTOGTACELS €VAIGONTOTO0VVTOL TTAPO TOAD Ol KAAMTEYVEG
Kot 6ot o1 dnpovpykol AvOp®MOL, yiott 1 SuGKoAia PEPVEL TAVTA Lo TETOOL TOTOV
ONovPYIKOTNTOA.

Agvtepov, kataiaBav ot avOpmmol 0Tl eV TPOKELTAL VO, BPOVV TO YPIUATO Y10 VO
Eekwvfoovy Kkdtl, 660 kal vo, mepipuévouy. Kar ) Biennale Abnvaov étot Egxvnog, kot

dpopa aAla mpaypota. OmodTe N 10€a NTAV TOG VO UTOPECOVY VO EKPPAGTOVV Ol
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KaAMteyveg otnv EAAGS0 oAld kol oe maykoouo eminedo. Ko peco amd avtd
BAémovpe TOAALOVG KOAMTEXVES Va. Kévouv To Studio Tovg ekBec1aKong Y MPOVCE.
Eniong motedm 6t pe kanowo tpdémo 1 AOCUMENTA 1pbe otv EALGOa e€artiog
™ kpione. Av dwPdcel koveig kot v mpotaon tov Adam Szymczyk, tov
KaAATeyvikoD dtevbuvty, avtd mov Aéel givar 61t 1 dOCUMENTA mpener va
enavatorofetn el o pia Kotdotoon enelyovsog avdykng. Avtn n enelyovsa avaykn
&xel kKdvel Tov KOGHO va kavel mpoomabel HEG®m TOL TOMTIGHOV va cuvtnpnOel, oyt
OLKOVOUKG, OAAG KUPIMG TVELHOTIKA. ALOTL €V EIval PLOVO OIKOVOUIKN 1) KPioT), aALY
Kol avOpomToTIKN, Kol vIaPElaKn. Ag TOVUE Yo TPAOTN Popa Tdpa. 10 PePpovdpro Ha
avoitel to Movceio Zuyypovng Téyvng, mov 1600 Kopd dev YotV vo avoiet.
Anhodn Bewpd 6t pia kpion (crisis) T€T0100 TOTOV PEPVEL S1APOPES KPIoEIS o€ ALY
eminedo, ol omoiec Oum¢ givar kpioelg pe v évvola g Kprrikng (judgement).

Anlodn ot dvBpwmot kpivouv eniong.

MA: MdéMota. 'Exelg mapatnpnioet va aAlalel 0 TpOTOG TOL dPOVV Ol KOAMTEYVEG.
[Mopaderypo, KATO101 GUOTEPDOVOVTOL GE WKPEG OUASES, 0VOTYOLV TO S1KO TOVG YDPO
Kot kel SOLAEVOVVY KO EKOETOVV KOl T OOVAELD TOVG. YTTAPYOLV OAAAYEG GTIG POPLLES
N otov Tpdmo pe Tov 0moio SOVAEHOLV Ol KAAMTEXVES, 1| OTIC QOPUES LE TIC OTOLES

exppalovioan? Exeig mapatnpnoet kit T€10107?

M®: Nopilm mwg oxt. Agv gtvar ot poppes avtd mov aArdlel. Avtd mov Ba mepipeve
KOVELG, Yo mapadetypLo, vo 0l ToMTIKG £pya KAT, dgv 1GYVEL, YTl avTd Tov PAEmet
Kavelg dgv elvar Kav evolapépovta, 0tav eivat ToAtikd o€ avtd to eminedo. Eivon Atyo
ooV EIKOVOYPAPNOCELS. Osmp®d 6Tl 01 KoAMTéYVeG oty EAAGd eivon mhpa moAD
EUMAEYUEVOL, Y10 VO, UTOPEGOLV VO EKPPAGOLV Aueca TNV kpion. AAAG PAémovpe
ToOAG €pya mov &ivar, avtd mov Bo Aéyape, sober, okotewd. Emiong PAemovpe
TOALOVG KOAMTEYVES Vo avoiyovy ekBectakovg ympovg, va Ppiokovior pe GAAOVG
KOAMTEYVEG Ko v, unv mepipévouy and toug Becpots va 0ei&ovv ) dovAEd TOVC.
Kai, icwg, removpe ko kdmola dvOion g performance art. Avtd, vopilw, Eekvaet
Kuplog and 10 Koo, YTt ot AvOpwmot dev UmopoHV Vo, EGTINGOVV TOAD GE L0 TTLO
OTOTIKY] TEYVN TAVO oTNV Kpiom, aArd £xovv avaykn va PBpickoviot Kovta TV TEXVN.
Enopévog kdnmg cvonelpdvovtol TepiocOTEPO YUP® Ao £Pya, TOL £ival cov TNV
performance art, mov &ivor TOAD 7O KOTNYOPNUOTIKG, YEPOVOULOKE KOl TO VOO
oxedov mepvhetl apécmc. Etvar pio ToAd mo dvvarr| aicOnomn og movyle.
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MA: K1t écov agopd tv otkovopkr otipién, 1 to sustainability tovc? "Eyeig det
aAlayec, M akoOg mpdypota va ywovion? Eyovv oAAdd&er ou standard tpodmot

VTOGTNPIENG OKOVOUIKNG, 1 cuveyilel pio KOTAGTAGT TOV TPOVTNPYE £TCL KL OAAMMG?

M®: Aowdv, cuveyilel pio KOTOOTOON TOL TPOVTNPYE £TCL KL OAAMG, O10TL dEV
VINPYE TOTE GoPapr XPNUATOdOTNOT NG cVYPOVNS TEYVNG oty EALGda, mépa and
v ekmpoc®dnnon ot Biennale di Venezia kot icwg Atyo to Movoeio. Onote morhoi
and eudc, NUooTe cLVNOIGUEVOL Kot GYXEOGV TPOTOVILEVOL YL VTNV TNV Kpiomn, yiati
dovAgvape pe avtdv Tov Tpomo. Twpa, ovTd oL TOTEL® £ival OTL PLGIKA £YEL KOTET
EVTEAMG OMOLOONTOTE EMLYOPNYNON, TOV UTOPEL TAALOL VO, ETOLPVOV Ol AVIPOTOL 0Td
1o EXIIA (Evpomoikd mpoypaupota) 1 omd odeopes GAAeg mMyég, oapov Ogv
VILAPYOVV YPNLOTA, 1 XOPA PpioKeETOL GE TOAD AGYMUN OWKOVOUIKT KaTdoTooT. Avtd
nmov emiong PAEm® eivor OTL 6TOV KOGUO NG TE(VNG €MEVOVOLY Ol AvOpwmol pe
TPOGMTIKY SOVAELL Kol OTL Alya yprjLaTo £X0VV TPOKEWEVOL Vo dnpovpyncovy. To
exBeotaxo mpdypoppo g EAAGSOC 1O cuvinpoldv mePIocOTEPO Ol EVOAAUKTIKOL
opyavicpoi mapd ta Oecpukd povseia yio T cOYXpovn TEXVN.

Eniong &yovv yevvnbet kan vedr opyoviopol. Topa, ev péom kpion £ywe €vag véog
YPNUATOSOTIKOG opyavicuog mov Agyetar NEON, kot Eexivnoe omd tov Anunrtpn
Aockalomovro, 0 omoiog eméAeEe e aVTOV TOV TPOTO va vrootnpi&el v EAAGSa,
dtvovtog HiKpOTEPES 1 UEYOAVTEPES EMYOPNYNOELS TPOG OL0POPO. KOAMTEXVIKA

TOVT|LOLTOL.

MA: ®a f0eha va potiom teptocotepa yio to EMST.

M®: Aev eipon  katdAAnAn vopilm va cov 0o oyetikés TAnpoeopiec. To udvo
mov E€pm givor 0Tt Ba avoilel yio mpwtn @opd to DePpovdpro, Ko peTd Yoo TPMOTN
@opd Bo yivel éva TOyKOGUIO KOAEGHA, OLLYOVICUOS LE OUTHGELS, Yo va Ppedel o

KOVOOPY10G KOAMTEYVIKOG O1e0BuVTiG TOL.
MA: Qpaia. Mia epdtnon tdpo GYETIKAE e TN ¥PNON TOV AGTIKOV TEPPAALOVTOG,.
Koat’apybc, 6cov apopa 1o ktipro g Kunsthalle, mpwv va oteydoet Tov opyavioud Tt

@uo&evovoe?
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M®: Kat’apydc, o ktiplo mov oteydleton  Kunsthalle avikel og évav opyaviopd
nov Aéyeton KM ko eivon real estate agency. Avtd ta ktipto £xovv ayopaotel pe v
eATida Vo avomAacTobv, KATL Tov PEPata eitvar dSVOKOAO KAT® amd TIG VILAPYOVOESG
ouvOnkes. TToAd mo mpv to KTiplo Ntav oyoAeio, €xel vmapéel omity, Proteyvia
novkapiocov yu v Kovpég, moltikd ypapeio evog mapdEevov opyoaviopov. Avtd
elval avtd mov EEpw.

Epdg pag éxet do0el amd v KM. BéBaia to ktipro sivar oyxeddv epeimio, aArd
OTOPAGICOLE VO TO KPOTGOVUE GE OLTY TN HOPPN KOl VO OVOUAGOVUE OUTH TNV
nepiodo g Kunsthalle Athina ‘sitting period,” dnAadn v TEPI0dO TOV CTEPVELS THV
10éa, Kot vo peivovpe oe éva T€TOl0 KTiplo mov oOTM¢ 1 AAA®G avoiyel pudvo Tto
KaAokaipt, SNAadN UTopovuE Vo KAVOLULE LOVO 000 eKBEGELS TO XPOVO.

BéBaia 660nke évag oAV 18100TEPOC YOPAKTAPOG HECH amd avTO, YiaTL OVTO TO
KTiplo Oev eiye Ogv eiye TIoTEL GYEDOV TTOTE, KO [LE OVTOV TOV TPOTO AMOTEAEGE pia
KATOAGTPOPIKNY cevaploypdonon g Kpiong. Eivar amd pdévo tov dniadn 1o Ktiplo
moAD Qopticpévo. Kot 6Aa avtd Astrtobpynoav cwotd pali pe to concept poc. Kot
elval ko og pio moAd vrofabucpévn meproyn, to Metagovpyeio, yio v omoia
emiong dev vmpye wa avataon. Hrav éva wdpoupa mov Eekvnoe pésa oty kpion kot
otrypotodoOnke €tot. Ta €€0da Tov KTipiov mANpOVOVTOL £mioNg Omd QVTNV TV
etoupia. Agv givar akpimg dwped, stvar pio apeidpoun oyéon d0TL TOAESG POPES, G
TOAAG TéToo project n téyvn Ponbaet pe v Evvola OTL TAEL TPDOTN GE GVYEKPIUEVES
neployéc. Eivon avtd mov Aépe gentrification odld molhég popéc to gentrification dev
etvar ko KATL Kokd. XNV TPOKEWEVT TEPITTOOT eV dUDYVOVTUL AVOp®TOL PTW)OL,
dev o ywvotav kTt tétoto. AAAG tpoomdOnoe va dnuovpyncet pio Tpdtumn yeITovid
n omoia o umopovcoe va dnuovpyndet Yoo Tovg MO GUYXPOVOLS 0G TOVUE TOATEGS,
KaAlTéYves kKA. BéPata, topa Aoy g kpiong o 61d)0g dev enetevyDel.

To endpevd pag Prua, PEPata, emeldn Exovpe mpoPfAnpaTo pe oVTO TO EPEMMOUEVO
KTiplo, 060 Kl av €XEL TOAD ®poio. GKNVIKY mopovsia, eivar va {nmoovpe ond 1o

Anpo Abnvaiov éva ktipto.

MA: Eyeig det kdmota aALoyn) 6TOV TPOTO TOV Ol KOAMTEYVEG, O EMUEANTES, OAOL OL
EUTAEKOUEVOL HE TNV KOAMTIEYVIKN TOPOY®YY, HE TNV TOMTIOTIKY] TOPAYWOYN,
avtipetonilovy TAéov 10 xdpo? Kuping to dnuocto ydpo. Kar 1 Kunsthalle nog tov

avTipeTonilel? Apa cuyKekpyéva 6to S1kd TG YOpo?
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M®: Nai, dpa GLYKEKPIUEVO GTO YMPO TOV EYEL. ATAMG 0 YOPOG TOL £YEL Elvan
oYEOOV OMUOOCIOG, He TNV évvoln OTL €lvarl éva mOAD mpooPdoiuo Ktiplo, oyeddv
EPNUOUEVO, pE €vav TOAD HEYOAO OvolyTd YMPO Tiow, oToV omoio &lyape éva
npoypappe amd performances, lectures, seminars, Oeatpikéc mapactacels kAT, kabe
YPOVO.

Yrdpyetr pio T@on, mavro ot opyovicpoi BEAoVY va dpovv 6To dINUOGLO YDPO, AALG
avtd vmpyxe avékabev. Nat, av moAd LvEpxaVv TO TOAAL peydAo YALTTO 7OV
ywovtov pvnpeio, Topa yivoviot o epnuepeg dpacelg 6to SNUOCLo YMPo.

Televtaio yio mapaderypa, To Neov €oeiée péca ot Pouoikn ayopd (vouilwm), éva
épyo performance art tng Tino Seghal, péoa o€ £vav apyotoAoyikod ympo.

Agv vopuilm o611 1 kpiom €xel wbMon o€ KATL TETO10 Yo TO ONUOGI0 YDPO. AVTO OV
&xel ywvel glvar 0Tt €yovv epnumbel moAAG KTiplo Kol pe avT TV €vvolo pmopet
Koot vEot empeANTEG 1 VEOL KOAMTEXVEG TOAD O £VKOAN VO, VOIKIAGOVV £VaL YDPO
Ko va Tov kévouv ekfectaxo, studio 1 kartt tétoto. Kat yi’ owtd 1o Adyo Epyovtan kot
ot Eévol kadteyveg Kot emMUeEANTEC Ko petakopifouv otnv EAAGSa. BéPala oe avtd
Bornoe moAd kot M avakoivwon g dAOCUMENTA. Kot kdvovy 10 81kO TOVG
dpopa €00.

MA: Yrdapyovv cvvepyaciec? H Kunsthalle cuvepydletan pe E€voug ko EAAnveC o€

ol ta emimeda? [Mati Tpv avepepeg kol KAmoleg WO TIKEG Ponbete.

M®: Nou kot and 10 e€otepicd. Mnopel npecPeiec, unopet and 1o ewtepikd, var,

BéPana.

MA: Avt6 to Egxvnoate €& apync?

M®: Noi, guowd to Eexwvnoape €€’ apyns. Agv Bewpd OTL KOVEVOS OPYOVIGUOG
pEmeL va. acyoAeitor povo pe ‘EAAnveg 1 poévo pe EEvovg. ATAMDG OTIC TEAELTOIEG
ekbéoelg, mov to mpdypata yivovtor OAo Ko xepdtepa Héca otV Kpion, piope pio

peyoAvtepn Papvmta omnv EAAnvikn oknvi g t€)vig.

MA: T va odokAnpaocovpe, mov Bo pov Tpdteveg va mepmatiow otnv Adnva?
Eite d1adpopn eite kdmoo cvykepiévo mpdypappto, pvnueio kKAt tov a&ilel va dm, 1
KATL TOAD YOpOKTNPIOTIKO TOV €6V Bempeig OTL 6T GVOYYXPOVY aBnvaLK oKnvh etvat
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ONUOVTIKO va 0®, oTo TAoicl 0oV cuinTape Kol TG Omolog aAAAYNG UTOPEl va

ovpPaiver?

M®: [T'evikd Oo propovoa TavTo Vo 60V T TV AKPOTOAN.] T GYECT LE OVTA TTOL
ov{ntdype, vouilw ot a&ilet kaveic va kavel pio fOAta oto XHvtayua, Kot YOpw yopm
HETA TG 6-7 1O amdyevpa Kot Kupimg 6€ KAEIOTEG GTOEG, 1] 0€ KATO10 TAPKO GV TO
dulomanmov, Yo vo Ol T UEYOADTEPT GAAQYN TTOL GLPOLVEL VTN TN OTYUR , OTL
&xovv avéndet oyeddv mave and 50% ot doteyol, evd pmopet kaveig va Kotardpet 0Tt
HEYPL TEPLVGL aVTOL 01 AVOp®TOL propet va Eyav otéyn. Av vdpyel KATL 6TO ONUOGLO
YDPO, TOL Eivar TOAD EVTOVO aTY| TN oTtypn otnv ABfva kot Kupiwg 610 KEVTIPO givat

ovto.

MA: Qpaia. Evyopiotd ndpa mold yio 10 xpovo Gov.

M®: KoAn emroyio!

2. Interview — Dakis loannou, DESTE Foundation founder

MA: XZog yvopica péoa amd v Epguva pov cav Wputn kot director tov AEXTE

foundation.

A.L: Idpvtng. Director dev €xer to DESTE Foundation, dev éyet formal structure to

WOTLTOVTO.

MA: Acyoleiote €ogig pe Tov opyoviopno?

A.L:: 100%. Movo e Tov 0pyaviGuo.

MA: Tlowog givon 0 pOLOG GO GTOV OPYOVIGHO?

A.l: Baowd eyd maipve Tig amoedoetg, | am running it.

MA: Mmopeite va pov JANGETE Alyo Y10 TOV opyavicpd, Tote EeKvnoe, TO10 Tav TO

Vision Gog e v Td TOV 0pyovIcuo?
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A.l: To AEXTE Eexvnoe 1o 1982-1983, mpv kav vapéel n culhoyn. O o1dy0¢ Tov
Nrav va vdpyel pio avAUEIETN 0TO SIAAOYO Y1 TN GUYYPOVI TEYVY, OE GYXECT LLE TN
onuepwvn pog Lon, oyt amAadg o akodnpaikny culnmmon. @éhape va gipaote péca
070 YiyvesOot g T€xvNg. AVTOC NTAV 0 GKOTOG TOL WOPVIOTOG, VO GUUUETEXEL GE
avTOV TO d1dA0Y0, Balovtac Tnv T€(vn ot TAoiota e (oNg Kag, ota TAvTo, omd
design ueypt 0¢atpo, poda, otdnmote. Kat vanpye évo apketd mAotdg 6T0Y0G TOL
13pvUHOTOC, TAPOAO TOV 0 KHPLog AEovag ntav Tavta ta eikaotika. [1épace pia
dwdpoun pe v Een Ltpovda, kAT, TpoTod VIAPYEL GLALOYY|, TOV KAVOLE TIG
exBéoeig ot [N'evein, oy Kompo kot otnv ABnva. Meta népace pio AN @don
katd to 1988, dtav Eekivnoe ma 1 cvAoyn Kot Kévape TNy TpodTn £K0E6T GLALOYTG,
péxpt kat to 1995 mov kdvape t peydin ékbeon ot oxoin Kaiov Teyvov, mov frav
éva statement tng t€yvng TV TeElevTainy déka ETMV, Katd kdmolov TpoTo, 6To context
OV UE EVOLAPEPEL EUEVA, TNG CLAALOYNG. DVOIKA VIPYOV Kot GAAL TPAYLOTO TTOV
ouvéPava tote, dev vtdpyel apePolio, aAld peic dctEape aVTA TOL HOG
amacyolovoe. Metd umkape o€ évo, tpito otddio, Tov Hrav wwio institutionalized.
Amoktioape To d1kd pog xmpo, oto Neo Poyiko, pe v Katepiva I'péyov tote, 0moTE
Ko glyape TPOYPOLLLLO KOVOVIKO, dovAgvape kavovikd cav idpupa kKAt Kot tote
Eexwvnoaype kot 1o BpaPeio AEETE, kan petd otdoape oty véa gnoyn tov AEXTE,
nov onparodotionke pe v éxdeon Il . Tote o i8pupa yiveron deinstitutionalized,
OTOLOTOUE VO EYOVUE OOUN, EMUEANTEG KAT, Kot EEKIVA® VO SOVAED® TTLOL GOV
freelance, pe v mopéa, Tovg eilovg pov, to Network mov £xm eTidéetl. Avto Eegkivnoe
petd to 2001-2002.

MA: Avt ftav d1K1 GaG TPOCMOTIKT EMAOYN, LINPYE KATOL0C AOYOS GLYKEKPIUEVOS?

A.LI: No 6Agg ot emAoyég dukég pov givat. O Adyog oy évag. AteBdavOnka ott to
institutionalization oe meplopilet. To va avaykdlecot va £xE1C Eva TPOYPOULLLO LUE TN
pia €ékBeon petd TV GAAN, avaykaotikd o Kdvelg Tpdypoto mov Bo Gov apécovv
MyOTEPO, 1| UOPEL VO U1 G€ TOAVEVILAPEPOLV, OAAG TO KAVELS EMELDN KATL TPETEL VAL
kavelc. 'Etol amopdcioa 6Tt 0ev £y Kapio d1a0eon v 0oyOAOV AL LLE TPAYLLOTO, TO,
omoia 0gv PE EVOLAPEPOVY TOAD.

It avtd, 6Tav Exovpe Kamota 10€a mov a&IlEL, HE KATL EVOLPEPOV, TOTE KAVOLLE

ékBeomn. Onwg dev £xovpe TOPO.
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O 1pOTOC TOL OOVAEVOVUE Elvan e Eva APKETA ELPL KLKAO OVOPOT®OV TOV £YOVV
dnuovpyndet 6L avTA TOL YPOVIA, YTl EVOG OO T KOPLOL EVOLOPEPOVTA LLOL Eival Vol
Yvopilo Kot va (o oy€omn e auTovg TOLG avOP®OTOVS OV £X® £PY0 TOVG GTNV
oLALOYY LoV Kot KAmwg cuvdcopat. Kt éxm éva apketd gvpd kOKAo kot sipot apketd
OTEVA GLVOESEUEVOG e aLTOVS TOVG KoAMTEYVES. Kot a&lomoid avtég T1g oyéoels,
avto to Web oyéocmv, ki &y didpopeg ekBécelg ue omotovdnmote Tpdmo. Pétoc M
peyain pog éxbeomn Ba etvon pia ekbeon mov kdvel curate o PoPepto Quorque, o
KOAMTEYVNG KAVEL KoL TNV EMUEAELD, OYL LE £pya dikd TOV, 0AAG o OepoTiky

éxBeon. Iepvot eiyape to fashion.

MA: Tlapotnpd 61t givor kATt TOAD TPOSHOTIKS Y10l EGAG.

A.T: Ko dgv vapyet pretention ot dev giva.

MA: Apa, yiati 0 kévete?

A.L: Avto mov gimape, givatl avt 1 avapelEn ot onovpyia.

MA: Eivan ko avéykn ékppaonc?

A.LI: Nat, icwc. 'Eva koppdrtt, o 014A0y0c, 1 GUUUETOYN, 1| YVOOT], Kot av BEAELS, O

EUTAOVTIGUOG LoV cav dvBpwmog. To va pikog kot va yvopilels ovtods Toug

avOpmTog oV £xovv OA0 ALTE TOL TOAEVTA, Elval Yio EQEVO TPOUEPT] TPOPN.

MA: O opyoviopodg cuvimpeitat amd tig eKOEGEIS TOV KAVEL 1} OO GGG TPOCOMTIKA?

A.l: Amo gpéva mpoconikd. Ot exbéoelg dgv Exovv income. Exyom éva budget to ypovo

Kot avtd EodéveTan yio. Ta. running eXpenses Kot Yo T0 GTHGILO KOl TV 0pYavmon

Tov ekbécewv.

MA: Apa dev vtapyeL KOO0 GYECT UE TO KPATOGC, LLE KPUTIKEG EMYOPNYNOELS.

A.L: AmoAbtog kapia, Kot 00te TpoBeom va vdpén Tote Kavevog 10ovg oyéon.
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MA: T'ortt ovto?

A.L: Aot vmdpyovv decpéuoelc, Kot dev BEA® deopedoels.

MA: Eépete av 1 0mo1adnmote GLUVOLHALNYY| LLE TO KPATOG EMUPEPEL OECUEVGELS YEVIKA

OGOV aPOPA TNV KAAATEYVIKT Topaymyn?

AL Aev EEpo, TAVTWOG, €YD VO TPELS POPEG TOL OVOLELXON KO OE KATO1EG EMTPOTTES
LE To KpdTog elya Tapa TOAD KAKEC eUmELpies, OmdTE AmOPAGIG OTL O KPATANCW®
KOTO1EG AMOGTAGELG.

MA: Na cag mo. Yrdapyovv 4 khklot 6tovg oroiovg pmopet va kivnbet to financing
evog opyaviopot. Tnv ayopd, To KpATOS, TOV KOWV®VIKO KUKAO, KOl TOV TPOGMOTIKO

KOKAO.

A.L: To koppdtt g ayopds pmopel va givon povo pikpo. Ovte and to ecitpa, ovTe

amo Tic ekddoelc. Kat otnv Apepikn mov gpmiéiopan pe dtdpopa povceia £Tot glvat.

MA: Kot otnv EALGS0?

A.L: Zmv EALGSa 11?7 Agv vrapyel Tinota, OV LLAPYEL LOVGELD.

MA: Nat aALG o1 ekB€GE1g OV KAVETE €61, elvan OAeg avolyTég 6TO KOwd?

A.LI: Na, gtvon 6Aeg pe ehevbepn gicodo. Kot ta Biiia mov kévovpe, ta dStavEpove

KoL ToL TOVAAQLE, 0AAG TOTE dev Pydlovpe kati. Efvatl pdAlov yacobpa.
MA: Kot 1o network? Mg 11 vrootnpilel ot d1kn cag nepintwon?
A.L: Mg 11¢ 1déec.

O kOKAOC Yo SUPPOrt Tov vapyel 6TNV AUEPIKT, OEV AELTOVPYEL GT OIKT| LOG

nepinton yoti 0ev pog yperaleTal.
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Eivon ko drapopetikd to cvotiuota. v Evpdnn ta povoeio eivon kato kvpto Adyo
kpatikd otnpilopeva. Oco ki av KomoHv ta ypripoTa, 1 Pactkni vVTosTHPIEN

TPOEPYETAL amO TO KPATOG. MTOpel VoL avaykasTobV Vo, Bpovy ypruato ard 101MTeg, 1
va wENGOLVV TO E1G1TNHPL0, AAAG TO KVUPLO £5000 TOVG TPOEPYETAL OO TO KPATOC. AVTO

dev Ba aAlaEet ebkola, dev vrdpyet To KA yu avtr], ovte To Social structure.

MA: Ta pkpotepa povceia, 1 opyovicpol ival avtd mov VTOPEPOLY TEPIGGOTEPO.

Mo mov piAnooype yo structure, o eivan | Katdotoon otnv EAAGSA?

AT Agv vhipyetl Soun Kot GTPATNYIKY Koo,

MA: Anlodn 6,11 yiveton glvan teAeimg TPOGSOTIKO?

INo mapaderypo n Kunsthalle ftav tpocomikn tpmtopoviia.

A.L: Nau, eivol Tpocomikég Tpocmadeleg ol TEPICCOTEPES.

MA: Eoeig topa mov Ba kavete T1g ekBécers?

A.l: Topa, yo ta erdpeva S xpovia pog 0Edece 1o Movoeio Mrevdxm tov kOplo
YDPO TOV EYEL KAT® GTO 1GOYELO Yo TO KOAOKAIPL, Y100 TV UEYAAN Hog EkBeom mov
Kévoupe Ka0e karokaipt. Emopévog Bacucd Ba petapepBovpe exel. Metd, mdh oto
Movoceio Mrevakn, ot Bacidicong Zoeiag, pog mposEpepay T0 YDPO TOV £XOVV Yid

temporary shows, yio. va kovovpe dvV0-TPEIS AKOLAL.

Ymv Konpo, 6to Movceio Agfevn, pag £00Gav TO YMPO TOL £XOVLV Kol AVTOT Yio
temporary shows yia va tovg kGvovpe gueic pia ékbeon. BéBata, ekeivn n £ékbeon Ba,
givon d1km Tovg, pe dkd tovg budget, mov amAdg Oa opyoavdvel to AEETE. Wayvoupue
YeVIKG TéTo0V €idovg cuvepyaoies. Me t Deutsche Bank tmpa yio to Bepoiwva
ocv(ntape o epyocio, yro pio €kBeon exel, ko pia d®. [cuvepyacies, Kot ypnon

VTOSOUMV TTOL PO KPIoTG SOVAEVAV OO LOVES TOVC]

MA: Avtd Aoutov etvan yio ta emdpeva 5 ypdvia. Metd, pmopel va aAraéet. Agv
VILAPYEL KATL 0TOOEPD. ZKEPTEGTE VAL YPTCLUOTOMGETE 10 VITOJOUES TTOL VIAPYOLV,

OALG BEV XPNGLOTOOVVTOL TOPA. A0 LTOPOVCATE Y10 TOPAOELYLLOL VOL
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YPNOUOTOMOETE GO KTipla 6TO KEVTPO TG ABMvag, 1 YL owtd o Tpémet va

avopeydeite pe 1o Kpatog?

A.L: Ziyovpa 6Tt apopd TO KPATOG OV TPOKELTAL VO AVAUELYO®. AALG TTpoyOEC
YVOPLoO VOV KOPLO 0Tt TO Z1kGyo Tov £YEl £va. LovoEio apyltektovikng kot design
Kol £Y0VV Eva YMPO GTNV 000 UNTPOTOAE®G Kot Ba Kavouv pia ékBeon tov Mevrivi.
[Ipd Qopa Tov dKovsa avTd TO YDPO, Kot SuoTuXdS Ba Asinw dtav Oa £pBet, aAAd
0o Tovg davelo® Kamola Koppdtio pov oo to furniture collection. Eagvikd PAErelg
KAmo1o ympo mov eppaviletal, mov dev Néepeg 6t vanpye. Ilov givon Eva extension

OVTOV TOV HOVLGEIOV GTO ZIKAYO.

MA: Této100 TOTTOV EREAVICELG VINPYAY Ko TPV TNV Kpion?

A.L: Avtd vpye Kot TPy TV Kpiom, amAds eyd dgv 1o NEepa. Kar avto cvpPaivet
EMELON OEV VTLAPYEL KOO VITOSOUN], KOt YIVOVTOL TPAYLOTO TOV OVTE EUEIC TTOV
EEpovpie Kot elpaoTe HEca 6T TPAYHATO, To Bpickovpe evkora. Kot amhmg £Tuye va
Kavovv ékBeon tov Medini, va pov {ntoovv Kamoto £pyo TOV, Kl ETCL YVOPIGTHKOLLE.

Kdéavovuv gykaivia Aéet, kot mave 15 dropa. Av gtvat duvatov.

MA: BeBoa ovto €xet va Kaver ko Pe T O1KT) TOLG EMKOVOVIAL.

A.L: Zlyovpa, aAld dev vdpyet £€vo GOGTNLO TOV VO KAVEL QVTE T TPAYLOTO GOGTO.
[Teprodikd, epnuepidec. Ki 6t vmapyet dev ta kataypdoeet. Epeig dnuovpyncoape eva
mailing list apketd peydro, tpocmadnoope va to KAVOLUE NAEKTPOVIKG, HOG
ayvonoav 6iot. Opmg ovtd vouilm o1t dev £xel Aol 00Te 610 EMTEPIKO TOGO TOAD.
K1 6\ot otéhvouv kar hard copy invitations. Aot Théov dev to. StaPalet kaveic, pe

1600 traffic mov vapyel. BéPata ta ypnoiomolovy OAa.

MA: Tl gidate yevikd Tig aAlayég amd v kpion? Xto network to 6o cag, idote
vo emnpeael 1 SuGKOAD AVTA TIG POPLES, TIG LEBOIOVS TAPAYWYNG, TIG GLVEPYOTIES

7oV umopel va etvon TePLocdTePES, | AMyOTEPEG.

A.L: Koitaée, n katdotaon nrav Spapatikn kot tptv amd v kpion. Topa ma £xovv
dtAv0el ta mavta. BePaimg, Eapvikd PAemet Kaveic po eAmida vo dnpovpyeitat.
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Andaodn avtr 1 kpion apyilel va dnpovpyet kot kamoto evolapépov. To 6T
DOCUMENTA14 6a Eekivnoet amd v Abnva to 2017, av dev vanpye n Kpion dev
0o cvvéPave avto to Tpdypo. Eivar Adym g kpiong mov fpbe n documenta. ITov 1
Kavel?! AviikaOiotd, av 0éAeic, To ovvoro g Evpmnng. Otav to Kassel tav to
mpofAnuatikd 6pro g Evpdnng petad Avtikng kot Avatoikng I'eppaviag, avtd o
opro Eapvika yiveton  ABnva. Enopevog to véo Kassel sivar n Abnva, conceptually.
"Hrov mold £Eumvo antod, Kot tov Adam mov 10 GKEPTNKE KOl THG EXTPOTNG TOV TO

déymke. Emopévmg vhpyouvv kot tétoleg gukapieg e v Kpiomn, av OELELC.

MA: Téroteg gvkoipieg mov va EEKIVOLV 0l TO EGMOTEPIKO, £XETE AKOVGEL?

A.L: Kowrage, dtav pikdpe yia ayopd, mépa and Ty vrodop mov ypedtetal, v
VTGPYOVY KATOL HOVGE(, TEPLOBIKE, EQTIHEPISES, VaL YiVETOL KATOL0G B16A0YOG, Kot
va vrapyet éver Ko Tov v njuiovpyeitar kau va vrdpyet éva flow of information.
Topa pe v kpion ta TPAYHOTH GE AVTO TO EMIMEDO EIVOL KATWOS YEPOTEPQ, YIATI OEV
VILAPYOVV YPNLOATO OTTO AYOPOUCTES, OO CLAAEKTES, av BEAELC, dpal ExEL EMNpeacTE
Kot T0 KOPPATL. AnAadn av o chotnuo ayopds téxvng ftav o, Topa etvor o/2. 'H a/5,
0/10. Eyet pewwBet mépa morv. Kot avtd BéPara ennpedlet tnv mapaymyn, ciyovpa.
Otav évag KaAMTEXVNG 0EV TOVAAEL, TOTE TPEMEL Vo onKmBOel va gvyet. [Tavtod
VIapyel v td To TPOPANpa. Kot otnv Apepikn va gicot mov €xel TOGEC YKaAEPD,
Eexvag amd KATov, aALG amd KAmov TpEmeL va. deiEets, Yo va emPidoels. Apa o
KoAMTEYVNG elval KoTadkaoévos av BELELS, va mepdcetl amd To AovkL. Agv yivetat
aAMmg. Kt avtd to Aovkt pmopel va eivan petakivnon, tewa, suffer, dev EEpm. AAAa
TPEMEL LOVOC TOL VoL Ta. PydAet TEpa, dev umopel aAMdc. I't avtod kot to principal to
Od pag dev gtvar va fonbovpe Toug KaAMTEYVES, vl Vo TOLG ONOLPYOVLE ia
mhoteoppa. Iati 660 kot va fondnoelg kdmoov kaAMTey v, TEMKA amd ToV 1010
e€aptatat, amd TIC IKAVOTNTEG KOt TO TAAEVTO TOL.

Enopévmg 1o va €xelg éva povtédo oto omoio fondac kaAMTéYVES, TOVG KAVELS KOKO,
J1OTL deV TOVG APNVELS VoL TEPAGOLY 0mtd T LOU®ON oL TPENEL VoL TEPAGEL EVag
KOAMTEYVNG Yo va Bpet To d1kd Tov OpOpo Kot TN O1kn Tov aio.

H vrodoun capdg kot Tpémet va vapyet yio vo avadeyBovv kot va mpominbovv ot

KOAMTEYVEC.

MA: BAénete va pevyouv?
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A.T: B€Baua, k1 €00 £puyec.

MA: N, aAAé giyo pio culnmon pe €va eilo, kot cu{nTovoaLE Yo TNV KOTAoTOoT
otv AOnva. Kot pov gime 6t1 moAlol Epyovtan, kat pdiota ko un EAAnves. Towc va

EXEL VOl LE VO GUYKEKPIUEVO KM TTOVL £YEL dnptovpynOet.

A.L: Nou etvon pia tepiepyn kivnon avtr. Nopilm fondnoe pe avtd 1o kApo Ko
documenta wépo. oAD. Ao ™ otryun mov akovotnke Ot Oa £pbet  documenta €60,
duovpynoe avtd to khipo. Eav dev epydtav n documenta edw, dev Eépm mwe Oa

Nrav To Tpaypata kot ov Oo n0eie kaveic va Eavayvpiocet.

Na Eavayvpicet va kdvel 12 Na unv éxet gallery, va unv €xet ayopaotég, va unv €xet
nov va deiéet tn dovAeld tov? I'ati va yopioet. Evad topa kdtt yivetat. E Egkivnoe
TOPA Kot 0 AaGKAAOTOLAOG pia SpacTnpldtTTa, TO S1KO TOV 1OpVUM, LE EVTEANDC
SaPopeTikod okomd amd To d1Ko poc. Eivon mo pocavoatolouévo oto education,
cultural, diaspora etc. To omoio givat To avtifeto and to diko pag. Epeic kdvovpe
Tpaypata Tov Bempovpe evolapipovta, Ta delyvovpe oTov KOG (We put it out there)
Kot it’s up to you to take it or leave it. Ko oiyovpa vdpyet 1o evorapépov and

KOGLLO.

MA: MéMota. Ocov apopd T1g cuvepyasies e To EMTEPIKO TOL KAVETE €0€LS, ivat

Kt Tov Kévate €€ apyne, N Eexivnoe Topa?

A.L: Oy, etvon k4t mov kKavape €5’ apyns, H dtapopd topa givar 6Tt dev divovpe

1001 oNUaGio 6TO O1KO LG XDPO TAEOV.

MA: An6 tpoocwmiky] emhoyn, 1 AOY® cuvOnkav?

A.L: Zvykopieg. Agv dAhade timota. Ocov agopd av BEAelg, Tov TPOTO OV
epyalOHaoTe, 0ev Exel OAMAEEL KATL, amAdG avti va delyvovpe otn Néa lovia, to
Kkévovpe 010 Movoeio Mrevakn. Kot avtd €yive 61011 elxe kpion to Movoeio, o€ éva
TPOYPOLLLLO AOUTOV OGS AOVOEAY KO LG AV, «va GG ODCOVLE TO YMDPO, VO, TOV
vepioete? No 6oV dOGOLVLLE TO YDPO KOl VL KAVELG TN 1KY GOV eKOeom eKEl?».
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MA: Apa eogic maipvete 10 ymPo Kot opyavmvete TNV ekbeon pe diko cag budget?

A.L: Noa, Tnv ékBeom geic T S10pyavmdVOLLE, AALL AVTOL GUVEIGPEPOVY GTO YMPO, TN

ouvinpnon, v enipreyn kKAn

MA: Kot avt6 yiveton o€ yevikég ypopupés? Aniadn éxete akoboet Kot GAAOVG
OPYOAVIGHOVG VO. TO KAVOVV GE YMPovs Tov gite adetdlovv, eite vdpyet pio

OVTIKATAGTOGT TOV TL VRNPYE TPLV?

A.I: Koita&e, to Movogio Mrevakn kdtw oty [epaimg eivar modd cuykekpyuévo
idpopa. H morvyrwttio mov €xet ival apketa evotapépovaa. [Iposnabovoa va
oKEPT® GAAa LOVTELQ, KOt TO LdVo Tov Bpnka mapopoto etvar to Sommerset House
ot0 Aovdivo. To omoio givan kdmwg étot. [Tov awtd dovAevet kot £tot, OnAadr| pumopel
KAmO10¢ Vo TAPEL £vaL xDPO Kot vo, KAvel pia EkBeon. ‘Exet pia idtontepdtnTo opketd
peydaAn. Kot pdota, 6tav 1o dtopydvaove o Ayyeiog o AeAnPopidc, siyape pio
apKeTE peydAn KovPévta, eym 0ev moteva OTL vl TETO0 HOVTELD Ba SovAEyeL. AAAG
elya AaBoc. AovAeye, kot pdaioto ToAd kodd. To va divelg evkaipia o€ d1PopES

EKQPPAGELS TEYVNS VO poivovTal.

MA: T1ote Eekivnoe avtd amd to Movoegio Mrevakn?

AT Agv Qopdipat. TIpw amd 10-12 ypovia. Apa gpeic Eekvoope Tdpo e TNV Kpion

7OV OEV UTOPOVV VAL YPNUATOSOTHGOVY OAGKANPO TO TPOYPULLLO TOVC.

MA: MéMota. Kot mota givar n oyéomn g T€(vng LE TNV ETYEPNLATIKOTNTO GTNV

EMLada?

Mmnopet va cuoppaivovy mpdypata, anidg eyd dgv 10 EEp.

Eyete mapoatnpnoet adhayég otig eopueg?

Kotto&e, 6tav mapayet évag KOAMTEXVNG, TPOPAVAOS TO TEPPAAAOV TOV eMNpedlet.

Eravépyopon mait oty EAAenym vrodopnc. [att kdmorog ypetdleTon vo ol TpayHoTo
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Ko vaL £XEL TN SLVOTOTNTO VO AVOYVOGEL TL YIveTol YOopm tov. Ta 2-4 galleries mov

Exovv amopeivel, 6Tt avayvooelg 0o 1o avayvmcelg ekel.

Emiong motevm 01t eivor ypiyopa yio vo, kpivovpe. AAAG dev gipon kot oto studio
TOV KOAATEYVOV OAN HEPO, OV €lval TOAD SVGKOAO VO OVOYVOO® Tl aKPIPOC yiveTal
amd To perspective to d1kd pov. AALG L VIThPYEL ETPPOT|, Glyovpa. ZTOV KOKAO OV

CLVOVOCTPEPOLLOL, GIYOVPA TOVG EVOLAPEPEL KOl TO TEPIPALAOV.

MA: Qpaia. TELEWOGAE LE TIG EPOTNCELC.

Evyapiotd mold yio to ypovo Gog.

A.L: KaAn emroyia.

3. [Iétpoc Mrapnocikoc — Xpvsovia Bovlyopn

Interview

MA: Eexwvape. Tleite pov mowot giote, T1 Kdvete, TOG EUTAEKESTE LE TN CLYYPOVN
KOAAMTEYVIKT Topoymyn?

II.M: Eyo eipon o [Tétpog Mrapnacikag. Eipor apyrtéktovas otov Titho, oAAE KOve
TOALG dropopeTikd pdypato. Edd kol mepimov 8 ypovia, £xovpe £va ypoapeio mov
Aéyeton Drifting City, 6to 0moio acyohoOpaGTE YEVIKA [E TO INUAGLIO YDPO. AVTO HOGC
evowpépel. Kot pe tov ynoloxod yopo, cov dnuocto yopo. F'evikd éxovpe @tidéet
Kotaokevég, installations, pavilions, éyovpe oyedidoet pio  mhoteio, Kot
AoYOAOVUOOTE KOl UE GPKETA Yyneloka projects. Kot n mpoondbeia oe apketd omd
avTd givar va dovpe Kot TG cuvdovTal ovtd ta dHo. Ankadny installations interactive
ymoaxa, £yovv éva component oto dtadiktvo, 1 etvar povo 6to d1adikTvo?

Eyod fpba oty EALGda amd v Auepiki] mpv amd 12 ypovia, yio éve project o
onoio kamwg éotnoa ki étpe€a otovg Olvumiakovg aydves, mov ovoualotav Catch
the Light, k1 ftov éva project otnv moAn, otnv Abnva. Ekel o poAog pov frav kdtt
avapeco o€ curator, devbuviing mopaywyng tov project, aAAd Eypayo kol TO
concept. Ta ékava Ola Pooikd, o éva ko framework. Kot awtd fitav n agopud,
ywoti vor pev rav éva project ywo v ABnva, olhd ftav £va project ywo To Tmg M
TEYVN KOL OL OPYLTEKTOVES, Ol KAAMTEYVES Umopovv cuvepydlovral.

Kdnwg éto1 Eextvioape va doviebovple tétota Projects oto ypapeio. Exyovpe kepdioet
Kl éva O10YOVIGUO TOV OTTO10 OKOUOL TEPIUEVOVILE VO VAOTTOIGOLLLE, Y10l TV OVATAQGT)
oV Kévtpov ¢ Kapdiag. Meta kdvaple Kot Kamolo o ynelokd Projects, mov siyav
TEPLOGATEPN EMTVYIO, KOl APYLOOV VO LOG KAVOLUY 16MC MO YVOGTOVS Kot debvac.
Amd 10 2011 eyd aoyorodpon kot pe to Depression Era, o onoio givat pia opddo mov
Eexivnoe pe OTOYPAPOVS Kol TAEOV TEPIAAUPAVEL GUYYPOPEIC, KIVIUOTOYPAPLOTEG,
QUA0GOoPOVc/cuYYpaels. Oa éleya 0Tt mya oto Depression Era cav co-curator,
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OULVTOVIOTH, KOl EMIONG OCYOANONKO OPKETA KOl PE TO KEIUEVA, EMEDN TOPAAANAQ
YPAP®. Av 6Aa avTd £XoVV KATL KOO Yo gpéva, Ba Edeyo 0Tt lvor 1 ABMva kot 1
Mecoyelakn ToAn, mov vdpyovv cov VOPabpo oTig dovAelég pov. Ki €y ypdyet
Kol Kopd dekopid keipeva amd 1o 2004 péypt onuepPa, TOV APOPOVV GLYKEKPIUEVEG
TEPLOYES KAT.

[MapdAinio d1ddokw® kol oto mov/puio otny Iatpa, design, apyitektovikd oyedlacuo
Kot Bewpio.

X.B: Eyo eipor n Xpvoovra BoOryapn, eipot @otoypdeog, £x® dOVAEYEL TO TPAOTA
YPOVIOL TOAD pe eoToypagio. Metd dovAeya KL €yd otov opyoviopd Abnva 2004,
010vg OAUTIOKOVG AYADVEG, OC PWTOYPAPog. Metd T yvopyio pov pe tov I€tpo,
oV KAmm¢ kavaue poll To ypaeeio, dpyloo vo aoyoAoVUOL KOl LE GAAL TPAYLOTOL.
Kvpiog pe mpayuata mov apopovv to Web, ki étot kavoope pali kau installations,
web. Eipat emiong péhog tov Depression Era, evéd 1o tehevtaio pov project oto
Movceio Mzevaxn dev gival emtoypaeiko, oAl Video, mov agopd T oyéon g
noAng pe tov dvpomo mov (et péca ota ktipo, pio MOOVOPAETTIKN HATI oG
yovaikag Tov mapakorlovdel péoa and to omitt g Tov Koopo. Eniong to Depression
Era o coppetéyel ommv Mmevvaie g Oecscarrovikng pe empeintpia v Kotepiva
I'péyov. Kot d¢ opdda, Ba kdvel éva £€pyo 610 OmOi0 €Ol GUV-EMUEANTPLO, GTO
omoio cuLUUETEYOVY Kol Ot AvOpmmol Tov TpaV UEPOS GE KOMOW KOAMTEXVIKA
gpyactnplo. ov Exel kavel to Depression Era.

ML: Qpaia. Ecelg dovAevete pe opyaviopovs 1 povor coc? Kavete cuvepyaociec?
[Mog ypnpatodoteite Tov £0vTd GOG KOt TIG KAAMTEYVIKES OpacTnpLOTNTEG GOG?

X.B.: Zav ypageio 1| yio to Depression Era?
MA: T'evikd, Ko Tpoc®miKd, Oyl LLOVO Y10 TO GUYKEKPIUEVO Project.

ILM.: Noi, cvvepyaldpaote pe opyoviopovs, wpdpota. [lov dev etvar pdvo yo 1o
Depression Era.

H dovield pog dev eivor 1660 cuykekpipévn. Anladn oev Kavovpe HoOvo avtd 1o
npaypa. Etvon pio ogpd amd project mov Hmopovv va €YoV Lo GLUVEXELN TO VAL LE TO
GAlo, pmopel va givor pio touvio, 1 umopel vo. ivan évo installation oto Aoumt g
Ytéyng Tpappdtov ko Texvav, 1 éva Site oto internet, 1 pumopet va givor évo omitt.
Epeic onAadn kdvovpe avtd. Omndte eiyope mEAATES, 101DTEG, OL OMOIOL HOG VOV
ypata yo va etidEovpe kdrtt. TIoAAég popéc avtd ta yprpata ta divape Hetd yio
vo etiaEovue éva installation. IMapdderypo to Dreamwover (project) éywve étot.
Xpnuoatodotnke emedn elyope pic aAAn SovAela, vanpye £va TAEOVOCUN GTO
YPOPEIO KO T YPILOTA TTRYOV Y10 VO, YIVEL 1 EYKATAGTACT] KO O TPOYPOUUATIOUOG.

‘Exyovpe ovvepyaotel ko pe to 600 10pvparta, to Nidpyog ko to Qvhoon. Me to
Qvdaoon kavape pio peydAn pekét yu éva oo pag épyo, to River, to omoio dev
vAomomOnKe, Kot TEPIUEVOVE VAL TO GTIAEOVUE. AAAG NTaV Lo cuvepyasio e avTo
70 1pVua, Tov Kpatoe vy 1,5 xpovo. Ko yia to Depression Era, og péin awtng g
collective éyovpue ovvepyaotei pe to idpopa Nidpyoc.

Aev vmbpyer kdmowo pattern. To mpoavég pattern eivar 611 vmépyovv Aoyotepa
YPNUATO, Kot OTL TAEOV dEV VTTAPYOLV TEAATEG. OTOTE ALTN 1) dOUT JEV OVAEVEL TOGO
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moAD. ‘Exet peiwbei dniadn n anyn tov 6600V LG, LE TNV OO0 YPNLATOO0TOVGOLE
ToL projects.

ML: Apa tdpa, yio. To 01kd cog Projects, sivatl moAl omd TPOCORIKEG EXEVOVCEIC N
etvar mdAl og cuvepyacia pe To WpOpaT?

IIM: Oy1. Eivan pukpotepa. projects. Ag movpe, tdpa. cuvepyalOHOoTE He £va. LOVGEID
otV Zovtopivn yia évo installation exei, kot To povoeio o avoloufavel avtd. Amid
dev givar tOco peydro to project kot to budget tov épymv 660 NTov Tohadtepa. Agv
Eépovpe kou av o éxel emdueva project.

X.B: Kot yio. to Depression Era dev £yovpe apoipn, to ypfLoTo 1oV THPOUE amd TO
{dpvpa nTav Kaboapd yio vo yivouv To TUTMUOTO, KoL VO LTovV otV £kBgom, 1 1o TovV
KOTAAOYO.

[IM: H doviewd and to 2012 won pero givor katd 90 % eBehovrikr). H cofapn,
KoAMTEXVIKT dovAgld. Eyovpe dAlovg tpdmovg va Pyalovue ta mpog to {nv. Iov
etvar dovAelég mov kdvovpe TapdAinia, n dwackaiio KA. Avti givorl 1 Katdotoon
TPOPavDS. OTOTE, LIAPYEL TO OTKOVOUIKO KOUUATL KO VITAPYEL KO 1] GLVEPYACTO e

Qopeic.

MA: Kot Tt 6og kavet Telkd vo 0EAeTe vor kaveTe TETO10V €i00VG Projects amd
ottyun mov to 90% dev pépvel owovopukn otabepdtnra ot (on coc?

X.B: Ey® mpocomikd dev Hmopd vo. KAOo UL KoL Vo iV KAV TitoTa, eneldn oev Oa
Byalo yppata.

MA: Nat aAré O propodoeg va kKavelg kAt dAro. Mo dAAn dovAeld. [ati
GLYKEKPILEVO POTOYPOPio Kol KaAATEXVIKA projects? Eivon n orun, n 06&a, n
éxppoon?

X.B: KoAd, axopa téon enun kot toor 00&a oV £xm O€t.

MA: Not aAld morhol pmopet va Eekvdve kot £xovtag 6To HLOAO Tovg 0Tt Ba yivouv
TaciyvomoTol KaOAMTAEYVES Kot B TOVAGVE OTIC HEYOADTEPES YKAAEPD TOV KOGLLOV.

X.B: Nau givan éva kivntpo ko avto. INa gpéva vopilm, avtod stvon kdtt mov Egpw
KOADTEPO VAL KAV®, akOpa KL av dgv Pyalom moAld ypnpota and ovtod. Agv etvor KTt
oL BEA® v aPNo® Y10 Vo KAV KATL AALO, TO 0TToio PLAAAOV Ogv Bal Lov apECEL, Yo
va Bydio tepiocdtepa yxpnpato. Agv Ba eipon ikavomompévn. MaAiov autd.

I[L.M: K1 gy® vopilm 011 tdpa dev EEpovpe va Kdvovpe Katt ALo. Duoikd givar
TOAAG O10LPOPETIKA, OAAG EXEL VOO VO, LEVOVE GE 0TA OV Kavoupe. Ko ylo epdig
&xel onpacio 1 6ovAEd pog va €xet pio cvvéxela. Na cuveyicovpe vo KAVOULE
projects. Ko Bpickovue tpoémovg va Guveyicovpe va 1o KAvovpes. Avto KAvouue, dgv
Kévovpe KAtL GALO.

X.B: Kt éAriCeic mévra 6t O mpokdyet kATt omd KAt kKotvovpylo mov Ba kdvels.
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[IM: Tha gpdg eva otoymuo ivan TAvTo vo SOVAELOVUE Omd £6M AL VO EYOVE Kot
pia mtapovoia ektdc EALGSaG. Kot og éva Pabud to kotapépvovpue aArd dev elval Kot
€0KkoAO0, yuo d1dpopovg Aoyovs. o ToAAG ypdvia eiyape pio otevny cvvepyooio pe
évav 3° partner oto Aog Avileheg. AmAd Yoo va. To Kavelg 6A0 ovtod ypetdlecat
YPALOTO, VO, LITOPEIG VoL TOEDEDELS Kat VoL EXEIC o Tapovoio aAloD.

To xivntpo &ivar 1 101 1 dovAeld. Oa NTav wpaio va Pydlovpe kot yprHate omd
avTo, 0ALA dev Pyaivel mavTa.

MA: O1 kpatikég emyopnyNoelg Tt poro mailovv ot doVAELd Gag?

I[IM: Eyo £&yo xdver évo peydho onuocio project otmv KaPdia, pe dAlovg
ovvepydteg, pio obvOetn opdda. Eivor mdpa moAd S00KOAO va SOLAEVELS Yo TO
EMnvikd Anpoocio. Tlpénel vo umelc oe  pio ypoupelokpatiky oo, Tov EYEL Vo KAVEL
LE TO MG OPYAVOVELS Kol TAPOVGLALES TOV €0VTO GOV, OTL TPETEL VO EIGOL EVI|LEPOG
ACQOAGTIKA, OTL TPEMEL VAL £XELG KATOLOL LEAETNTIKA UNTPpdO, OTL Tpémel vo Byalelg
EYYUNTIKEG EMOTOAEC, TOV €K TOV TPAYUAT®V givor pia doun £vog ALOVL 0pyavIGHOD
ano avtdv mov gyovpe epeic. Emiong mpémer  va €xeic ypnupato otnv akpn yoti
TANPOVEGAL dVO YPOVIA LETA, AALL TANPDOVELS EQOPIES, E1GQPOPEG KAT kavovikd. Eivon
Kamotla surreal mpaypata, yeEVIKG OmoldNmOTE EUTAOKY Y€1 HE TO ONUOGIO gival
aTY.

H aAnBewa givon 011 £yovpe otnoel pia pun KuPepvntikn opydvmon, Kot vty eival 1o
Depression Era, éto1 vroompiletar. Metd amd 6o 6Ga £xEl Kavel avth 1 opdda, Oa
pumopovGalEe vo moipvovpe gvpomotkd yprpata. Ki ekel dpwg vmapyet to 6Tt 1
dovAetd eivar akopa gbgloviikr. Omote mooa axdpa edgloviikd projects Ha kévovpe
puéxpt va apyicovpe va apolpopacte ywoo v epyacio pog. Ipémer va vadpyer pia
apopn ywo to ¥pdvo Kot T doVAELd mov Palels oe avtd 10 TPdypna. Kot dtav kdmwg
KOTaPEPVELS va To Kavels oc pia 3" 1 4" full time dovAewa, yiott owtd kdvovpe oty
npoypatikdtto, 2 kot 3 dovAelég poli. Aniadn eyd elpon kabnynmge, kévovpe
Kamolo project oto ypageio, kv kat to Depression Era, kot topa gipon kabnyntmgc
Kot o€ éva GAAo pépog. Kdvm 4 dovietég mepimov. Ondte {ovue cvvéyewo oe pia
¢EaAAN Katdotaon, TNV omoia £yovpe pev ovvnbioetl, aAld eivar avtd axplPog mov
Aéve €€, pio precarious koatdotoon.

H A\ oyéom pov pe to onpodcto eivar 6t gipon Kabnyntg o Eva dNUOGLo mav/pio,
7oL Kot T givar oot surreal. H doun tov, to nog eEedicoopat, kKA. Eivor pia
dedopévn katdotaon oty EAAGOa av dovAevelg yia to Anpocio BéPara. [pogavag
To pattern givor 6t T0 ONUOGIO OTOGVPETOL A0 TETOLOL EIOOVG YPNUATOOOTCELS Kot
6t avadvovton collectives mov amd povec tovg mpoomabodv va QTIAEOVLY KATO10
TOMTIOTIKO KEPAAO0. YThpyovuv 10pOUATO TOV TO ¥PNUATOd0TOOV 0VTd, OALL EKEL,
YL TOPASELY O 1| YPNULATOdOTNON oL Tpape gueic amd 1o dpvpa Nibpyog pe to
omoio eiyape pio dyoyn cvvepyacia, kot ot avOpwmoi Tov Katdlofov ToAD KaAd avTtd
OV KAVOLE, KOl TO oTHPLEAY, NTav OU®G 0Tl «elvar kahog o eBelovtiopndg, dev cag
dtvovpe ypnuoto yoo apolPéc, cog olvovue ypnpoto yuo OAN TNV TOPUY®YY| TOV
npoypdtov mov Bélete va kdvete, Pipiia, ekBéoelg khm, aAld Oyt apoéc. Ondte
vrdpyel pion KovAtovpa €0®, cvykekpyéva oty EALGda, kot oavtdlopor Kot 6To
e€mTEPIKO, TOL £YEL VO KAVEL LE TO OTL 1 gpyacio. cov givol TeAeimg EMOPAANG
(precarious). Avtn givot 1 KatdoTaon YEVIKA.
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MA: TTapdra owtd vapyovv ot collectives mov avépepec. Ba PTopovoES VoL LoV TTELS
Tapadetyporo?

[IM: Eivor mwhpoa moArd otnv AOva. Ymapyovv  KOAMTEXVIKA TopadelypoTo,
VIAPYOVY OTEKLN KOWMVIKNG GAANAEYYUTG, Vtapyel To Béotpo EMITPOX mov eivan
OTUOVTIKO TOPAOELYO. KOl 16TOPIKG, vrapyovv ot atenistas mov eivar pio GAAN
1oTopio TOAD S1oPOPETIKY 0md OAOVS AV TOVS. YTAPYOLV Ta YVOGTH TAPKA, dNAASN TO
Kvzpov, otov Aywo TMavieAenuova, 1o mapko Novapivov, vrdpyovv ot TodnAdrtec.
Audpopeg opdodeg mov ciyovpa opyovavovior otnv kpiorn. Kot oiyovpa kon gpeig dev
B ywvopaotav uéin tov Depression Era, av axopa iyoue Eva ypoeeio ue 5 droua,
7oL &iye projects. Aev Ba eiyope to xpdvo va acyoinbovue pe avtd. Iivope péAn Kot
OMOOUE EVEPYELN KOl YPOVO GE OLTO EMEWDN OV EIYOUE GAAN OOVAELL VO KAVOULLE.
(crisis results: collective spirit)

Kot ftav moAd evdopépov avtd yiati nTav kot Alyo yoyobepomeio. And v dAAn
gival Ko pio avaykn va. omovTneelg otny emoyn cov. (motivations)

Ey® viobo mold copodtepog amd to Depression Era. Katdhafoa mpdypoto yio to
mo10¢ €fvar 0 pOAOG OV GTNV ETOYN HOL, TTOw Elvar 1 ox€om LoV pHe TNV toTopia, W
mv EAAGda, pe v xpion. TNotl avoykaotikope vo datvmodcovpe Béoelg, vo
ypayovpe keipeva. Ko vouilo Premelg ta mpdypato Alyo mo kobopd. Ymhpyetr o
Aevkog 00pvPog. Aev pmopeic vo katarapelg Tt 6ov ovpPaivel, Adyw tov media. Me
avTéG TIG TPpMTOPoVAiEg Eektvag ko PAETELS Ta Tpdypata Alyo mo kabopd.

Ondte voi, LROPYOVV EOPEIC OV EVOAPEPOVTIOL VO, GTNPIEOVV GUYKEKPUUEVEG
npmtofovAies. ['vetan évog d1dhoy0g Kot TPOYOPAVE TO TPEYLLOTAL.

MA: To kowo av&dveton? I'a Toovg ta KAveTe To. projects?

[IM: Epeic dovAegvovpe yio éva mass kowo. Mag evolapépet 1 palikny KovAtodpa,
eV dgv Kavovue projects yia v polikn kovAtovpa. AMG Toted® OTL UIopeig va
Kavelg avtd to outreach. Topa dev EEpm mmg avtamokpivetar 1 pala, kot dev gipon
olyovpog av poOVo KoAMTeXVIKO kowvd avtamokpivetor. Iliotedm mwg €01Kd ota
YNOLOKA oG Project avtomokpivetat £vo o evpv Kowo.

AMG Yo Tapddety o, To koo tov Depression Era dev ntav povo Eva 6edopuévo Koo
mg téyvns. Eiyxe vo xéver ko pe ™ ootoypaeio avtd, oArd pilnce ce moAv
dwapopetikd kowvod. To projects pog oumg eivor kot pio Tpaén eKUTOUTNG TPOS T
¢€m. Kot 6motovg maoeic.

Ievikd pag evoloeépet €va eupuTEPO KOO, dALAL Oev EEpm av avEdvetar yia va elpot
EMKPIVIG.

MA: T 10 EAAnviko Koo €xet oAl KATL?

X.B: Nouilow mog voar. Ymoapyet yevikd o peydAn oavnovyio otn yopo, omote O
KOGLOG avoryel Tpog ta. .

I[IM: Kt gydd vouilm mwg vmdpyer yevikd oavnovyio, Kot 10 €idape Kol OTIC
dpaoctnprotnteg Tov Depression Era kot ta ogpvapid tov. Kot éxovpe 60 ontnoeig yuo
T1c 20 Béoe1g. Oa mapayBovv ev TéAeL apkeTd vEa £pya, kKmolo amd ta omoio Oo etvon
kot woAd cofapd €pya. IloAlol amd owtodg tovg avBpdmovg dev egivor Kov
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KoAMTEYVES. Eivar dtknydpot mov €xouv agnoetl T dOVAELL TOVG Kol 0GYOAOVVTOL LE
avTO, TOAV GoPapd.

XB: ITAéov o kO6cuog mpoomabel Kot va Bpet kot d1EEOO0VE, Vo KAVEL KATL GALO 0md
avtd oL NEEPE.

[IM: Na Bpet moMtiopikd Kepdiao Pacikd, yioti dev vapyet avto.

Ev 1o petaév, o kdouog £xet mAéov moAd yaunio attention span. Aniadn dev mepipeva
va 0 TOALOVC TNV OpIAia. LoV, yloTL dev gixe dlaenuotel coota ota social media
KA. AMAG TEAIKA €10€ TOADC KOGUOG €KEL OTL TNV €KOVOL OLTT TNV OfUAia, Kot dpylooy
VO LoV AEVE TpaypaTa LETA. Apa Yio EpéEVa TO Vo vtapyels oto virtual reality tov web
givon onuavtiko, yo va kavelg broadcast tic 16éec oov, ta facikd 6ov otoryein ekel,
LLE TOLC KOVOVEC TNG YPNONG PACIK®OV 6TOotXEI®V, TO YounAd attention span KA.

Avt6 mov BéA® va T og oyéon pe avTtd Tov Afyopue TPy gival OTL TO HOVTEAO TOL
sustainability Tov Tomov «eym Ba oe oTNPIE® Y100 va Egkivioelc, Kot petd Oa tpénet va
Bpelc ta Ae@ta Vo GLVEXIGEIG» OV 1oYVEL Ue Ta dtopopo initiatives kou collectives dev
Vel akpPdg £tot. Anhadn av dev €xelg éva mAGvo vo to otnpigelg 6Ao avtd, To
npypota KAsivouv. Tedeidvelg Eva project ko Tpémet vo miel 6To ETOUEVO.

Kot dev vrépyet 1 kovAtovpa TG oyopds £0®. Anradn 1o 6Tt B PTIAE® €YD KATL KO
Ba 10 ayopdcetl KAmotog GALOG (KaAlTeyViKd (WAL®), dev Ba yivel €0 gbkoAL.

Ot unyaviopot mov Ba propodoay va oTnpi&ovv po KOAMTEYVIKN Topay®yn, av dgv
elvar n ayopd, av 1 ayopd dev pmopel vo. KataAdfel To mPowdV Hov, gival TPELS.
Ynrdpyet 10 kpdtog, vEapyovv ta WPHUATA, TOL Eivol WOIOTIKA, KOl KATOW KEVTPQ
media power kepaAaiov, av Oeg umopeic vo 1o otnpifelg OempnTtikd pe avtn TV
£VVOLl0, TOV VEO-PEOVOUMGLOV, TOV GTNPILoVV TO TEPPAAAOV TOVG, Kot

Metd o internet vouilm givat to tpito.

MA: MiAnoeg yuo crowdfunding pwv. To kévete?
[IM: Oyt axopa, aArd Bo 1o Kévove KATO1H GTUYUN.

ML: BAénete kou véoug tpdmovg otnpiEng? AArlovg ard avtd mov cvlintaue? Eivo to
internet avtd mov Ba Pondfcet va ptiaéelg npdypara.

[IM: Ziyovpa. Nopilm étidnmote véo Oa mpémet va Eyet éva plug-in oto internet.
IMarti eivon éva €too diktvo. Kat 1o diktvo, N kotvavikny ceaipo autr, eivol icmg To
OTNUOVTIKN 16MG KoL OO TIG KPOTIKES EXLYOPTYOELC.

MA: Xg oyéon e TO T ¥pNOYOTOLELTAL, amd TNV Amoyn TV KTIpimv, £XETE 0L GTO
public space d1apopeTikn yp1oN TOV YDPOL?

[IM: Yrapyovv 5-6 Bewpieg yia 1o Tt svppaivel 6to dnpdcio ydpo otnv AOnva. Eivan
TOAD «BoAkécy OAeg. Aéve OTL 0 INUOCLOC YMDPOG CLPPIKVAVETAL, OTL OVAOVOVTOL TO
Kowd meplocotepo, OtL (0 dnudolog ympog eivor) top down designed yia diovg,
dvokoia, vdpyet diversity opmg. Ot 1o koo givar bottom up oy designed, eivar
oAV PoAkd HOVTELD aVTO.
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Nouilw 6t omnv AbMva dev €xovpe v €vvola ToL OMUOGIOV YOPOV TOL GLENTALE
€0 UE TOV MOMTICUEVO TPOTO KO TIC SVTIKEG EMPPoEG mov Exovue. Elvarl kdrtt mo
ovvbeto. IIpocmadnoape va v €ovue Ko apyiocape va oyxedialovpe pio moAn. H
totopia g AONvag elvar 0t £xelc mhvta dvo mhateieg ko n Tpitn dev yiveton moté.
Avtd givar to tpiywvo tov KiedvOn Sauber 1o omoio dev viomoieitor. ‘Exeig éva
OpOLOL YO TO ONUOCIO YMOPO TOL TPOEPYETOL amd TN Avom, kor €xelg pia
TPOYUATIKOTNTO TOV OV vl akplBdS anTn, Kot mov KAmmg To practapdevet. Kot
oAa Bapovtar 6to £d0¢og.

Ondte 610 OMUOGLO YDPO YIVOVTOL CLYKEKPIUUEVO TPAYLLATO, PACAPIES, OLUONAMGELG,
KataoTpoPés. Exepalovtatl mold dvBpomol anallotikd, sival évag xdpog 6Tov omoio
eKQPAlelc v avtifeon cov 6To KPATOG Kol 6TV 10Topia. Ymhpyovuv KAmolo ToAD
emtuynpéva mapadeiypata, Onmg givar n Atovucsiov Apegomayitov, mov eivar évag
x®pog mov €xet mboel. Eyom mpoonabew va Bpo €va LOVTEAO Yo TO MG OOVAEVEL O
IuoG1og ydpog oty Evpomaikn moln, ki £xo KataAn&el o€ Katt Topadocstokd, Evo
proviého mov  ovopalo «Knmog-Mvmueio-Ayopd», tpio  opyETuoma mOL AV
SLUVVTLAPYOVV, TOTE AVTOG 0 XDPOg elvar {ovTavog, sivar dnuoctog. Ki av mhpeig 6An
v 1otopia, Kot TNV WPLTIKY otopio g ABMvag, Tt ftav 1 Akadnuia [TAdtmvoc,
g oyxedloe o Hanssen v katvovpylo akadnpio, SAQOPES OPUUATIKES TPOTAGELS
TOV VEOKAAGIK®OV Yioo TNV AKpOTOAN, Héxpt to ktipto tov Renso Kiano, peypt tov
[Tucicdvn, givat avtd o Tpion apyETumo, 6To TWS TOV 6YEIULOVLE TO dNUOGLO XD PO.

Topa to TG Ypnoorotovue avtd 10 Ydpo. o péva ta wo {ovtava pHepn avutn
otiyun otv ABnva, givol Kamow TPo HOVTEPVA, YWPOL Kol practices mov vanpyov
mhvta Kot Tpafodv Koouo. Ommg ot Aaukég ayopéc Yo mapadetypa, Vimbelg 0Tt gicat
péPog Tov dMuov, mepratdg apya. To pvnueia, n Ivika, tpafave kdopo, ahid dev Oa
yiver pia cvykpovon exel. Eivan ta dtapopa maldpro, n mopaiio, Tov eve dev eivat
oV ABnva, 6TV oA, N TOAN OVAPEPETOL GE QVTN.

Ot Y®pOot TOV KATAPEPVOLV VO, GLVILAGOVY KoL Ta TP givan quantisensial dnpodoiot
YDPOL.

ML: OK. Avtég elvar o1 ep@THGES AOOV, TEAEIOGALLE.

Evyapiotd mor.

M, XB: Epeic. Koin emroyioa.

4. Interview Dafni & Sofia

ML: Ileite pov Alyo Adya yio €G4S, TL KAVETE EMOYYEAULATIKAL.

Aopvn: Eyod, omo¢ xoatdlopeg OOVAEL® ©C EMPEANTPLOL KOL TOLTOXPOVO KAV®
OWOKTOPIKO 6TO0 TUNUHO TV HEc®V HOLIKNG EVNUEPMOONG KOl EMIKOWVOVIOG GTO
navemotnuo Anvov.

Yopio: Eyd eipal apyitektovicoo Ki €x® KAvel petamtuylokd oto Bauhaus ot
Boaygpn mov ewvar €yvn 610 ONpOGo yOPO TOv €ival OVALEGH GTO EIKOGTIKA KOl
oV apyrrektovikn. Kavm didpopa projects. Kavo kot oknvikd, kdve kot oikd pov
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épyo €KaoTIKd, KAV emPELEEG Kol ouvempéleleg, OWdok®, Kol £y® pio
KOAATEYVIKY Kot pio apyttektovikn oudda, Tovg Ibbou kat tovg Errands.

MA: AovAeverte freelance 1 og kdmotov opyovioud?

Yooia: freelance. Athd cvvepyaldpaote pe opyaviopovc. Katt tétoto frav kat pe to
Goethe Institut Athens kot pe to project pe to omoio pag Bpnres. Kt eyd kot n Adevn
&yovpe kavel ddpopa tpdypata ue to Goethe.

ML: Adym oyéong ne ) 'epuavia, 1 Adym network?

Sofia: Epéva mpoékuye yroti nuovv oto Bauhaus ki éxavav pio ékbeon eotoypopiog
ywo. to Bauhaus &d®, kot pe kdAeocav, emeldn nEepav Ot 6mOLOAL® eKEl, Kot EYm
oY£0M LLE TNV OPYLITEKTOVIKA, Y10 VO, KAV® pio optMo Tive 61O Mg EYEL EMNPEAGEL O
HOVTEPVIGUOG TNV EAANVIKT apyrtektovikn. Etotl kdnwg Eexivnoa kot npla. Kot poiig
yopioo gixe aAldéel tote M devBdviplo ko gotiale mold oto public art, kot pov
TPOTEWVAV VL KAV® KATL, ETEWON TNV EVOLEPEPAY LT T BEHOTA TTOV £TVYE VO KAVE® KL
Y.

Aapvn: Eyod vopilo nog mpoékuye enedn néepa 1o Goethe and mola, dtav o€ Eva
KEVTPO Ko Kavape 1o peotidA Mediaterra ko cvvepyalopaotov pe 1o Goethe, kot
petd, otav o @ilog pov elxe £pBet €dd mov NBere va khvel Eva PecTIPAA, EmedN TO
eeoTIBL Eexivnoe amd ™ Teppovia, cvvepydomnke ko pe 1o Goethe, kot peta
nposkvuye M devBovpila, 1 omoia givar modd open minded kot avalntoboe véoug
e€MTEPIKOVE oLVEPYATEG KATMG HEG® TOL OIAOL pHOL &ywve M oOVOEST, Kl £TG1
oLVEPYOOTNKO KL €YD pali Toug.

MA: Mg 6ca projects acyoleiote, aoyoleioTe KOl LE TN YPNUATOSOTNGN TOVG, LE TO
mov Ba Ppebodv Ta ypnuata ywo vo mpoypotomonBodv? Oca eivor peco TV
opyavicpav, givar ooyl aAdov appodtdtnto avtdg o topéas? ‘Exete emaen pe
oVTO TO KOUUATL?

Aoevn: Eyd yuo va glpor eLMKPIVIG TPOTILGD Vo UV UTAEKOMOL 6TV ovalnTnon
xopnywwdv, yori eivor Katt moAd enddvvo Kot dvokoro. Ilpogavdg xor dtav
ovvepyalopaote pe to Goethe eivar yati E€povpe 0Tt Oa kKohvebel and ekel.
K\eivovtag tn ovvepyaocia, EEpeig 6TL vapyel ko To budget. TIpopavag mpénet va
Bpec Moeig dote vo cov @tacel to budget ywoti pmopei vo unv gival avtd mov
woavikd 0élelg. AAAG mdpa TOADS KOOHOG KAVEL vt TN O0VAEd otnv AOMva.
Eekwdel éva project ko kével kat o funding tov. Eym dev 10 kdvm, oporoyd, yoti
fomg dev gipan moAD Betikog dvBpomoc. [Tiotevw 611 dev Ba Ppw moTE YpNHATO.

Yopio: Ki egyd to 1010 «émwg. Ko emiong doviedm pe commissions, eite
KOAMTEYVIKA, €1TE EMUEANTIKE, gite apyrtekTOVIKA. TOpo TOAMOTEPO, CKEPTOLOL OTOV
omovoalo, KUPLMOG TO £PY0 T EIKAGTIKE, OV £ival Kol avTd oV dgv TANpOVOVTaL, Oa
T KAV Yopic artist fee av mAnpodveton n tapaywyn. ITov oty oveia dev TANpdVESUL
Yo T SOVAELY Gov. AALA Bl TO KAV.

Twpa va Baro ypripato and Ty Te€nn pLov, TAéov dgv Balm.

MA: 'EBaleg maidtepa?
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Yopia: Nopilm dtav nuovv eottnTpla icmg vorl. AAAG Oyt TOAAGL.

Adovn: Eyd moté. Agv €y PdAel moté Okd pov ypnupota. AAALL TOPO TOV TO
OKEPTOLLOL, OVTO TTOV £Y® KAVEL TPOG avalnTnom Yopnyudy, Yati vidvbm po oryovpid,
givo ) Tpooeyylon npecPeldv, votitovtmv kKAt To ékava kot pe to Hybrid City, éva
HUEYAAO GUVESPLO TTOV KOVOVUE HE TO TOVEMICTAMO. 't avtd €ym elya avardfet va
Bpebovv ta ypHuata. Kot yio kdmoto GAla projects.

AAG dev KAVe TPOC eTaNpEiE KAT.

MA: Eyete kivn0ei kaBOLlov mpog KpaTikéG entyopnynoels?

Yooia: Koitage, vouilw o011 1 EALGSa €xel kupimg O10TiKéG emyopnynoels. Me
poTovoaV ¥Oec TG &ivol To TPAYHOTO HE TNV KPiom, Kot Tovg éleyo OTL givol
KOADTEPO Y10, TOVG KOAATEYVES Yiati €yl apyioel va vdpyel to idpvpa Nidpyov,
Qvacon, 0 opyavIGHOS Tov AdcKAAOTOVAOD, 0 K®VveTovtakOmovAog yio Tig Tovies.
Kot 6hot avtol divouv kdmoteg yopmyiec, eved moldtepa fTay LOVO T KPATIKO KO TO
AEXTE. Ondte pdAiov Kanwg koAvtepa givol to TPAYHOTO TOPO, ATAL £ivol TOAD
TEPLOPIOTIKO TO OTL EIVOL LOVO 10O TIKES YOPMYiES.

ML: Av fjtav xpatikég Oa Eémanle poro Yo €6AG?
Adovn: Oyt kaborov.

Yopia @ Maxdpt Bacikd va vanpye. ATAG Y To €KOOTIKA To pdvo mov divetat
KPOTIKA €ivor to yprpota yio ) ovppetoyn otn Biennale di Venezia, mov givar kot
apketd peydro budget.

Aagvn: Nopilw 6tt dArog évag AOyog mov £y® amoPedy® TG OMOTEIPES AVTES, KO
eVOEYOUEVMS Kal 1 Xogia, givar OTL 1| Yopnyieg TOL TPOEPYovTaL amd TNV ayopd Gov
aAAGlovv Ayo kol 1O yopokTipa TG ekdnAwong. Omdte ekel amo v apyn
OKEPTOLOOTE OV TN CUYKEKPIULEVT EKONAMOT] UTOPOVLLE VO KAVOVE EKTTMOELG 1) OYL.
Kt av de1g 011 dev pmopeis, eyd og movpe dev Bo gumiexopovy kav o owtod. Tati
Tapaderypa pio etarpio O1OTIKNEG TNAEQoViag Oa dbhoet kdmoto pkpo budget aiAdd Oa
BaAet Aoyotuma, banner .

Yopio: Kot pmopetl kou oTig meprtdGeElG TOv TaL Project £xovv vo KAvouv pe Ttov
axtifiopd va givan avtiBetn 1 etarpia pe to project.

Adoevn: Nai, Onhadn kdrmg oev yivetar.

MA: Kot morg emProvere?

Yooia: Eyod dev emProve, va to . Tt &xo 10 TEMEAE, aAlog Ba emBiova.
Mog MpBav ta avadpoptkd, ot avENGELS ol TOPVES, Kot woyvovy ond to 2011. Ko
etvar 3500evpd emumAéov. I[lov mpootibetar oe do0 YPWOTA® HEYPL OTIYUNS OTO
ovykekpipévo tapeio. AAMdg Ba emPiova. To TpoPAnua eivar 6Tl TpEYovv GuVE)ELD

€€000 IOV OgV £Y0VV VO KAVOLV LE TN OOVAELL 1] TO EIGOONUA GOV.

Kata ta Ao dpog eipacte and t1g tuyepés. Exovue project mov minpdvovtat, evd
TOAAG TPy pLaTaL OEV TANPOVOVTOL.
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MA: Ko to budget and 1o Goethe amd mov mpoépyovton?

Yoopio: Ta ypnuata tov Goethe eivan kpatikd yepuavikd. Kot péoa and to budget
nov pag divovv, gueig opilovpe mdon Ba givar ) apopn pag, Kot 6co Ba KooTiceL T0
project.

MA: Anhadn pmopet vo, petwbei n apopr avaroya pe to av Pyaivel to project i oy?
Yooia: Not.

Adovn: Ecb 10 anoacilelc opms. To Goethe cuyekpiuéva Tavimg dev TO emTPENEL
avtd. Av ToOE VO petdcovpe To dikd pag budget yua vo Balovpe yprnota, eimav oxt,
Kot avénoav amid to budget. Eivat omd toug oAb kadovg cuvepydted.

MA: Ocov apopd Vv Kpion Kot TNV KOAATEYVIKT TOPAY®YT|, EXETE OEL OLUPOPES GTO
dtpopa otddio TG TapaydYNs? Ymapyovv dniadr] Katvovpyotl TPOTOL TOV UITOPEITE
goeilg va ypnuatodotnoste éva project, 1 va umopei vo aAlGEel To process N va
yivovtal o ToAAEG cuvepyacies? Mmopel va cuvepyaleote o mOAD e 10 eEMTEPIKO

TOP 0T’ OTL TO TOAMA?

Yopia: Eym Eexivnoa va dovievm axpifdg mhveo oty kpior, oniaon to 2010, dev
VOul® OTL uopd va. 10 cLYpived pe TaAoTEPO.

MA: Katd ™ didpketa tng kpiong?

Yooia: Amd 10 2010 péypr onuepa? Nopilw OTL LVIEAPYOLV MO TOAAL UEPT TOL
umopeic va kavelg applications mo, avtd. AAAG emedn kivovpon kot oty EAAGSa ko
070 EEMTEPIKO...

MA: Kat gtvon amtapaitnto va kivnfeig kon oto eEotepikd?

2o@io: Nopilm eyd 61t ta tedevtaia ypdvia iIcmg dovAed® o oA pe E€voug. Ko
dovAeb® Kot 6€ oKNVIKA otnv EALGS.

MA: Ta oknvikd ivar omd T SOVAEIEG TOV GE TANPOVOLV PAVTALOLLOL.

Yooia: To Goethe givar moAd kolo budget wise, og movpe.

Adoevn: Ta oxnvikd givor koAOTEPO A TO VO KAVELS Eva £pYO GOV KOAATEXVNG.

Yoopia: T'evikd elvor omavio vo g TANPOVOLV Yoo Vo KAVES &va €pyo oav
KOAMTEYVNC. ZTOVIOTATO.

MA: Térte yuoti 10 KGvete pe moudia?
Adovn: Thatl 1o kavelc? TMarti eloot kaAMTEYVNG, Kot YTt Bg va eKQPACTEIG LECO
and avtd. Nl 06helg va mapovoidoelg katt. Eyd ola to televtaio Too KOATEXVIKA

OV €Y® KAVEL, €(® TAPEL oYeOV amd OAa apofn, moAD pikpn Opms, dnAadr| dev
ovykpiveton pe otwdnmote dAro. Kat cov mAnpdvouvv v mopaywyn Pepaia, mov dev
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Ba pmopovioeg va 10 khvelg povog cov. Kat vadpyovv Kot K4moto mov Exm KAvel 6T
I'eppavia, yopic apopn oALd pLov TANpGOVAY TNV Topoy®Y Kol To Tasio.

MA: Kot ovtn 1 ékepoon €ivor TG0 onUovtikn mov eoeapilel v mieon va
minpwocelg o TXEMEAE, ag movue?

Yopia: Amd 1o va kdvelg kdtt GAlo vail. Aniadn va movpe 61t Bo dovAeva GE eva
OPYLTEKTOVIKO YPOUPELD...

MA: Tlov Ba o TAfpwve kavovikd kot Ba elyeg otabepotnra...

Yooio: Not aAAd avtd vouilw OtL givor Bépa avOpdTOL Kol TOGO AVIEYES VA
1pwotdc. Tt va nw? Mo péva elvar modd onpoavtikd. Eival mo onpovtikd vo enevovm
o€ T€T010 TPAYUOTO, Omd TO VO EMEVOVO GTO VA TPOSTUONCM Vo EMPIOGHD KAVOVTAG
Katt GAA0. AAAG Tpoomab®d TavTo Vo TANp®OVOopaL pe Kdmoto Tpodmo. AAAG EEpw Ot
€xovv moAD ikpn apoBn. Aniadn dvte va €xovv 500gvpd.

Adovn: Ztv EALGOa?

Yooia: Naot.

Adovn: Amd peydhovg popeic?
Yopia: Nat. To éva pdiota kpatikod

Adovn: E xdmowor gopeig €govv akdpa ovvatdtnres. AAAG kdmolot dALol @opeig
&yovv oav dedouévo OtL dev Ba dmoovv timota. TNati dev égovv ko budget. Kot
Eexvave Kot e T AOYIKN OTL 01 KAAAMTEYVEG OEV TANPAOVOVTOL.

Adovn: Oa cov e éva mapddetypo. X0eg TOL NUOLV GTN GTOA EUTOPWV Elyov £pBet
kanowot and to Berlin Radio 1 va pidcovv, kot éleye to maudi ot divouve antode
TOVG YMPOLVS dMPEQV, KOl LTOPOVV 01 KAAAMTEYVES VAL KAVOLV TO, S1KGL TOVG TPAYLOTOL.
Kot toug pomoav ntwg Lovve avtoi ot kaAMtéyvec. ' HOghav va movve 6Tt vor PEV TOVG
dtvelg to ydpo dwpedv, aALE TEMKAE, €O aVTOL OV EMTPEMETAL VO TTOVAAVE Y10l VOl
unv etvarl avrayoviotkoli pe to GAla poyoalld g meployng (mov TeMKd TANpOVoLY
€VOiK10) av TopayoLV KATL Gov epyactnplo. Ondte oty ovcio amld ot KOAMTEXVES
exel YMtovouy éva ££000, OTL UTOpOovV vaL £XOVV Eva YDPO Y10l VO, KAVOLY dpACELS.

MA: Ta televtaio ypovia, PAEnete kOmolw OAAOYN OTO TG YPNCLLOTOLOVVTOL
ovykekpipévol yopor? ‘Exovv kieicel icmg kdmotol opyavicpotl Adym kpiong, Kot Tt
&xet yiver ot B€om toug? Ymapyel n avaykn 6Tov KOGLO Yio aAAayY|, TOL EKQPACETOL
péca amod T XpNomn Tov YO®PoLv?

Adovn: Avtd mov kdvel TOAAY eviummon eivor mwg €xovv avoifer moAlol pkpol
Y®PO1, TOL GTNV OVGIO Elval YMPOL TOV TPEYOVV Ol KAAMTEYVEC. AVTO dgv LANPYE
naAdTepPa, Ko givor mépa moAd opaio. Yapyovv mToAAég TpmTofovAieg KaAMTEYVDV
mov Ppickovv ToV TPOTO PUOVOL TOVG VA OELYVOLV T1 OOVAELL TOVG, KOl TAVE KO TOAD
KoAd. [ wapdaderypo to 3 137 (* interviewed).

Eniong véor emperntég £xovv avoi&el kot avtol ydpovs, 0TS avtdV Tov £XEL Avoi&et
n @oxiavakn, tov State of Concept. BéBata kdmotor avoiyovv pev, aArd kieivouv
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K1OAag, OTmg ot Frown, eneidn dev pmopovv va cuvinpnbovv, mov givor kpipa. ‘Eva
dAro etvar to SNEHTA, otv Koyéin. Kot dAda moAld mov dev ta Bopdpot topa.
AMAG etkpvd 6Aot avtol dev EEpm Ttmg Pyalovv ta é£0da ToLG.

Yopia: Nopilm mwg dev ta Bydlovv, amhd 6Aot £4ovv Tov TPOTO Vo EMPLOVOLV.
[Mapdderypo. 1 SNEHTA eivon éva residency mov {ntdet apoipn yo va €pbeic.
AnAodn TANPOVEL KATO10G TO PVA £VOL GUYKEKPLUEVO TOGO.

MA: Kot 1t akpipdg kdvovv avtoi ot ydpot? I[Hapovsidlovv tn dovield tovg? Apa
YKOAEPL 1 TO HOLGEI0, 1| 0 opyavicpdg cav intermediate step @evyet, 1 opyavOVOLY
ekBéoelc ko pe arAlovc? (Aeg edd@ COHEN, emov eiyape o€l oto Cultural Economic
theory: ywa 10 g aAlalovv ot intermediaries)

Yooia: Ta kédvovv 6Aa avtd. Kot mapovstdlovv ) d0LAELL TOVE, Kol OPYOVAOVOLV
ekbéoelg ko pe dAhovg. Tiveton pio empeintikn opdda. Nopilm 0tL Tpoctadovv va
unv €EAPTAOVTOL OO KATOLO0 PLOVGELD 1) YKAAEPV.

Adopvn: Kot givor ydpotr mov dgv givar cuvéyela avorytoi. Eivou artist run project
spaces, ogv givor yKaiep.

Yo@ia: To Space Under eivar pio opddo apyotektovav mov kdvovv workshops kot
ntéve apoPn. Oépvovy kdmmg To GToLXEl0 TNG EMYEPNUATIKOTNTOS Y10 VO, LITOPOVV
va eTPLdGovVy Kot ovTol.

To aiio project givar to Circuits and Currents, mov kdvel o Nikog ApPoavitng Kot
etvar ypnuatodotovpevo and 1o DAAD, and 1o eEmTeptkd OVGIUCTIKA.

Eniong, pia opdda avlpodnwv mov €govv mdpel éva Evpomowd mpdypappa, ot
Eexivnoav vo KGvouv TPAyHoTo OTN YETOVIA, €KEL GTOVG KOOGS YDPOVLS TV
TPOCOLYIK®V Ticm and v Xtéyn [poppatov ko Texyvav. To elyav Eekvnoet o
KO LETOL TPV TO TPOYPOLLLLLAL.

Kabe yaopog Aertovpyel dwapopetikd. To Béatpo EMITPOX Aettovpyet pe 10 GOGTNHO
tov Occupation 7 reactivation(Ed® ypnowomoince references amd epnuepides, Kot 10
GpBpo Tov Bapovedakn oto WDW Review).

AALOl TANPOVOLV €VOiKlo, GAAOL Kbvouv ekBéoelg ota dapepiopatd tovg. H Ntopa
Owovopov vopilm ékave £kBeomn 6To Ypopeio TOV TOTEPA TNG.

K1 gpeig siyape kaver évo mold mpaio project mov Aeyotav «Evowkialeton to TTopovy,
Kol elyape €vo OUEPIGLO, TTOL TO YPNOCUYLOTOMGOUE GOV YOPO Vo Paiovue Epya
SPOPOV KAAMTEXVAOV, Kol TO KAVapE Gov dtodtkacio pe pesitn, oniadn siyope pio
@I\ pog mov NTav pecitplo, M omoio £0€lyve TO OTITL, MOV OVIMG NTOV YOl VO
VOIKLOOTEL, Kot TAVTOYPOVA LE TNV EMIOEIEN TOV GTITION, £KOvE EEVAYNOT KOl 6T Py
TV KoAMteyvav. Eilxe mohd mAdxa, xou eiye yiver to 2010-2011. Kot avtd Mrav
ATOPPOL TOV OTL VITAPYOVY TOALA GOELD SLAUEPIGHLATOL.

BéBoawa pavtalopat 6T1 avtd yivovton Kou og dAAa TAaicta, Oyt LOVO G6TO TANGLO TNG

Kpiong.
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MA: Not aAAd 1 kpion dev ennpedlel? Evvo® dtav vdpyovv ta ypnuotae kot eivot
oMo 0KOAQ, VILAPYOVY AVTEG O1 GKEYELS?

Yooia: Avto pov 1o éleye pio koméAa omd T DwvAavdio. Oti vapyovv TOAAL
YPALOTO Y10 TV TEYVT EKEL Kol TG OTL PTId VoLV givan poPepd Popeto KAT.

Adovn: EvtaEet, otig mpaypuatikdtnTeg TOL dEV VILAPYXOLVY TOGA XPNUATO VORI Tmg
ol avOpomor KaAMTEYVES Kdvouy Kot TOAAG Tpdypato poll, Yo vo UmopEcovy va
emPidoovv, T0 omoio eivar €va TOAD MECTIKO TPAYUQ, Lo KOTOOTOGT GULVEXOVG
napayoyikoémrac. (Continuous productivity)

Yooia: Eyd oAdlo kdbe @opd to Ploypoapikd Hov OTOV KOV® OITHGELS Yol KOTOolo
dovieta. [Ipocsappdlopat otig artoelc. Eyod motevom BéPata 6TL avtd eivon Oetikod.
BéBata, icmc 1o motevm yiati lval 0 YopoKTHPAG LoV £TGL KOl LOV OPEGEL VO KAV®D
TOALG SLOPOPETIKG TPAYLLOTAL.

Kot ptidyvelg xt éva mhaiclo ocvvepyasudv, Katalofoivels mmg v XEPIoTEIS TO
oLOTNHA, Kot Oyl LOVo va 6g xelpiletor oTo.

Adovn: MabBaivelg amo d109popeTikég TAEVPES.

Yoopio : AMG pmopel va gicot ToAd Kakdg educator, pe v £vvioo TOL Vo P Gov
OPEGEL, VO SUGKOAEVLECHL KAT, KOl VO TPETEL VOL TO KAVELS Y10 VO, ETPIOGELS.

MA: Av mtpémet va 1o Kavels, Byaiver?

Yoo Noi, evtaéet, epéva pov apéoet PéPara. ‘Exet o moAd peydin dvokoiwo
SaoKOALL, OTAG TIGTEV® OTL UITOPEL VO APEGEL GE KATOL0V, EVD GE GAAAOV OYL.

MA: T1660 gbkoAo givar va To KAvELG OAa avTd?

Yopia: Koita, eivar moAd dvokoro yiati dwwomdool o€ mapa TOAAL TpdypaTo. Ag
movpe péca otnv efdopada Empeme vo OOACK®, Vo, dlopyavove tnv £kBecn oto
Goethe kot vo dovAed® kol o k6 pov project. Ewvor peyddn n dibdomacn g
TPOGOYNG Kal TG apocinongc. E, avtd guéva pe kovpale movta molv.

Topa pe PAémeic Npeun yoti €@ OTOAUATNGCEL TO TOAAG KOU KOV® OUTNOELS Yo
residencies. Kot owtdg eivar dArog évag tpdmog yia va Bpo ypruata.

Kdavo otnoeig og residencies mov égovv ypriuato. Xto e£@TEPIKO, apod udvo ekel
umopeic vo Bpetg T€To1a TPOYPALLTO TOV VAL £X0VV KOl XPTLOTA.

[Ma va 00vAEY® TO S1B0KTOPIKO OV ETOL.

AALG gtvon 0OOVGKOAO Va dtoomdoatl o€ TOAAG Ttpdypata. Kot mpénetl va metayecat and
70 €Vl 6TO GALO.

MA: Kot g 6Aa avtd Tpémet vo Kiveicat Kot ota avtiototya networks avlporwmv?

Yopia: Noat, amid vouilm o6tt mAéov eivor oAa éva. Aniadn moted® OTL ot pOAoL,
€101KE GTO YDPO TWV TEXVAV, EIVOL TAPO TOAD UTAEYUEVOL TAEOV.
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MA: IIépa amd avtd, vapyovy Y®Pot Tov Haledovy KOAMTEYVEG? ZVYKEKPUUEVEG
TEPLOYES?

Yooia: Kotta, vapyet moAdg kOGHOG, Tov 0ev givol KOAMTEYVEG Kot LolevovTal Kot
kévouv paypato. IToAAEG OpAdEG KOWVOVIKES, GUVEAEVCELS KATOTK®V KATT. Ag TOVUE
ota eEdpyeln oty KaAldpopiov, €xel avolEel €vag ydpog mov €ival 0 YMPOS TV
E&apyeiov. Kot xévovv Sidpopa mpdyuata, cov ovtd mov Oa yivovtav oTtov
aVTIoTOTY0 ONLO, Kol OKOUO YivovTol LOAAOV.

MA: Avtd mov kdvovv givar a&oloya? Xiyovpa givon a&ioroya cav event. Topa to
KOAMTEYVIKO OOTEAEGO. LWTOPEL VO UMV €IVOL TOGO TTEPANATIKO, OAAL 1) KOTOGTOON
mov onuovpyodv, To OTL palevovror kKAbe HEPO KOL OLOPYOVOVOLV TPAYUOTOL,
AETOVPYOVTOG KL OVTOL KATWMG ooV EMPEANTEG, €Ivol  OPKETA  ONUAVTIKO
(avtikatdotoon tov Becudv, PA. Anpog ABnvoiwv). Ewootikd Bo éleyo dev sivan
EVOLAPEPOV, OAAG EIVOL TOMTIOTIKA EVOLOQEPOV.

Kot mpoékvye and t1g ouvOnkeg g kpiong. Tote pe 1 mopeieg ompovpyndnkav
Thpo TOAAEG OUAOEC KOl GUVEAEDOELS YELTOVIAC, 7OV Onpovpyndnkav vy vo
amoeevyovtal Oldpopa TPAyHaTe (Omd KOTUGTPOPES, HEYPL TO VO GOV KOBOLV TO
peLLLO ETEION OV EYELG VO TANPOGELS TO Yapotot g A.E.H.).

MA: Ot opddec ovTég aoyoA0VVTAL KO LLE TPAYUATO TOALTIGTIKOD TEPLEYOUEVOL?

Yooia: Kdmoteg var.

Mia epintwon mov €yel TOAD evolapépov etvan 1 Xtod gumopav. ' 10 TG avTd T0
ktiplo givar o OAE (KPATIKO) tov topeiov, eykatoleAellévo, Tme o OMHog £dve
KAmoloL YPNUATO Ylo. TOVG KOAMTEXVEG, EVA TMOPO GTOUATNGCE VA TO Olvel, TOAD
YOPOKTNPIGTIKY EAANVIKY SL0OIKAGTIOL KOl TPOYLLATIKOTNTO YPOUPEIOKPATIOG GE OXEGN
LLE TOL EIKOGTIKA.

Eniong moAAdL kaAMtéyveg TepVAVE GE MO EUTOPIKA TPAYLLATO, PTIEYVOLY GOVAAPLOL.
Exo xdmolovg moAd koAovg ¢@ilovg KOAAMTEYVEC TOL £YOLV VO EUTOPIKO Ko
KoAteyvikd ympo, ot Arbit City Group, wor Mind, mov éxovv kot €va y®po mov
Aéyetar Cerapis kot @Tidyvovv umAovleg, QOVLAAPLO, KAT KOl TO TOVAGVE GTO
Kolovakt. Eépm kot Al pio opddo mov to youpioe mpog ta ekel, Tpog To fashion.
Bpiokovv, avaibovv to dedopéva mov mpémel, BEAovv va emiPidvovv amd avtod.
Kévovv ko exbéoeic. AMAG etvon emyeipnon.

Eyd ag movpe dev gipon KaBOAOL ETYEIPTUATIKO HVOAO.

Eniong kéve tours ommv moAn, ta omoio meptlapfdvouv dtdpopa mpdypota pe v
TOAT. ANUIOLPYIKEG OUBAOES, 1OTOPIKA GTOLYEID, TNV TOLVPIOTIKY TAEVPE TS ABnvac,
Bpiokw emiong locations ywo pio toawvio Topadetypo. ATAG OAo avtd To Oepd Eva.
Eivon n ardvtnon ommv epadnon tov poéAov.

Eniong xdtt mov éxm o€t eivar mpocmmIKES dpdoelg mov yvovtal cLAAOYIKEG. Oyt
amopaitnto  koAMteyvikés PéPara. o mapaderypa, €vag SACKAAOG (QLGIKNG
ATOPACIoE VO PTIAEEL TIG VTOPMOTICUEVES E1GO00VE TMV TOAVKATOIKIOV otV Kuyéin.
[Taer, wayvel, cvvevvoeitor pe TOVG €VOIKOLG TNG TOAvKOTOWKiOG, OV Ogv givat
€0KoN0, Kol OAAGCEL OAQ TIG AQUTTEG.
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Emiong vmdpyovv moAdol pnyovikoi, mov ovolyovv KOTOGTNUOTO HE (oynTd, Kot
EMELON EYOVV GTOVOEC, KOL TO TAVE EMYEIPTNUATIKA TOAD KoAd. Kot eivon aAnbeia o6t
omv EALGSa Tpa EDSOKIOVY TTOAD TaL POy AdLKOL.

MA: Qpaio, 0wTéEG TAV O EPOTNGELS LLOV, EVYOPLOTD TOAV.

Yopia: Eyd evyoplotd, Kot KaAr emtuyia.

5. Koondc Nikoraov — 3 137

MA: Tikd&vete Aowmov eoeic 6w

Koopdag: Koltage, autd mov mpoomabovpe va KAVOUUE €val éva SIKTLUO KATIWG,
TO omolo Kol va otnpilel Toug KAAALTEXVEG TTOU OULVEPYA{OUNOTE KATWS Kal
elpaoTte KL gUElS pHEPOG auTOU TOL SIKTVOU, Kal va StevkoAvvel. TMapaderypa
UTIAPXOULV KATOLX TIPOLRANUATA TIPAKTIKA, KAL LE TNV TAPAYWYT] TOU €PYOU, KAl
OLKOVOULKQ, KoL 0€ SLAQOPOUG TOUELS, Kol SLAPOPEG ATOPATCELS Yl TO TIwGS B
opyavwBel éva €pyo, TOLOG TANPWVEL, TIWG TO TIAPAYELS OLKOVOULKA, TIOLOG TO
ayopadlel, olog épxetat. [Ipoomabovpe oe OAa aLTA TA OTASLA VA STLLOUPYOUUE
KATIOLEG oLVONKEG Kal OKAISeG ac@arelag aAAd péoa amd GAAov eldoug
VOO TN PLEN, EQOGOV SEV UTIAPXOLV XPTHATA.

ML: Ontwg?

K.: Eyw, ag molpe, av kKavw éva €pyo, EEpw Tolog Ba e vVTooTNPIEEL, KAl HTTOPW
va Bpw avBpwmoug va SovAéPouy pali pov. Kat avBpwmoug mouv mAnpwvovtal
aAAa KoL avOpTIOUG PE TOUG OTIOLOVG LTIAPYXEL Pl aAAnAofonBela, kat Adyw
KapLEPAG, kKat Aoyw mpotlekt. [apddetypa, av eyw @TIdEw éva peydio €pyo, To
Tov B amoBnkevtel, Twg Ba peta@epBel KA, OAx auTA eival XpNuAaTA, Kal
koo Ti{ouvv ToAY. Epeis Aotmdv mpoo@épouvpe Eva SikTvo avBpwTwy oV Pmopel
va aAAnAofondatat

MA: ETopévwg TETLXAIVETAL TNV TTAPAYWYN TWV £PYWV TILO @OV, cav opdda
HEo Ao £Vva SIKTLO TIOV SN LoVPYELTE EOELS.

K.: Auto To TteTu)AlVOULE [LE TOV TPOTIO IOV AELTOVPYOLHE. Oa cov Tw. Kamoleg
©OpPEG AapPBAvoupe TIPOTACELS OL OTOLEG €lval amd METPLEG HEXPL TP TTOAV
KAAEG. ZTIG LETPLES EvVaL EUKOAO. ATIAVTAG G KATIOLOV, EVYXAPLOTW TIAPA TIOAD YLo
TO evlla@EPOV, BEV KAVOUE £TOLUEG TIPOTACELSG, lval O EUKOAO VA TIELG OT 1)
OTPATNYLKN Hag Sev elvat au T KAT, ylatL elval pev artist run space, aAAG emeldn
elvat kat to studio pag dev €yovue Spactnpotnta 10 pnves. ‘Exovpe 3-4
OULVOALKA péoa 0To £T0G. ETTopévwe dev Ba kavoupe KATL eTELST) amAd akoUyeTaL
EVOLAPEPOV. O KOUUTIWVEL TIAVTA LE TA EVELAPEPOVTH LA, LE TO TIPOYPUpp, Ba
EXEL KATOlX OoTPATNYLKN, B B€Aoupe va Soupe TOV KOAALTEXVY QTO KOVTQ,
EMOUEVWG SVO (POPEG Tov elval TOAV KaAQ T project, kat mov BgAape va
ouvvepyaoToUE, TeAlka Sev Byaivel. Tatl o TpdTOG IOV AELTOUPYOULE, TTOV €ivat
Baolopévog oto 0TL B amo@acicovpe EPEIS VO KAAEGOVE KATIOLOV KAL VX TOV
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Sovpe amd kovtda amd to 0 level, TeAikd Sev eival povo Evag kavovag, aAAa sival
SOLLKO OTOLYELD TOV TIWG AELTOVPYOULLE.

[Tailel mapa ToAD 1| TPOGWTIKY GXEDN, G TTOAV peydao Babuod. ‘Etol @tidyvoupe
Kol To Ttpoypappa. Kot eivatl ToAd mpoowiky avaykn kol Twv TPLwv pag. F'ivetat
aTo TNV MPOOWTIKY pog embupia. Nat, TAvTa VTTAPXEL KATIOL GTPATNYLKT), TOV
Twg O Bpovpe funding,molx oknvy, ylatt BEAOVE VA TIAUE OE EVX CUYKEKPLUEVO
UEPOG, VTIAPXEL OE OA0 QUTO TOAU UEYAAN eTXELPNUATOAOY(A TIOU Sev elvat
amAws Bewpla, AMA®MG TEAIKA 1) OTPATNYLKI EPYETAL UETA. TNV apy1n €lval 1
emBupia,. To kdvw VT YTl BEA® va BAETW KL AAAQ TIPAYUXTA, VA EPXOMOL OE
EMAPN UE GAAOVG KOAALTEXVEG oAV KL €UEVA, VEOTEPOUG, HEYAAVTEPOUS,
TLETUXTNUEVOUG, 0E GAAT KALLOKQ, OTIO QUTO EEKIVAEL TNV ECWTEPLKI] LOG AVAYKT).
['t auTO KoL 88V KAVOUE KOLVO €PYO OL TPELG UOG, EXOVUE TEAELWS SLPOPETLIK)
KOAAALTEXVIKT TIPAKTIKT]. To Koo pag €pyo elvat To Tpdypaupa tov 3 137.

MA: Ko twg Eekiviioate? Ipw 3,5 xpovia?

K.: ®a oov mw mwg €ywe. Mpw 3,5 xpovia n [ladxv amo@doloe va unv KA&vel
UETATITUXLAKO, KAl Vo volklaoel studio. Bprike Aomdv autdv To @QAVTAOTIKO
XWPO, KATA TNV Amon] pov, eyw Vopi{w OTL Elval Ao TOUG TILO WPALOUG XWPOUS
TOU UTIAPXOUV, T €VEPYEld Tou eival @ofepn. Amogaocilel Aoumov va
XPNOLUOTIOLEL TO KATW YLK £VA TILO EPYACLAKO KOUUATL, KoL TTAVW YLA VA GTYVEL
KOl 0TO TATAPL VA €lval To ypageio. M'vwpllopaotav 6AoL amod Tn oX0AY, YW UE
™ Xpvoavon eiyape EavadovAéPel padi, elpaote Kool yvwaoTol, Eve €yw KoL 1
Xpuoavon Nuactav Kot @idoL amd Tn o)oAY).

ZEKIVNOAUE TOAAA XPOVIA PETA TIOU TEAEWWOOUE TN OX0AN. TéAloomavtwv, 1
XpuodavOn Empeme va KAVEL TOTE £va PEYAAO €pYyo, 2X2 KL auTO NTav Alyo
XAPAKTNPLOTIKO, YTl TEAIKA S0VAEVOVHE KL UE KAAALTEXVEG TIOU SEV €YOULV
xwpo . HBeAe va kavel Aotmov autd To PHEYAAO £pY0, 8EV XWPOVGE GTO OTILTL TNG.
Kt emeldn pilovoape pe t Xpuoavin tote, g Afw «ylatl Sev Agpe otnv Iaku?»
Eivat kL o &lovpyds amévavil, Ba oto @épel, To &0A0, petd Ba €pbel n
UETAPOPLKY) KAl Ba £ELG TEAELWOE. TNG WAAEL, TO KAVEL

Eyw €10l Kkt aA\wg tepvovoa 1-2 popég to unva. Me ) Xpuodvon mepvovoa Lo
ouvxva. Apyloape kal elmape va Kavoupe pia €kBeom, va elpaote glels oL TPELS KL
dAog évag TtOmoG. ‘Exel kL autd éva evdla@épov, ylatli tote n Xpuodavon
{wypaile, kal eiyape mael og pia €kBeon mov NTAV €vag @IAOG pag Tov Nt
video artist, kot Aéyape pa mwg eivat Suvatov, BAETW TO WG TAPLA{OVLE, TO
WG LAG ATACYOAOUV TA (SLar TPAYHATA KAL 0T QOPUA, KL EXw TAOEL 60K, €V
EYW KAVW HOVO {WYpa@IKN EVW aUTOS KAVEL LOvo Bilvteo.

Kt étol Eekvael éva plot, ot BepoaAieg, n mpwtn £€kBeon mov kdvape. Kot eivot
ula éxBeon omovéuvAwn, Tov Sev TNV eixe emueAnBel KATOLOG ETUEANTNG.
Axopa viobw 0Tl gixe pla TOAV peydAn tomoBEtnom, mapa Tig aduvapieg Tov
TAEoV avayvwpilw. Htav evxdploTo.

ZEKIWVANE PE QUTO, ME TO OVOUA TOU YXWPOU, Yl va otellovpe deAtio tuTov,
elpaote 3 oto 137. Kot TeEAIKA VTTAPYEL (Lot TOGO PEYAAT ATNXN O, OTA EyKaAlVLI
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ylvetatl mavSaiuovio, pHag Tapvouy GUVEVTELEN, TIOV TEAIKA EVW ElYOUE TIEL, ValL
pev, umopel va ouvpe TL B KAvoupe, TEAKA NTav oav va lval TOCO UEYAAN 1
ENMewm mov auTO pag 0dNynoe 0TO va TO cuvexiooupe cav artist run space.
[Mpo@avwg av ev BéAape Sev Ba yvoTav aAAd BEAw va 00V Tiw OTL PG EOTIPWEE
TIOAV.

MA: MaAwota. Tuonpalvel to artist run space?

K: Aowmov, 6ev vmapyet 0pog ota eAAnvika. Eivat évag aveEdpnrog,
QUTOSLAXELPLIOEVOG XWPOG ATIO KAAALTEYVEG.

MA: To non-institutionalized énAadn?

K.: Nat auto eival pia ocvltmon BéPata. I'att To non-istitutionalized kat to p
KpaTiko, oV AyyAla kot otnv OAAavsia elval éva TEPACTIO KOPUATL TN XWPA
nag mooo elvar? Apa elvat oAV mepiepyo otnv EAAGSa to TL elvat dnpooto, Tu
KPATLKO, TL aveEAPTNTO KAL Un SNUOCL0, TL Un SNUOCLO XAAG KATIWE EEXPTWUEVO.
0 xaptng autog eival Atyo Teplepyog, e0IKA 0€ Pia KATILTAALOTIKI] AYOPA IOV TA
KAVEL TTL0 SUVATA AQUTA TA TIPAYUOTA, TO TIOLOG TEALKA 0€ TANPWVEL AnAadn Tu
TIAEL va TieL SNUOCLo Kal Pn Kpatikd? Av €xets i8lwTikoUs funders kat §pag yia to
KOLVO KAAO, TEALKA KATIOLOG UTTOPEL VAL GOV TIEL OTL £XELG «IOLWTIKA» KIvTpA.

I xwpa pag KoAag dev EEpw Kav molog eivat o dnuoclog topéas. To povoeio.
AnAadn) Ta xpnuata amd To kpatog ave oto EMIT To omoio Sev Ta AEL KAAQ,
Kat otn ovppetoyn TG EAAadag otn Mmievade ¢ Bevetiag. Aev
XPMUATOSOTEITUL KATL AAXO, EYW oAV KAAALTEXVNG SEV UTTOPW VA XPNULATOS0TNOW
aTo TO KPATOG.

MeTa amd TO EKACTIKO ETMUEANTIPLO UTTOPW VA TTAPW SNUOCIX £pya. AUTO OHWG
Elval Yl v KAVELS VIOKIPAVTEP padll pe Ta TpeAokopeio. MV To cu{nTApE Kav.

Epeig olyovpa eipaote pla 18iwtikny mpwtoBoviia, n omola otnpiletal oto OTL
etvat to studio pag. Eival matévta. XTov €160 L0V TIPOVTIOAOYLGUO, ATIO OTIOV KL
av glval auTog, E(TE HOV T SIVOLV OL YOVEIG OV, EITE KAVW AAAEG SOVAELES, ElTE
EXW KATOL0 £0060, Tallovv OAa aLTA padl yio EPAS.

[TaAotepa elyape mMePLOCOTEPA XPNHATA ATIO YOVELS, Twpa GAA0G SovAevel full-
time koL o€ KATL GAAO, GAAOG SoUAgvEL I} €xEL KL éva €6080, OAOL KAVOUNE 0,TL
tuxel Elte kavovikn side job eite oav gpéva mov Kavw 06, Tt TUXEL, 0TV KATL.

Metd €xel ovpBel va kepdloovpe éva Staywviopno emipéreiag. ‘Exovpe kavel dvo
@opég funded projects cav kaAAltexves. AAAG yivovTal 0Aa avuta padll kat ioa (oo
Tov Byaivoupe olkovopka. Agv eivat 0TL pioofyalvw kabe uiva. AnAadn eyw av
elya evoiklo dev Ba éByawva. T'a va yivel avtd kot va Byalw ta e§oda pov pe
auTO, Kal e OAx auTA pall Ba Empeme va pévw pe Toug Yoveis pov. ov eivat
TpopepN N StdoTaot Kol ylx T SOVAELX av TO OKEQPTELG. AgV HEVW |LE TOUG YOVELG
KoL S€V EXw €VOIKLO KAL TH KATAPEPVW.

Oewpw OTL ETELST) VTTAPYEL AUTOG 0 XAPTNG O CUYKEXVUEVOG, EUE(G TEAIKA elpaoTE
“OMuUoc10”, elvatl KATL IOV KAVOUNE YLa OAOUG, SEV TO KAVOUUE LOVO VLA ERAS, OVTE
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vy 10 avBpwmouvs. Kat pag evdiagépel va €pBel koopog, va avoléel. Mag
evlla@épel av Ba €pBel o yeltovag, av Ba €pOOLV ETUEANTEG, KOAAALTEXVES TNG
TOANG KaL av Ba ypapel kat to Art Forum

MA. Mlwg emnpeddel OpwG OAN AUTN N KATACTACT) TNV KAAALTEXVIKT] TTHPAYWYN
TeAKd? To péoa oov. Ao Tov EEKLVAG YA val KAVEL.

6. TaBptéAda - Poudvtlo

Interview

ML: EoV pe T aoyoAeioat akppwg? Iolog eivat o poAog cov oto Popavtlo, Tola
elvain oxéon e to Bios?

Gabi: Kat'apydag to Bios kat to Popdvtio sival évag kowvog opyaviopos, pio
QOTIKN Un kepSookomikn etalpeia. Eekivnoe 1o Bios to 2000 wg éva omTiKO
AKOUOTIKO @eoTIBAA, Kal HETA amd SV0 XPOVIEG TOU Eylve TO @EOTIBAA,
Bewpnoav Ta TTadLa OTL av BEAEL KATIOLOG VAL KAVEL piot cAAQyT) GTNV TIOAN TIPETEL
VoL EYXEL VAL LOVLIO XWPo. ‘OTL SeV PUTTOPEIS VA KAVELS i aAAayT) OUOLXGTIKY] LOVO
ue éva @eotifaA. Bprkav to axkivnto otnv Iepawws. Kat'apyxds kat ta d0o
KTipla 8&v pag aviikouy, EILACTE GTO EVOIKLO KAL OTLG 2 TIEPLTITWOELS,.

MA: Nowkialete amo Slwteg?

Gabi: Nat To ktiplo tng Iepaiwg 184, NTav €va eYKATAAEAELLEVO EPYOOTAGCLO
AVATAAOKTIKGOV  QUTOKLVITOV, KOl TIPONYOUHEVA XPWHATOTIWAELD. APXIKA
SlpopPWONKe WG €va TMOALTIOTIKO KEVTPO OTTIKOAKOUOTIKWVY TEXVWY, Kl
OTaSlOKA HECH OTH XPOVIA HETAKUANCE OE TIO TOPACTATIKEG TEXVES
(performance art). ‘Otav yivape 10 xpoévwyv, eimape 0TI BEAaUE aUTO TO TPAYU
VO LEYOAWOEL KL ETIELST eV lyape TTOTE TN 0TNPLEN TOU EAANVIKOU KPATOUG, eV
elyape AaBel TOTE KAl eMopnynon, Bewpovoape OTL O TN CTLYUN TOL 1)
avattuén Sev umopel va €pOeL peow TwV OECUWY, TIPETEL VO TN PEPOVE EPEIS UE
éva tpomo. Kat Bewpnoape 0t autd Ba ywotav peyadwvovtag. Bprkape Aotmov
auTO To KTiplo edw (Popavtlo).

MA: TTov otnpilete OUWGS BLOTIOPLOTIKAE O OPYAVIOHOG?

Gabi: Me pla mOAV peyaAn BlomoploTikn AoyloTikn, €upels to Aéue box office
based. OuvolaoTika eival OTL Ta £€008a ATO TIG EKONAWOELS TTOU KAVOUUE, TA
€0080 Ao eEWTEPIKEG EKONAWOELS, SNAXST] YUPIOUATA, ETMVOLIKIAGELS XWPWV YL
TIOALTIOTIKEG EKONAWOELS KaL To bar. ATt exel xpnuatodoteital ) SpactnplOTHTA
pog kot vmapén pag. AAAQ o opyaviopog eival un kepSooKoTIKOG.

Omote dtav yivape 10 xpovwv Bpnkape autd TO KTIPLO TO OTOLO NTAV ETLONG
eykatoAedelnévo, o pia {wvn mov Paon peAetng tov YIIEKA rjtav tote ) vol pe
EMIKIVOLVOTNTA va YIVEL KAVOVIKO YKETO, Kol elmape OTL €8w BO&lape va
@ETLAEOVE TNV TIPWTN EAANVIKY BeppoKoLTISa SNULOVPYIKWV ETILXELPTICEWY, KoL
UEXPL TOTE povaSIKY €8w, TNV OTold TAVIPEPAUE HE EVA TIOALITIOTIKO KEVTPO
ywati 0éAdape v e§wotpé@ela auToV Tov TpdypHatos. Eldika kat otnv meploym
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IOV E(HAOTE £V ATTOKAELOTIKA KTIPLO ypa@elwv dgv Bonbasl tn ouvOnkn, ovte
NG TEPLOXNG OUTE TWV EMXEPNUATIWV. [l6co 8¢ pdAdov mov elval o
Snuovpykog kAGdog. Aev €yovpe start-ups €dw, aAA& pmopel va elvat évag
EWTOYPAPOG, N ML KOTEAX TIOU PTLAXVEL pouxa. OTOTE £TOL LTIAPYXEL KAL 1)
€vvola ToL SIKTUOV.

H Beppokortida Asttovpyel amo to Zemtépfplo tov 2013, evw TO KTiplo Avolse
vy ekbnAwoetg to Pefpovaplo tov 2013.

MA: H amé@acn autr ev péow Kpiong mwe mapOnke.
Gabi: I'ati 0 avBpwog Tov nyeitat g opadag dev kataiaBaivel amd avta.
MA: ‘ExeL ta xprjpata?

Gabi: 'Oxt, kaB6Aov. O BaciAng XapaAaumidng kat o I'tdvvng Avayvwotou Tov
€xouv 1o bios Tav ypaiotes koL TOAV yvwotol kamote. Ot omoiol To Eekivnoav
QUTO OOV XOUTIL GTNV APXT, KAl LETA ATOPPOPENOE OA0 AUTO TO TPAYHAX. AKOHX
KAVOUUE Ypa@loTikés SovAelés. ‘Exovue v KoAdwv Texvwv kAT, To TOAD
ek800ELg TEYVNG. AAAG TTAE0V elval TOGO PEYGAOG 0 KUKAOG TV EKSNAWOCEWY TIOV
Sev tpoAafaivoupe va KAVOUE TOGO TTIOAD YPAPLOTIKA.

ML: AovAgvel autd? YTIAPXEL LOOPPOTILX OLKOVOULKNY?
Gabi: Oy
MA: Mnaivete péoa?

Gabi: Zuvéxewn. Aev LTApPYEL KApiX TPOOTTIK QUTO TO TPAYMA va  eival
KEPSOPOPO, AAAG OUTE KAL LOCOPPOTINUEVO.

MA: Tote wg ovveyilel? Exete xpén?

Gabi: Nai, moAA&, mpog to Anudoio. Ta omola mpoomaBbovpe kdbe T6GO Va
KAAUTITOVE TA TIAAQLOTEPA KAL CVOOWPEVOVTAL GAAQ. Agv yiveTal aAALwG. ‘Otav
UTIAPXEL €vag 0pYavIoHAG, TOV oTolov 1 @opoAroynon elvat cav va eioat A.E.,
OTav 8V 00V AVIKEL TO KTIPLO KAl EXELS ATIELPA AELTOVPYLIKA KOG T SV YIVETAL

MA: Apa Sev vTtdpyel kapia amoAVTws otnpLén Kpatikn?

Gabi: [Toté, oUte éva evpw.

Epeig otav elyaue épBel edw, eixe yivel yiati elxe meL tote 1 Snuapxio 6TL Bedel va
d0o¢l initiatives otov kOopo mov Ba €pBel oTto MPWNV gumopkd kevipo. To
[epave NTav pia Stadvpévn meploxn. Aev mepvovoes. AvOpwTtol Tov SovAgvay
amevavtt @ofovvtav va @UYouv Tto Bpddv. Twpa vtdpyel onpavtikny BeAtioon.
Emtiong pla aAAn Aettovpyia Tov KTiplov, v omola avakaAVPape oty mopeia
elval aU T TOU KOWWVIKOU KEVTPoU. AnAadn mpoomabolpe va EXOVIE OxEON UE
™ Yerrovid. IL.x. 1 MaykAavteoLov] KOWVOTNTA EKAVE TIG EKAOYEG TNG £6w. 'Evag
[Taklotavog emyelpnpatiog ékave pia emyyeipnon, KoL v mapovsioon g v
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Ekave 8. OEAovEe va AelTOVPYOVE G cuVAPTNON LE TNV Teploxn. Kat g toug
XPEWVOUE YL QUTO, YlaTi BeAovpe va Snpuloupynoovpe To SikTuo, kat va detovpe
0Tl Sev elpaote E€vol OTL Sev Npbe eva YuaAlopévo Tpdypua Tov Npbe va Toug
amokAeioel. Kat toug ouykataiéyovpe kat otig Spactnpores pag. Eivat otig
TPOOETELS PG,

MA: Ko amo@aon ywx va €pBete edw elxe mapOel kat pe Baon avtod?

Gabi: T'evika, a@evog elpaote avOpwTOL TOU KEVTPOU OAoL, aAAQ Sev elval OTL
BéAovpe va To aAAdEoupe, Sev emilntovpe To gentrification, Sev eival Ea@vika 6TL
NpOE TO MPOAGTIO VA PTLAEEL TNV TIEPLOXT. ATIAG VA EVOL AVOUUEVT 1] AGUTI KA
va unv €xeL okoLTiSla Kot amoppnuata oto §popo. Kat va pmopw va maw SimAa
Vo yopdow KATL KAL VA LE EEPEL 0 TUTIOG, VAL EXOVLE TNV aloBN o™ TNG YELTOVLAS.

MA: Ec¥ Tt kavelg?

Gabi: Eyw £xw ™ yevikn S1e0Buvomn Tov opyaviopov, daAAQ OUCLAOTIKA ElpaoTe 5
avBpwTOoL, ANV TOU TEXVIKOU TIPOOWTILKOU KAT, OTIOTE TA KAVOLpE OAa. Kavw kat
TOV TIPOYPUAUUATIONO TOV BedTpov oTo bios kat Exw Kat 6AN TNV 0pYAvVwWOT NG
Beppokoltidag edw. AAAG Ta KAvw Alyo OAa.

MA: IIpoowTiikd €0V Byaivels olkovouLka?

Gabi: Nay, elpat pofwtn Kot yio ta eAANvika Sedopéva Exw éva puiobo mou eivat
oK. Av jpovv otV AyyAila Ba Emalpva Ta TETPATAGSLA XPIUATH. AAAG KAV Lo
SOVAELd TTOV AyaTI®W TOAV, GE €V XWPO TIOU AYATIW TAPA TIOAU Kot §ev BEAW va
AW KATIOU XAAOV.

ML: Tt elvat autd Tov Ttalpvels amo auto kat dev B€AeLS va tag aAAoV? T Sivel
auTo to mpayua otn FafpLéAda?

Gabi: Tu Sivel ot F'afptéAda?! Tepaotia epwTnon.
MA: Etvaun 66&a? daiveoar?

Gabi: [Towx 86&a, 6ev @awvopat [avta vtoypa@ovpe oav SnULoVPYLKY opada Tov
Bios, 8ev @aivoual eyw kamouv.

MA: Eivauw ta xprjpata?

Gabi: 'Oy, Sev elvat oute Ta xpnuata. Kat'apyag eyw mpv £pbw 8w, SovAgva oe
Sk pov SovAewa. AnAadt, SovAsva o€ TNALOTTIKY Slavoun, TovAovoa &Evo
TPOYPAUUA OTA KAVAALX, O€ Pl OLKOYEVELKN ETILYXE(PNON TIOU EMALPVA TTOAV
KaAo xpnuata kat SovAsva 9-5, ki eékava kal Ta Tagidia pov. AYTO Sev vapxel
. Ko ptav ovveldnt n andé@aon tov va €pfw e8w. HpbBa edw yiati atd mov
Hov TPoo@EPONKE, IOV TV va avaAdBw 0A0 To BexTPIKO TTPOYPAUUATIONO, TTOV
NTav Katt mouv nbeda MApa TOAV, &€lval TO QVTIKE(UEVO TIOU GUVEXWS
QVOVEWVETAL, OE £VA XWPO TOVU E(VAL OLKOYEVELAKOG, §EV VTIAPXEL TO KALUA TNG
TOAVEBVIKNG, HE TOAAN SOVAELR, TTOAAEG wpPEG, TOAAN mpoomdadela. Kol ewval n
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TPOOTIABELX KAL O AYWVOAG VA PTLAEELS VX KATL IOV aoTEAEL BAom ekkivnong yla
TOAAOVG KAAALTEYVEG.

MA: Kot ylati 8€Aelg va toug otnpietg?

Gabi: T'atl Bewpw OTL A6 TN OTLYUN) TTOV SEV UTIAPXEL TIOALTIOTIKY) TIOALTIKY] O€
QLTI TN XWPA, VG KAaS0G XpeLAleTal XWPOUG yla va utopEcel va avBioel. Epelg
S€V UTIOPOVE VA TIPOGPEPOVIE XPNHUATA O€ EVAV KAAALTEX VY], AAAA UTTOPOVUE VO
TPOCGPEPOVIE OAQ TA VTIOAOLTIC, Ta OTtOlar SEV lval KaBOAov apueAnTEa.

MA: ITAnpwvouv dpws Yo auta?

Gabi: T ™ Beppokottida TANPWVOLY Eva AVTITLUO TIOV GE GYEON LE TIG TTAPOXES
IOV £X0VV elval 0XeSOV TO UGG Ao OTL AV T YNLVAV VO VOLKIAOOUV €val XWPO
avtioTtolyo. Agv €xoupe ) SuvaToOHTNTA VA PNV mAnpwvovuv. Kat oto Béatpo amo
To Bios maipvoupe éva koppdtt amod to box office. Aev €xovpe ) SuvatdTnTa va
oteyalovue KATL Swpedv. ATAG Ttaipvouvpe to pioko. Kat €govpe 60An v KaAn
StdBeomn va moTEPYoupE 08 AUTO TOU KAVEL KATIOLOG KL VX TTAPOUUE TO PIOKO
uali tov. Oa Bedape TOAY va VTTOGTNPI(OVIE KL OLKOVOULKA TOUG KOAALTEXVEG
Hag aAAa Sev yivetat ‘Opwg yia mapadetypa, padli pe t Vodafone kavoupe eva
TPOYPAUUA VTTOTPOPLOV IOV HECW €VOG SLYWVIOUOV KATIOLOL VEOL PTIOPOUV VA
kepSioovv TV Tapovoia Toug ot Beppokoltida, Swpedv yia 8 unves.

MA: Apa n &vaoxOANON OOUL HE AUTEG TIG SPacTnPLOTNTEG, Ba €Aeyeg OTL
OXETI(ETAL PE pia TIPAKTIKT) TIOV E0V BV BEAELS VA ATIOPUVYELG.

Gabi: Nai, dgv pmopw va @AVTACT® Vo SOUVAELW KATIOU AAAOU QUTT TN GTLyun,
KL VX KAV KATL GAAO.

MA: E€pELG va KAVELS AUTO TO TIPAYUA KAL AP KAVELS QUTO?

Gabi: 'Ox. E, xottage, epyouevn €dw, eyw elxa Kavel BEatpo Kal mapaywyn
Kivnpatoypa@ov. Omote yia epeva dev itav 100% autd mov ékava. Eva koppatt
Nnéepa va To KAvw, €va aAdo to Bpnka otnv mopeia. ‘Exel oxeon kat pe pla
elevBepia oL €xelg. Mm OvTAG £Vvag LEYAAOG 0pYAVIOUOG, UTIOPEIS VO TIAPELS TTLO
eVKoAx ploka. [Tovu elval kATL TTOV POV apPETEL

ML: Ava@épOnkeg tpwv ot Vodafone. Zuvepyaleote e (8LwTiKoUG xopnyous?

Gabi: Xto Bios 0yt oto Pouavtlo val Emeidn avty ™ oty £€Tuxe va €xouvv
apxloel va «EuTtvave» OAEG oL eTALPIEG OGOV APOPAE TNV KOLWVWVIKI TOALTIKT), KoL
TWV VEWV. ZTOV KALPO aUTO TNG KPIoMG, TO KOUUATL TNG OTNPLENG TWV VEWV OTA
TPWTA TOVG frnpata eival Ea@vika oAU hot yia to marketing tovg.

['a v amomepdtwomn Tov KTipiov 8w, Tov Ntav oxedov Brownfield site 6tav
npbaue, otnpymKape oe pa yopnyla amd tn Vodafone kat otn otpiEn tov
WSpupatog Ztavpog Niapxos.
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Tétolx xpnuata dev €yovpe TapeL TTOTE Yl TO Bios, mépa amod kamola yprijnata
amd etalpieg TOmov Heineken ywx tnv avtiotoyyn mpoBoAn kavovAag. That's the
extend.

ML: KatdAofa. Apa elote péoa otnv ayopd, ToPOTL U1 KEPSOOKOTILKOG
0pYQVIOUAG.

Gabi: Kat’apxdg, E€petg otL oL xopnyles otnv EAAGSa £xouv 23% popoArdynon kot
Sev LTIapyEL Kapla amaAAayn Yo TOV avOpwTo IOV 6oV SIVEL Ta XPTLATA.
Agv vTtapyxel kaveva initiative @opoAoyiko yia va §0600Vv xopnyleg KATL.

MA: Apa TO KAVOULV Yl TNV TIPO0oAY).

Gabi: Nai. Avtn ) otiyun n Vodafone, 11 n 6mowa Vodafone, amé to Sikd pag
TIHOAGYLO0 Y T Xopnyla Toug Sev €xouv va kepdiocovv timota. Eite jTtav to Sikd
HOG TIHOAGYLO Yl TN xopnyla, elte elyav ayopaoel KapEKAEG aUTNG TNG aglag Sev
exeL Kapia amoAVTwS Sla@opa.

MA: Apa Sev vTtdpyel Kapio amoAVTwWE KPATIKY UTTOCTHPLEN.

Gabi: Auto eival to Bépa pov. Eyw €xw Vv kapapéda pov mepl TOALTIOTIKNG
TIOALTIKNG. Agv glval povo 1 eEAAedm XpnUATwWY, GAAQ KAl 1) EAAEWUN GTPATNYIKNG
WOTE IOIWTIKEG eTALPLEG va ETEVOVOOVY GTOV TOHEN. ZTNV AUEPLKT], SEV UTTAPXOULV
KPATIKEG ETILYOPNYNOELS, AAAQ LTIAPXOLV initiatives yla TIG I8l TIKEG eTEVEVOELG.
To MOMA ompiletal amd yopnyles avOpwmwy, etalplwv. Tatli vapxouvv ot
eAa@PPUVOELS Ol POPOAOYIKEG. AuTO Sev uTtdpxel oty EAAGSa. T Tig eEAANVIKES
eTalpieg eivat To marketing mov TIg wOel, emeldn) pmopel va mavel ™ deSopevn
XPOVIKN oTLyun|. Agv glval KOWmVIKI TOALTIKT. AuT €lval 1 l8oToldg Slaopa.
['‘autd épyovtatl ol eTalpieg TAEOV PETA Kl TOAKI(OUV TNV TAVTOTNTA cov. [Tl
Sivouv xpnuata yla va gavoiv, Kat OxL ylati £ouv va kepdioouv KATL AAAo.

MA: Emmpeadet ) 6ToLa 181w Tikn xopnyia to Sikd oag mpdypappa?

Gabi: 'OxL Tatl epels To KAVOLNE e Evav TETOLO TPOTO TIOU €YoLpE BEaeL OpLa
0TO TL umopel va 8WOEL KATOLOG KAl TL UTOPEl va {NTNHOEL AVTATOSOTIKA WG
content.

MA: Kot to koo oag eivat emavaiapfavopuevo?

Gabi: Zto Béatpo €xoupe eva ca@EG Koo, To omolo elval kKat peyaro kEpSoG.
AnAadn) umopel va €pBel KATOL0G va SeL pia TapaoTaot Kal va eTAEEEL va EpBeL
™V emopevn Hépa, XwpIls va &€pel TL Mapovoldlovpe. AVTO Olyd Oly& TO
meTLYAVOULE KAl 5. ATTAQ pLE TN HOVGOLKT lval Alyo o upl To Pdoua.

MA: T €xel aAAGEeL Ta TeEAsvTALA XPOVIX OO0V APOPE TOV TPOTIO TIOV TTHPAYETAL

TO TIPOLOV 0QG, 1) TIG CUVEPYACLEG OAG, 0V CUVEPYATEDTTE LE AAAOUG OPYAVIOHOVG,
N otV (Lo TNV TTApaywymn, TO ATOTEAEG LA, TO TIEPLEXOUEVO.
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Gabi: Epelg, amovoia emiyopnynong teloVoape MAvTa LTO Kplom. AmAQ €xel
avénBel o avTaywvIouoG w¢ TPoG To Kowo. AnAadn ekel OV KATOTE KATOLOG
umopel va Byet 3 @opég v eBdopada, Twpa pmopel va Byel pia (evoelkTiKa
WAWVTAG), 1 ekel Tov Ba £mve 3 TOTA, TWPA UTOPEL va TILEL Eval. AUTT) TN OTLYUN)
mpoomaBels va BEATIOTOTTOMOELS TO TTPOLOV GOV, YLa VL KEPSIOELG AUTAT T Ml
€€080 TOL KowoL. Epelg mavtote elyape pia moALTiky ToAD YaunAov eloitnpiov
KOl 0TO BEXTPO KAl OTA HOVUOIKA UaG. AuTi 1) T X WG 0TOXO TO KOO HAG,
IOV 1) TAV TIAVTOTE £VA VEAVIKO KOLVO oV TOTE Sev elxe mapa ToAAQ xpnpata. Ta
fedpata pag oTOXELOLVV OTO VA SLEPEVVNOOUUE TN OULUVONKN TIOU €wal VTO
Slampaypdtevon.

‘Ocov a@opa ta povoikd. Noupillw OTL otnv AOnva, eilpacte Alyo Lo
ouvtnpntikol Adyw kpiong. Exel mov Ba mepipeves 6TL amd TMAELPAS @OPUAC,
OLUYYPAPNS KAl HOVOIKNG (0w, Ao TN OTLYUN TOV TO KAVELS YlaTi BEAELS va TO
KAVELG, £x0LV eTOTPEYPEL OAOL Alyo o€ éva olyoupo Kot olkelo TteplfaAdov. Aev
BAémw melpapaTIONoVS oTn @OpuA. BAemw eAdxloToug, TOU LTPXAV OTHV
KAlLaKA Toug kat Tpwv. Kat mpv v kpion v pxe o BaoiAng NovAag mov ékave
performance o€ éva Stapéplopa. Agv pov A€eL KATL OTL VTTapxeL o BaoiAng NovAag
akopa. Super Tov LTAPXEL, OAAA Afw. PETOG NTAvV N peyaAVTEPN 0€(OV OTO
eEAMNVIKO Béatpo amd moté. 1000 MapAcTACELS, TPAYUATIKA. AAAG elval OAEg
(8lov TOTTOL TTAPACTACEL.

YTdpyxouv OpwG TEPLOOOTEPOVS ouvepyaoies. Elpaote mo avolytol oto va
kavoupe poll mpayuato. YmApxel éva To €upl TVELUA OUVEPYAGLAG,
aAANAeyyUngG, pa TPoomafela va CUUTIEPIAGPELS Kol AAAEG OUASEG avOpWOTIWV.
AA\a Ba epipeva 0TL TO TTpoldv Ba NTav Alyo o axpunpo. [LAGEL OpWS Yl TO
performance]

ML: ‘'Ocov a@opd T Xprion TwV XWwPwV YEVIKA 6TV ABNva, VTTApXOUV XWwPOoL oV
avolyouv amd KOAALTEXVEG Yl VA TAPOUCLAGOUV TN OG0VAELAX TOUG N €va
Tpoypappa mov 8éAovv. EcAv BAemelg aAdayn o€ auTo.

Gabi: Ymmpxe kot tpwv vopullw. Eite oe Alyo pukpoTepn KALOKQ, iTe Twpa elvat
Atyo o hot topic ywx ta free press, kot To BAETOVE TTEPLOGATEPO, KUL TO AKOVUE
meploocotepo.  Kat ot kataAnPelg mavtote vmpyxav. 0 Iamaiwdvvov amd
occupation Bynke. AMA®WG TWpPA (OWG YIveETal Alyo TEPLOCOTEPO, Kl Glyovpa
@UUIVETAL TILO TIOAV.

Agv BéAw va To pewwow. Agv eival otL dev ovpfaivel, kot oe peyaio Babud
HaAlota. ATAG cuveBaive Kal ToALA. AuTO oV (0w €lxe OVTWG YveL elval pla
KOWA KATOlwV €TV  yupw amd toug OAvpmiakovg (2001-2007) mou 6Aot
vopllape Ea@VIKA OTL ElYOUE XPNUATA KOl TA EXAUE TIO PTUOHEVA QUTA TA
TPAYHATA. Zlyoupa OUWS oL KaAol KAAALITEXVEG TavTa TpooTabovoav va Bpouv
TPOTIOVG VO TA KAVOLV, KL OG UNV €Yoy xprplaTa.

To Béatpo tou Spdpov Tdvtote LUTINPXE, Ol (oYKAep TdvTOTE LTINPXQAV. ATIAQ
Vouilw 0Tl Twpa, Adyw Kplong ta free press to £xouv Sta@nuioet TOAD.

Oewpw OTL To Béua Twv free press eival &va HEYAAO OVTIKEIUEVO TIPOG
egepevvnon, kal mwg pmopel va emnpedlel to TL Bewpeitar hot kat trendy,
APALPWVTAG TOU OLWG TNV ALYUT) TOV TIEPLEXOUEVOV.
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Emtiong pila aAdayn mov Oviwg mapatnpw eivat 0Tt vikwbw Twg o ABnvaiog
Tpoomabel va EvaKATAKTIIOEL TO SNUOGLO XWPO TIOU TOU AVIKEL ZE TAPKA, OE
TAQTELEG, LE CUAAOYLKEG TIPOOTIADELEG.

MA: MdaAota. Evyaplotwm mapa oAy, autd ftav OAa.
Gabi: Eyw suyaplotw! KaAn emituyio.

7. Interview Athens Zine Biblioteque - Panayiota Triantafyllatou

ML: ITelte pov ywx to Athens Zine Biblioteque av 8¢éAete.

G&T: To Athens Zine Biblioteque eiyaue kavel éva worshop pe ta Ixvn Epmopiov,
1o mpwto Edition. Emedn poag apeoe, eimape va to Sokipdoovpe t Se0TEPN
(opa oL To TMPOTEWVAY Ta Ttatdld. Kat kateBaoape v W6€a pe T 6LVAAOYN TWV
FanZines ywa va dnplovpynoovpe m cvAdoyn. Kat to k@vayle.

ML: [Ioyg To ovvtnpelte?

G&T: Epeis mopoaywpovpe v S10TNTA NG KAl oL avBpwoL pmopovv va £pBouv
kat va Stafaoovv otLvmapyel ot BLBAoONKkN. Elval Savelotik).

[wg To ouvinpovpe. Epeig kavoupe kamowa workshops. Ta tyvn epmopiov pag
TIAPEXOVV TO XWPO, TO PEVHA, TA KOLVOXPNOTA Kol TV KaBaplotnta.

Etol xpnowyomolovpe to AnNpocto, 0AAQ avi)KOUPE PHEGA OE aUTT TNV opdda. Kot
60Tt workshop kdavoupe eivat avolytd 6to Kowo.

MA: Kot twg Byaivete?

['&T: Epelg €xovpe kL dAAeg SovAetég. H BiBAtoOnkn ta €€08a g, Tov dev eivat
mMoAAG, Ta Pyaler amdé ta workshops, maipvovtag Swpeés. 'Exovpe €vav
KOUUTIOPA, KAl 0L AVOPWTIOL IOV £PpXOVTAL GCUVELGPEPOLVV OTIOLO OGO BEAOLV. ETA
workshops Toug Aépe 6ToL0G BEAEL VX KAVEL KATIOLX SWPEA KATL, AV TOUG APETEL T
SpaocnploTTad Toug. AAAa dev viwbBoupe kal wpaia va To {MTHCOVHE OTOV
TEAKA €PXOVTAL OTIOTE ATO TOUG CUUUETEXOVTEG oTa workshops dev €xouvpe
AP TIOAAEG SwPEES.

[Tavta opwg amd ta workshops mapdayovpe éva Zine, ta Byalovpe oe 70
avtituma Votepa TA SLHBETOVIE GTO KOWVO GV SWPEEG. AgV EMITPEMETAL VA TA
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TIOVAGUE YIXTL auTO NTav apykog 6pog tov Tapeiov Epmopwv oto omoio avikel
T0 KTiplo. 'ETol 6TL KAVOUE TO KAVOUUE PUE SWPEES,.

Te kapla meplmtwon auto to mpaypa ev pumopel va Byalel eva uobo kat yia
Toug SV0. AAAG Tt €€06a Tou Ta Byadlel ‘O,tL VAkA xpnopomolovpe KA. Kat
elpaoTe TOAU evxaplotnuévol pe auto. Emevdvovpe apyika Sikd pag Ke@Aaiato,
aAAG Sev elval TOAAQ QUTA TO XPNHATA, ATMAQ TA TAIPVOUHE TIOW ATO TI§
Swpeeg. BéBawa, ot Swpeeg Sev Aettovpyolv mavta ylati ol dvOpwTol €xouv
ouvvnBicel 0To SWPEAV KAl PETA €(OUV TNV amaltnomn va ouvvexi(ouv Swpeav.
Nopilouv 0Tl kL gpelg Taipvoupe xpnuata amd kamov aAAov. Kat pmopet va unv
KataAafaivouv kat T Aoyikn TG SwpEeQs.

Kdmolol emiong k&vouv Swpeeg Zines. ZUAAEKTEG, Kal ayopdlouv oAAd Kol Lag
Kavouv dwpeég amo Zines. K £tol pmopovpue va ta £xovpe ot PifAodnkn. Kat
éva (8pupa, to ATOIIOZ pag ékave Swped 7 FanZines kat kamola artbook Swpo.

ML: Apa 6AeG oL SwpPeES £XOVV VA KAVOUV WE T1) GUAAOYT KoL TN AELToupyia.
T: Nat
MA: IT6co Ba kpatiioel auTd TO project?

['+T: Méxpt 15 Iovviov. Metd Ba Sovpe TL B K&vovpe. Ziyouvpa Ba kKAVOUUE
kamolx workshops 116n kavoviouéva, pe ) Ztéyn, otnv 10akn. Kat votepa Ba
Sdovpe. Twpa amd to Lemteufplo Ba petakopiocovpe pali. XTo omitt TPOXEPQA
aKOpa Ba EXOVHE VU XWPO OTO OTILTL YLK TOUG TIPWTOVS Pnves. Na avolyove yia
éva ZafBato To urva ya To Koo, XPNOLLOTIOLWVTAS TO S1kd pag xwpo. Avtod
AOyw €AAelmg xpnpatwv. oAb Ba Bédaue va eival éva kO pag SnULoVPYLKO
ypapeio, kat va gtvat ekel kat 1 BLBALONKN, aAAd Sev eival evkoAo.

Metd, avadoya kot To Tws Ba Tael Ba to Sovue. O kavouvue kol éva FanZine,
oav Katoypa@n OAoOv TOU project ylad v TIOUANGOUUE WPETA TNV LOEX TNG
BBAL0ONKNG o€ Evav opyaviopd 1) 0€ KATIOLOV LSLWTN TOU TOV EVOLAPEPEL TTAEOV
oav TEXVN KAl TIOALTIOTIKI] KANPOVOULA TIOU KATAYPAPEL KAL TNV TOALTIKI] Kal
KOLVWVIKT) TIPAYUATIKOTNTA.

H Xtéyn pag pwtnoe av Bélovpe kamowa apoiPr). Eupelg mpotiunoape va
(NTNOOVUE XPNUATA YL TNV TIAPAYWYN EVOG Zine 0€ TTEPLOCOTEPA KOUUATLA, YL
Vo TO TaipveL 0 kKOOUOG Swpedv. Oa pmopovoape va BYGAOUHE KATL KAl va
Byalape KoL T CTIACUEVA KATIWG, AAAG TIPOTIUNOAUE VX TO ETTEVOSVCOVE OTNV

BBAL0ON K.

MA: Apa emevBUETE KoL XPOVO KL XPHATA 0€ QUTH TNV LoTopla. Aol opws dev
TIANPWVECTE ATIO AUTO YLATL TO KAVETE?

[': 'OAoL avto pag pwtdve. I'att To Yovotdpoule.

T: Ovtwg €xouvpe emevduoel MOAV xpOvo o€ autod To Tpdaypa. Kat Bewpolue
KLOAOG OTL Ao éva onpelo Kol PeTa VTTAPYEL it SUVAULKT) O€ AUTO, HTIOPOVLE VA
TO TIOVAT)COUE, VO TIAEL TAPATIEPQ, VA elval Eva art project.
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ML: Apa 0pwg elvat Kat 0to PUaAd oag va BydAete xpnpata amd oautd oTo
UEALOV.

T: Nay, vay, evvoeitat Na givat autovopo otyovpa. Aev BéAlovpe va €pBel kATOL0G
Kal va ayopacel T BBAL0ONKN, ylaTl elval TPOGWTILKY) GUAAOYT KAl UTIAPXEL Kol
éva ouvaloONUaTikG oTolyelo oe 0Ao auto. Kal avamtuocovpe kat pla dueon
OX€0M HE OA0VG 0G0UG TA PTLAYVOLV. Kal pag yvwpilel 0 KOGUOG, avATTTUGCOVE
OX€0ELG. YTIAPXEL (it OLKELOTNTA, AUECT) OXEOT).

MA: TTolo eivat TeEAKA TO TILO0 SUVATO KIVNTPO ATIO AUTAE TIOU OV EXETE AVAPEPEL
UEXpLTWPA Ba Aéyate?

T&I: Avti) N oxéom, 1 OKEWOTNTA KL 1| €VWOT HECW TNG SOVAELAS KAl TOU
ouvvaloOMpatog ov Byalovv ta Zines eival TOAU GNUAVTIKO YLA EUAS.
H mapaywyn toug £xel éva HepAKL, LA TTPOCWTILKT LATLA.

Emiong, elvat n kataypa@r) TG TOALTIOTIKIG KAT|POVOULAG IOV HOG EVELA@PEPEL
Ziyovpa Ta Xpnpata givat To Atyotepo Suvatd KIvnTpo, aAAd av €pOouv KaAWG
va £pBouv. Noptlw eival ol cuvepyacieg Tov pag tpafouvv mo moAl atm oia. Kat
TO S(KTUO KOL Ol OXECELG.

Kat eival onuavtikd kat 11 yvwon Tou maipvoupe gpels amd 6Ao autd. Ilov
uabaivoupe kKovoVpyleg SOUAELEG, Kal KALVOUPYLOUG avOpwTOUS TOU  HOG
EVOLAPEPOLV KL EUAG.

MA: Kot TL KAVETE HEPOVWHUEVH 0 KABEVIG?

I': Eyw elpat apxlitektovag, cuvepyalopat Le P GAAN apXLTEKTOVA KL TG KAV®
kamolx oxédla. O Taoog €xeL IO TIOAAQ va TIEL. ATTO €KEL GUVTNPOVUAL

T: Eyw elpat ypaglotag. Aovievw ta mpwivd otnv ActionAid cav ypagilotag
inhouse. MapdAAnAa £xw kat pia ISLWTIKY eTapio Tov ekSidw koulk e8w kot 15
XpOvLa, kat SovAsvw kat oav freelance graphic designer. ‘'OAa avta padl fyalovv
Ta TMPOG TOo {nv. AovAevw péoa OTNV ayopd, Kat Kupiwg pe commissioned
projects. Kat ta comic ta mMovAdw kavovika. IMaAdtepa kot 11 ekSoTIkN €lxe
Stavopéa, épumave [amaowTnplov KAT, dAA& Twpa TTAEOV, ETELON £XW PAEL TPEAD
@éoL amd 6A0vG, KL emeldn Sev €xw Kol TO XpOVO va TOUG KLUVNYNOW TIAE0V, 1)
eKSOTIKY evepyoToteital pia popd To xpdvo oto comicdom Tov £xel TAYKO eKel
TEPQ, Byalel Eva Kavoupylo KoLK, dUo 1) Tpla, Kat SouAgvel TTOAD PE Ta TTOALAL.
[MoAwd €Byala 1000 koppaTIa, TWPA €ival TILO GUAAEKTIKN 1) KATAOTAOT, Kal
Byalw 150 xoppatia ag molpe. AAAa TA TAALX TA TIOUAG® HE HLOO EVPW OF
IOV LE.

ML: Apa Sev Bydlel kEpSog.
T: MaAwd €Byale. 'H tovAdyiotov éByale ta e§oda ™¢. Twpa Bydlel képdog yiati
Byalw ta maAd mov dev €xouvv €8oda. Twpa Omote elpat oty €kBeon auvt

Byalw evav €€tpa pioOo.
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ML: Apa ™ BiBAoONKN, kal autd TO project T® CLUVTNPEIG PUE TNV TIPWLVY] OGOV
SovAeld.

T: Natu Kat 8¢dovpe va kavoupe kat pa mapovotaon tns BiBAoOnkng, tu €xel
KAVEL OA0 QUTO TO SLACTNUA, TL UTIOPEL VA TIPOGPEPEL, TNV EMIOKEPILOTNTA TOV
KOO0V KAT, Yl VO TIPOCQEPOVLE TN GUAAOYT] O€ £TOLLO XWPO TIOV UTOPEl var TN
VOLKLAOEL Kal va €lval KAl KATOLOG amd €Hdg Tou Ba TANPWVETAL ME TNV
Tapovoia Tov eKel.

It kaAég emoxéc ™G EAAGSag Ba pmopovoape va TAPOVHE KAl KATOLX
ETILYOPNYNON VLA TTAPASELY AL

MA: ‘Exete 0T0 HUOAO 060G VA TIPOCEYYIOETE ISLWTIKA EpLuaTA?

T: Naw avta B€Aovpe va tpooeyyioovpe. ‘Exet yivel pila TpwTn emog@n Kot qutog
€lval 0 0TOX0G, AVTA BEAOVLE VA TIPOGEYYIOOUE.

AA\a 60Aa avtd BEAOVVY TO XPOVO TOUG, AAAA BV TO €xoupe BAAEL KL EPEIS aKOp
o€ éva mMAalolo ylx va SoUpe mov pmopovue va amevBuvBolpe. Emiong Sev
EEpouE WG AELTOVPYOLV OL YKAAEPD, av elval BLwolueg KATL. Agv €XOUHE aUTN
™V epmelpia autr, aAdd Ba to Bpvpe otV TopEia.

MA: Tt oag K&vel Aotmtov va BEAETE va TEVESVETE TIPOOWTILKA XPNUATA KAL XPOVO
0€ QUTA Ta projects CUYKEKPLUEVA.

G: Oélovpe va elpaoTe SNULOVPYLKOL, VO KATATILAVOUAOTE [E Ta xépla pag. Kot
LoV ap€covV TOAV Kal Ta workshops kat n0eda va To HETA@EPW KAl 0€ AAAOVG.
Moag yeplel.

T: Emtiong, autd mou Aeg pe Ta xpnuata, §ev eivatl 0Tt emevdvovpe TO0A TTOAAA.
TouvAdxLOTOV TWPA TIOV EINACTE 0€ AUTO TO TAXIGL0. AEV YOV E HEYAAT Yao0oVPQ
Kot 8ev To BAETOUE oAV XPNUATIKY emevéuon kav. Eivatl Katt Tou KAvoupe Kot
BéAovE VA OTIATAAT|COVIE TO XPOVO UAG 0 aUTO. ATTAG oav oLUVEXELR, BEAOLLE
va YIVELKATL e aUTO YLaTi VTTApyEL 1| SuvaToTnTA.

MA: To yeyovdg OTL KATATIAVESTE PE Sld@opa projects TapaAAnAa, To Kavate
aVEKAOEV, 1 TO KAVETE TWPA ETELST) VTIAPXEL (CWG 0 XPOVOS YL auTO?

T: AvékaBev ywvotav auto. Eyw mavta to ékava. Ko n F'wta tpwv ™ BAodnkn
EKOVE EVA AAAO TTPOTLEKT.

[ Eyw kamola oTiyp) HOUV AQvepyn yla oAU Kalpd KL ApXloa va Tyaivw o€
eKOE0ELS VI TTOAU KalpO. ApxLTeKTOVIKNG Kol Design. AAAG Sev €BAemeg kOGUO.
Kat autd @awdtav Atyo pifepo. EviwBa 6t 0 k6opog dev 1&epe yL avtd. Omote
fexlvnoa éva umloyk eBdopadiaio, KL Apxloa va Kataypd@w ekBEcelg
apxLtekTovikng Kot design. To otapatnoa QeTog Aoyw eAAelPmg xpovou, A0Yw

™6 BLBAL0ONKNG.
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Eixa To XpOvo KaL To evOLA@EPOV VA TO KAVw. AAAG Sev BynKe TITTOTA OLKOVOULKO
and avuto. Eixya kepdioel k&t mpookAnoels yia to [Mavopapa. Asv To Kuviynooa
yla Vo Lov BYEL KATL EMAYYEARLATIKA oo auTtd. AAAQ giye KaAd fan page.

Kot autd 6o pov £dwaoe Ty epmelpia. AAAG SV TO €Xw TO ETXELPTUATIKO. AAAG
To Bplokw otnv mopeia. Inuacio €YeL va KAVELS KATL, VA UTIAPXELS OTN OKNVI.
Eivat mpoowTik} cov vmoBeon mpo@avwg, av dev Balels xpnpata §ev VTTApPYEL
BEpa, av £ToL KL 0AALWG Sev €xeELG SOVAELA.

Twpa mpaypatika £xel aAAAEEL 1| OKNVT), YIATL KL EYA® KAVW TIOAAQ TIPAypHaTA.
Kat maw otn BifAodnkn yax va xaAapwow.

MA: ‘Exete det aldayeg Adyw kpiong? Kat tL gxete det eoelg, TL BAemeTe YOpw oaG?

['! BAémw moAA& mpoowmikd Tpotlekts. [ati ot avBpwtol Exouvv Xpovo va To
Kavouv mAgov. Ta Lo epeLVNTIKA TIPOTIEKTG.

T: Kat mavtov elvat SOokoAa. Kat oto design kat ota elkaotikd. H ayopa eivan
HKp™ €6w, KoL EEPw OTL 0L YKAAEPV Sev ToAUTIOVAAVE. 'EX0oUV TIECEL YEVIKA.

H kplon elval kplom, kal @aivetal, Kol o€ PEYAAOUG OPYAVIOHOUG. YTIAPXOULV
TIA£0V AlyoL oL (OopEe(§ IOV PTTopoVV va EMEVSVOLV QKO GTNV TEXV).

I': Nat Ag Toupe To KpATOG UTopel uovo mMAEOV va Sivel SwpPedv TOUG XWPOUG,
QUTO TIOV KAVEL Twpa UE Ta ixv. Twpa BEAoVY va To k&vouv otnv KuiéAn oty
TaAld ayopd. To Zuv ABnva touv Afpov ABnvalwv K&vel KATL oav Tt {xvn otnv
TaAla ayopd g KuPéing, amo Zemteufplo.

MA: Aev BéAete va peta@epBeite exel?

T: Aev pag €xet yivel kamola TTPOTAOT], AAAA TO EXOVUE CEMEPATEL KLOAXG QUTO TO
otadlo. AnAadn BéAlovpe va KAvoupe kal Alyo katt dAAo. To kavope avtd
TAOTIKA, SovAePe kal BeAovpe va To TTpoxwpnoovpe. Na eluacTe aveEapTnToL, 1
o€ ovvepyaoia pe KATOOV GAA0 @opéa. 'H kaAvtepa povol pag a@ol €xet
avaTtuXOel KATIOL0 KOLVO, VA TO TIPOXWPT) GOV LLE.

[': BAémovupe kal Ta project Tov €€wTepPkov OV TMAEOV T PAXVOUUE Kal AELE,
val, YTl 0L, Yt va unv To KAVOUE KL EPELS, YIATI va EILOOTE EPACLTEYVES.

T; @élovue va ewpaote mo avetaptntol TALov, va yivel 1 BBALoONKN évag
opyaviopog, MKO 1 non-profit.

[': Nou kot mpémel va eipaote kabapoi, Touv BEAovpe va elpaoTe.

['t auT6 Kt TMyape kat cvveldnta ota Iyvn Eumoplov, @awvotav moAv kabapm
dpaon. Ydpxovv dAAeG SpAoelg TTov Aeg eVTAEEL, AUTAG TO KAVEL LA TA X P1ULATA.
Avty Ntav moAV kabapn ocav mpwTofouAiln, avegdpTnTn AMO TOALTIKO
xpwpatiopd. H opydvwon Ntav apketa eAevBepn, Snuovpywvtag KATolo oA
vevika guidelines. Kat n opyavwon &ekivnoe amd toug 3 opyLTEKTOVEG. XTNV
KuyéAn twpa maet o Aqpog pe t Zuv ABnva mpwta nye o Anpog. Asv Epw av
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Ba mMyawva ekel e0koAa. MTOpPEL Vo GOV APNVE PETA TO OTIYUA OTL TNYEG EKEL
AnAadn) av Eektvovoav ekel pmopel va to amé@evya. Etval o ‘Anpocio’.

MA: AnAadn to Anuocio Bato amo@evyate MAPOTL EEKIVAEL Ul TIPWTOROVALX
QAVTLOTOLY).

[': Nou yiatt Sev E€pw mooo kabapn eival. Evw ota Ixvn Epmopiov, TovAdylotov
OTWG @aivetal TPog Ta €§w, auTd TOoVL elmav, avTo Ntav. OVte N avapeln Tov
Anpoctov ntav TéToln Tov va pag xpwpaticet 0co va vat @ofacat Kot Thv
apvnTikn Stagnuion. Mnv mag kamov Kat Ea@vikd ekivnoelg pe Suoenuion. Ta
Ixvn Epmopiov eivat o ovdétepa.

Emiong o xwpog twv Ixvov Epmopiov, mov eivar n Xtod Epumopwyv, eivat ocav
SNUOGCLOG XWPOG KAl AELTOUPYEl TTOAUY wpaia Kol ylia Ta (Sla T KATAoTUATA.
[Natl pepkég popeg kavoupe ta workshops ekel. Kat 1 opyavwon pag fonbnoe
TOAV.

[Ipwv Tape Aomdv omovdNTOTE, Glyovpa TO OKEPTOUAOTE KAl auTo. [att eivat
ONUAVTIKO TO TL Ba onpaLveEL ] ouvepyaoia yla PES KAl TNV TAUTOTNTA TIOL o
TLAPEL TO project g Ao TIG CUVEPYACIEG TOV, KAL AV EPELS TN BEAOVE LTV TNV
TOVTOTNTA.

MA: Qpaia, auTtég eivat oL epwTNoELS pov Aotmov. Evyaplotw moAv.

[' & T: Kt epets. KaAn emituyia, eAmifovpe va Bondnoaypue!

8. Interview with curator Katerina Tselou (Greek)

ML:KoaAnomépa Katepiva. Oa 110edeg va ekiviioovpe pe to T kavelg eov? Mo
elvalL M ETOYYEAUATIKT) GOV TTOpEla?

Katerina Tselou (K.T.): Aowmov, eyw omoVdaca Purorogia kot lotopila ™G
Téxvng. Me evllépepe TAVTA 0 TOUENS TNG oVUYXPovng Teéxvnes. IMya otig
BpugéAdes kat SovAsPa pe v Katepiva ™ I'péyov oto ARGOS center for the
arts and media. Eméotpea otnv EAAGSa to 2009 kat v péa GUVETIHEANTPLA [UE
™V EAévn KovVkov oto mpdypappa Common View Tov ftav visual arts program
touv EBvikov Beatpouv emi I'dvvn XouvBapdd. Z1n ouvéxela Houvv HEAOG  Kal
coordinator tn¢ empeAnTiknG opadag ¢ tétaptng Athens Biennale, kot twpa
e8w Kal Eva xpovo Exw &ekvnoel kot SovAevw pe tov Adam Szemcyk wg pedog
™m¢ opadag tg dOCUMENTA otnv A6nva. AcyoAoUpal pHeE TO XWPO WG
EMUEANTPLA, Kal aoxoAovpal BEfata Kal Pe TNV Topaywyrn kot SovAsvovtag
TIOAD KOVTA UE TOUG KAAAMTEXVEG 0€ KABE eTiTMeSO TNG TTAPAYWYNS.

[Tavta n W6€a Tov development twv projects pali Le TOUG KAAALTEXVEG VoL KATL
IOV UE EVOLEQPEPE.

ML: T'ati o€ ev8iépepe ovykekpLpueva n oUyxpovn TExvn?
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K.T: Mépaca kot meplodoug mov pe evlLESEPAV Kal AAAA KOUUATIA OTIWSG O
HOVTEPVIOUOG TTAPA TOAV. AAAQ amd TO HOVTEPVIOUO TG TOAU €UKOAX 01N
ouYXpPoVN TeEXVN. ALOTL OTAV UIAGS YA TO HOVTEPVO Kal polpaia yioa To Avant
Garde, KATMWG auTO gpéva pe €o0Tpwe TPOG TN ovyxpovn TtéEXvN. ‘Htav 1
TAPAYWYN, NTAV QUTO TIOU YLWOTAV TNV €TOXN TOU (0VOX KL €Yw, KAl HLOU
@EAVOTAV QUTO TAVTA Ttapa oAU evdlagépov. ‘Exel Ti¢ SuockoAieg Tou kal auTo,
ylati §ev HTopoVpE Vo £XOVIE TIAVTA TNV ATOCTACT TN XPOVIKY KAl UTOPE(S Vi
Se1g KaL va Kpivels Ta Tpaypata Sla@opetikd. Me T oUXpovn TEXVY UTOPEL VA
eloal kal og éva mental confusion ylwa To TL 6ov apéoel KAt TL OXL KATL XTO
TapeABOV elxa tETOlEG 16E€EG oXeESOV OXL{OPPEVIKEG, IOV OPWG elval pLa TTOAU
Snuovpykn Swadikacio. To peyddo atov emiong elvat otL eloat oe pia
KOAAALTEXVIKT TIAPAYWYT] TOU TWPA, Kol SEVTEPOV BOVAEVELS UE KAAALTEXVES TTIOU
elva ev (wn. Mmopelg va €Xelg TNV EMAPN UE TOV KAAALTEXVN KL dpa N
SuVATOTNTA VX EUTIAAKEIS TTOAD SNULOVPYIKE 0T Sladikaoia Tapaywyng.

ML: Kat Tt meprlapfavel avm 1 Swadikacia mapaywyns? Ti malpvelg eov amo
auTn ™ Stadikaoia.

K.T: Koitage. Aev Ba édeya OTL €yva eTPUEATPLA ETTELON SEV £YIvA KAAALTEXVNG.
Agv Exw TNV avAYKN TNG KAAALTEXVIKNG EK@PAONG. AUTO oV [E EVOLA@EPEL Elval
N SuvatdéTa mov £w Héoa amO TO OSLAAOYO HE TOUG KOAALITEXVEG KAl TN
ouvvepyaoia pov padl Toug, va Pmopw va Bondiow Tov GAAO 0€ KATIOLEG OTLYES,
aAAG Kol va Sw TiLo KaBapa Tt yIveETal YOpw MOV, O€ P CUYKEKPLUEVT Tiep(0do.

[Iiotedw TOAV ot SVvaun TG TEXVNG, KAL OTO OTL O€ KAVEL VA UTOPEIS va
KATAVONOELS TIPAYHATA S(VOVTAG SLPOPETIKA TPIOPATA TNG TPAYUATIKOTTAG
Ue évav TPOTo oAV ovolacTiko. Kal baitepa oe pia emoyxn mov 1 mAnpogopia
KOl 1) EKOVA TNG TIPAYUATIKOTNTAG TEPVAEL KAl SlaoTpefAwveTal (owg amd Ta
media, Bswpw OTL N SUVaUN TOU KAAALTEXVIKOU £pYOU v Ol SLAPOPETIKES
OTITIKEG E(VAL TIAPA TIOAV ONUAVTLKY), EKTOG ATIO EVOLAPEPOVTAL.

Apa ovAEvOVTAG pPE TOUG KOAAALTEXVEG, £XELG AVTO TOV TAOUTO TWV GUINTICEWV
IOV 0€ KAVOLV va 81§ Ta TIpaypata kat Alyo Swa@opetika. Emiong, cu{ntdag pe
avBpwmovug Tov £xouv NoN amoym, £w amd Eva cuVTNPNTIKO mainstream Tov
BAETELG va LTIAPYEL YUPW. AUTO IOV €XEL ETIIOTG EVELA@PEPOV, ElVAL OTL ElCAL HETT
oTn Sadkacia ™G Tapaywyns YEVIKA TOV XwPov, Kal o€ emimedo institutional,
SnAad Beopiko.

[TOAAEG EpWTNOELS IOV EXOUV VU KAVOUV UE TOUG BeaoV§ Selyvouv TwG aAA&lovv
KOl qUTA. Apa €l0aL TIPAYUATIKA PEoa 0T Snuovpyla aAAay@yv Tov gival oA
evila@épov. Kat ot avpwmol g téxvng B€Aovpe va TIOTEVOUHE OTL Ol AAAXYEG
QUTEG OXETLLOVTAL KL L€ KOLVWVIKEG XAAYEG.

ML: [TpoxaAoVvtat amd autovg, 1} TPOKAAOVV AUTES TIG KOWVWVIKEG AAAXYEG?
K.T: Ziyovpa mpokaAovvtal, Kat olyovpa oyd otyd, Altyo Alyo (cwg mpokaAoUv

KLOAOG o€ oplopeva mpaypata. Auto BEBata £xel Evav IEEXALONO PHEGA TOV KAL TO
EEpw, AAAG Yl epéva elval OMUAVTIKO VA TOV €X® YA V& SOVAEVW O€ AUTOV TO

XWPO.

118



ML: EoV ywati eméotpePes to 2009 Tavw 6TV apxn TOL TAVIKOU aTo TNV Kpion
Omw¢ TpofarAdtav amo ta media?

K.T.: Katapxas ywxtl vouilw o6tL otn {wn pov Kavw Stagopa avopBodofa
mpdypata. [yeAta] Auto ywve Atyo tuxaia. To cupfoiaid pov éAnye pe to ARGOS
Kal 0a To avavewvape evtog teTpapnvov. Kat elmma yL avtd to Staotnpa eima va
yupiow otnv EAAGSa kat va kottalw amd kel TL va KAvw. Agv 1)TaV 0PLOTIKY
amdé@aon ywx epéva tote. ‘Htav meplocotepo €va petaiypto. Mov mpotabnke
OUwG 1 SovAeld oto EBviko TOTE, TTOL 1TV TIOAD eVSla@épouoa, KL £ToL Bpédnka
va elpal pgoca otnv emoxmn ekeivn otnv EAAada. Ta mpwta dVo xpovia kpatovoa
TIG EMLPUAGEELS LoV, OTL pTtopel va Eavaépevya. Meta apxloa, Ta TeAevtaia SVo
XPOvia €181kA, va okE@TOpAL OTL elval TTapa TOAU evdlapépovoa TePiodog va
eloal otv EAAGSa tedka. TMapoTy, av mapovctlaotel KATL TOAV evdia@épov Ba
Epevya, 6ev Exw TO00 eEapTNUEVOUS Seapovg pe v EAAada. AAAG Ta TeAsvtala
Xpovia eivatl T0o0 evlla@épovoa 660 Kal SUCKOAT.

ML: Ot SuokoAieg Tov avagepovtal?

K.T: Ze autd mov BAETELS va yiveTtal yupw oov. AnAadn, 6€ KOWwVIKO eTITTESO
KUPILWG, IOV CUVOEETAL PUOIKA PE TO Olkovoulkd. Eival moAd Svocdapeoto va
BAémelg avBpwmoug yUpw oov Tou Katadafaivels Tt eiyav pia ToAV aflompemm
(on kat Ea@vikd Bplokovtal xwpis timota. Auvtd yla epéva elvat To TILO
OTUAVTIKO KOL TO IO SUCAPECTO.

Apa ol SUCKOALEG IOV AVTILETWTI{EL 0 KOGUOG YEVIKA, KAL O KOGUOG GTO XWPO
TOVU TIOALTIOPOV YevikoTepa va emiBlwoel. BéBata, otnv EAAGSa Sev tav ote ta
TPAypatTa avonpa e autod To KOPPATL AnAadr) TOTE oL avBpwToL TTov SovAgvav
OTOV TIOALTIONO 8&V TMANPWVOVTAV KOAQ, LTINPYE TAVTA Hla TEpiepyn 6€a OL
KAVELS TO XOUTL oov. [Tavta vmpxe auto To BEpa oto medio autd. ATAG auTo
Tov gxel SnulovpynBel teAevtala eival éva mapadofo. Agv vmpxav Tov Sev
VTINPXAV XPNUATA, AAAQ aTtO Eva oNUED KL ETTELTA SEV LVTITPXE TITOTA, AUTO EKAVE
TOUG avOPWTIOUG TOU XWPOU VA YLVOUV Tlo Snulovpylkol. Oa mw &dw, ME
amoTéAeoua va BAETELS Kol TIOAD KOAVTEPA TIPAYUATH OE EMITESO KAAALITEXVIKNG
TAPAYWYNG KATA TNV amoyr] pov. AmMO Tnv GAAN emeldr) 0AoL amo@AGioauE
KATIOLX OTLy U1 OTL €V VTIAPXOLV XPNHATA, EILAOTE 0 AUTNHV TNV TOAV SVOKOAN
KATAoTAOT TNG Kplong, apa Tt O kavouvpe? H pia Avon Ba elval va unv mapayeLg,
deSopévou OTL Sev VTIAPYEL AVTIKPLOUA, 1) B TO KAVELS OTIWG PTTOPELS, KAl OTIWG
Ba To €kaveg o€ pia €TOXT TIOU OL AVAYKEG lval el8ikeg. AnAadn, Ba SovAevelg
XWPIG XPNUATA, KAAWVTAG KAAALTEXVES XWPIG va EXELS VA TOUG TIAT|PWOELS, IOV
elval Bépata kat mpofAnpata og Beopiko eminedo oty EAAGSa. [Tov mavta ntav
BéBaa.

Tuveyxloape Aomdv T SpAcTNPLOTNTA HAG, IOV (WG EVTAONKE TEAIKA 0€ KATIOLO
Babuo, n Spactnplotnta vy, o€ eminedo eEwbeopkd. Néa initiatives, ekBéoelg,
uwkpol xwpot kAT KoaAAiteyveg amd povol touvg. Auto Tto Pplokw @ofepa
SNULoVPYLKO, evlla@EPOV Kal TOAD oVCLAOTIKO. AUTO Tov TapAAANAa Befoia
Snuovpynbnke, Ntav O0tL oto medlo Apyloe va yivetar autovonTto OTL oL
KaAALTexveg Ba SovAehouvv Ywpig XpHata KA. AuTto ewal éva mpoBAnUa kat
TPETEL KAVELG VA TO £XEL GTO LUAAD TOV.
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ML: KaAAttéxveg amo to e€wtepikd Epyovral?

KT: Nat kat paAlota Twpa TEPLOCOTEPOL, Kal eyKabloTatal KlOAag otnv ABnva
kat Aoyw s dOCUMENTA.

ML: 'Ocov a@opd to Becpikd ToTio, Tola lval 1) GUVELGEQOPA TOV KPATOUS GTOV
TOMEQ TNG CUYXPOVIG TEXVNSG.

KT: H Biennale g Abnjvag eixe xpnuatodotnOel uéow EZIIA, Tov elval kATwg
TPOPANUATIKOG TPOTIOG, YIXTL APOPATIOAV SL@OPETIKA TeSA amd AQUTA TOV
TIOALTIOHOU Kal 8ev Slvel TTAVTA YXPNUATIKY] LTOOTNPLEN TOL va UTOoPElS va
Slaxelplotelsc omwg OéAelg, aAAd xpnuatodotel O€oelg, VLAKA KAT, TOU
aKoAoVBOVVTAL KL ATIO TIOAAEG AVAPOPES YLK TO IOV AKPLBWG TIAVE TA XP1UATA,
TIOTE KL YIXTL. AUTO TIOV €Y va TIw €(VaL OTL OTOV TOUEX TNG GUYXPOVNG TEXVNG
elvat mapa ToAY TPOPANUATIKOG TPOTIOG OUUANAL OTL ETTPETE ATIO TIOAV VwplTEPA
Vo SIVELG AETITOUEPESTATN TIEPLYPAPT) TWV AVAYK®V KAL TWV TPAYUATWVY TIov O
XPELWNOTEIG HEXPL TOOX KAPPLA, KAL TN OUYXPOVY] TIAPAYWYT] QUTO SeV YIVETAL
Kat n @Uomn twv projects, TPEMEL va TTAPageLS KATL o€ oxEomn KE To Twpa. Kat va
NOedeg kaL va umtopoVoeS Sev PTTOPELS Vo EEKIVIIOELS TOOO XPOVO VWPITEPA.

Me autn TV €vvola £(w ouveEPYAOoTEL PE @opea o Tpe éva EXIIA aAAd tav
oAU §UOKOAN Kat amaltnTikn) Stadikaoia. Emiong, Ta xpnpata ta malpvelg Hetd,
OTOTE £PYETAL 0 KAAALTEXVNG KAl BEV EXELS TA XPNUATA VA TOU SWOELS YLK VAL
TAPAgeL TO £€PYO0 TOV.

[Tépa amo to Béua g xpnuatodotong atyida maipvelg ToAv evkoAa. Kat amd to
Anpo kat amd to Ymovpyelo IoAtrtiopov. O Afpog pmopel va unv €xeL xprpata
aAAG BonBdel pe Gdeleg, Kal amo@LYN TG ypaelokpatias. Kamola mpdypata ta
Kavel kalt Tto vmouvpyelo moAttiopoV. Kat pe tmv dOCUMENTA elpaocte oe
OLVEPYAOI(A HE TO UTOUPYELD, YL VO ETTAXVVELS KATIWS TN Stadikacio. Kot
VTIAPXOLV avBpwToL oV eivat TOAY KaAol otn SovAeld toug. H aAnBela elvat
OUWG OTL oL unyaviopol kat ot pEBodot etvat ToAL TpofAnpatikol.

ML: Na pwTt)ow Ka&TL o mpoowTiko? Ec¥ Byaivels okovopukd?

KT: Nat, yati éxw v TOXN va €Xw pa ao@AAELX aTtd TNV OKOYEVELX pov. T
xpovia Ntav étol. Twpa mAnpwvopat amd tn dOCUMENTA kat 8a pmopovoa va
emPBlwow. AAAG Tipv NTav Bacikd autd. LTIG SOUAELEG IOV €Kava TA TEAELTOL
XPOVLa, VTIMPXE TTAVTA P cUUBOALKY) apolfr), aAld Sev Ba emBiwva. Av Sev elxa
TO OTI(TL poU Kal éva income amd aAAoV Sev Ba emPBlwva PE TA XPUATA TTOV
ETTALPVA TOTE.

ML: Apa 8gv kavelg autrn T SOUAELX Yo TNV ETRIWOT TOV TIPAYUATOG?

KT: Ox1, yia Vv emiBiwon dev TV KAVELS, aAAd Bewpw OTL elval TTOAD ONUOVTIKO
va pumopovv ol avBpwmol va emlowvouy amo 11 §ovAeld toug. Befata, kot n
meplodog Twpa Sev fonbdel Kaveva emayyeApa £ToL Kl 0AALWG, 0AAQ avTo (oYvE
KOL TPV YL TO XWPO TNG TEXVNG. KaAd glvatl va pmopel kavelg va pn xpetadetat va
KAvel 5U0 SOVAELEG Y v pTTopETEL va Ta ByAAEL TiEpQ.

120



v apy], ToAOTEPA, YA éva oAU WIKPO SLACTNUO UTOpEl va ékava Kal
pabnpata EEvwv YAwoowv mapaAAnAa pe t ovAeld pov. AAAG Tav yla Atyo.

ML: Apa oiyovpa Sgv TO KAVELS Yl Ta XpNuata. YTApXEL GAAOG AGYOG YLo TOV
omoio ovvexilels Tapa tig SuokoAieg? [IEpa ATTO AVTOVG TTOV HOU AVEPEPES TIPLV.
Eivat kat yia v avayvwoplon?

KT: Asv Ba to €Aeya. Ziyovpa plax @uodoéia mov pmopel va €xelg, val eivat
KIvTpo. AAAG yia epéva TIPETIEL VA EIvaL KATL TIOU O€ EVSLOPEPEL KAL UTTOPELS VA
madaleoal pe auto. Etval moAd Bacikd otn (w1 6ov va €XELS TNV TIOAVTEAELX VX
QOYOAEloAl HE KATL TOL oOf evlla@epel o kabnuepwi Paon. Zuvavtag
avBpwmovg evdlapépovteg, emiong onuavtiké. H S n Swadikacia t™ng
TAPAYWYNG TG €A KAl TOU €PYOV, AAAA KAl TIwG aUTO UTOPEL va cuvEeDel pe
NV ekmaidevon Tov kolvoL Kal TNV madela Tov EVPVTEPOV KOLWVOU TIPOG KATIOLESG
katevBLvoelg. H @lodogia pov eival va €XELG aVOLYELS KL TO KOLWVO, KAl LEGH ATTO
OLUVEPYNOIEG, ATO TEKTAVOUEVA VA TIPOoTaBNoelg va aAAGEels kat Alyo Tig
evpUTEPES TOMTIKEG. TTwg pmopel 6A0 auTd va PEpel aAdayEG o€ Beoko Kol
TIOALTIKO ETTIESO (OWG.

ML: AuTO Opw¢ TAvTA avaioya PeE To SIKA 60U TILOTEVW?

KT: AvaAoya pe Ta S1KG 00U TTOTEVW AAAA KATIOLESG YEVIKEG AlEG TIG LOLPALETAL O
KOOWIOG TNG TEXVNG, TOVAAYLOTOV o€ BewpnTikd emimedo. Twpa Twg Aettovpyel o
KaBEvag o€ TIPOoWTILKO eTiMESO elvat AAA0 (TN

['t auTd TOTEVW OTL MAVTA AUTO TOU KAVELS TIPETEL VA YUPVAS THOW KAl Vo
BAémelg TwG eloat E0V HECH O€ AU TO, KL TIwG TO KAVeLS. To omolo BEBata o€ KAvel
VO KAVELG TIOAD ALyOTEPQA TIPAYUATA, YIOTL Evat TTOAV aoa@r) Ta OpLo TOU CWOTOV
Kal TOU A@B0g e181kd oTa TAALoLA TG TIOALTIKNG KoL TNG Kowwviag. Kat kamolog
TIPETEL VX KOLTALEL OLVEXELA TIwG ToTtoBeTElTaL pEc OTIG e§eAiEelg kAT Kamoleg
@OPEG Ba TA KATAPEPELS ALYOTEPO KAL TL TIEPLOGOTEPO.

Kot autd BePata €xel va KAVEL KAL UE TO TL KAVELS HE TIG XPNUATOSOTNOELS ATIO
TOV LOLWTIKO TOUEQ, ATIO TIOLOV TTAIPVELS, Elval TtepiTTAOKO TO BEpa.

ML: Tw moapddetypa mov  otpepocovv mpwv v dOCUMENTA vy
xpnuatodotnon?

KT: Ziyovpa kat ota yvwota institutions. Ton NEON, to Qvdaoelo, o Adkng o
lwdvvou. AAAG eyw Bewpw OTL TIPETEL VA TA KPATAG OE EVA ETITESO IOV KATIWG
TULPLATEL PLE AUTA TIOU KAVELG KL TIWG T KAVELS. [Twg va To Tw...

[Tavta to povomwAelo eival mepiepyo. Aev pmopel Ea@vika akopa KL av nbere
KQATIOl0G va VTTOOTNPIEEL Eva project pov, Kot va B€Ael va Badel TOAAG xpnuata
Kol va elval oAU present peoa og autd 0TV TO (810 TO project ival éva project
IOV KAVEL KPLTIKY 0€ auTd akpBws To cvotnua. Exel Snuovpyeitat éva conflict
oe akleg. Kalt 1 amo@acifelg va pnv mapeLlg tn xpnuatodotnon, 1 va KAvelg pio
OVH@EWVIK TETOLA TIOL VA PNV €pYETAL O avTiBeon Pe auTO Tov TPEcPEVEL TO
project. Av o xpnUaToS0TEL O VA TANLOLO STLOVPYLKNG KPLTIKIG OE AUTO IOV
Kd&vel o (610G TOTE va, dev vTidpyel (owg conflict, av BgAovpe va to Sovpe TOAY
bavika.
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AMa mpemel va kpivelg TG mpoBeoelg Ttou GAAov kabe @opd, Kal va TO
VOO TNPIELS TPWTA HEGA GOV.

ML: ‘Ocov a@opd TIg cAAay£g, MEPA amd TNV TOLOTIKY €EEALEN IOV AVEQPEPES,
BAEmelg aAAayég o€ GAAa etimeda? BAETELS xprion AAAWVY HECWV?

KT: Xto emimedo g xpnuatodotnong oxL. Asv £xouv €TAOYES.

Twpa Ta péoca mov xpnopomolovy, PAETW OTL VTIAPXEL TWPA Wi TACT va TO
Pdayvouv KaAVTEPA OTO EMIMESO TOU VAIKOU Kol TNG TEXVIKNG, Kat Bydlouv
KaAUTEpa amotedeopata pe Atyotepo budget. Kat @uowd o mo experimental
XAPAKTNPAG, VOUIlw OTL Ttallel yiaTt ap)iel KAVEIG VO OKEPTETAL SLAPOPETIKA,
Kal Ta constraints pmopel va 08nyovv o€ o SnULovpyLkéG AVGCELG.

MA: AAAay£G 0TOV TPOTIO AVTIUETWTILOELS TOU XWPOL?

YTapyovv Stagopes taoels. To 3 137 eival oAV evla@épovoa TEPITTWOT], Kal
UTIAPXOUV KAl AAOL YWPOL TIOU KLVOUVTAL UE avTioTolyo mentality. Tatl epeig
otV EAAada Sev eiyape moté ™ Aoywkn tov artist run. ‘Htav 1 to private 1 to
institutional. Kat autd 1o Bewpw mOAU Snuovpykd mov cvpfaivel Twpa. Kat
VTIAPXEL Pl aAdayn) oto mentality , ot aAdayég Eekvave amo tn aon to mediov,
Kal 6ev epLUEVOLY TOUG BT OV,

AM\eg mpooTmabeleg avagépovTal oTa eAANVIKA vnold. Ymmpxe 1 Ydpa, xpovix
Twpa. Ta teAsvtaia xpovia xovv EEKIVNOEL TPWTOPROVALEG KAl 0€ aAAa vnola,
Tov 8ev EEKIVAVE A0 TOUG SNUOVG, AAAG OO TOUG (S0UG TOUG KOAALTEXVES 1)
ovAekteg (my to Phenomenon otnv Avagmn, otv Tnvo o Xplotod@opog o
Mapivog, 1 To residency program mov {ekwvael @etog, otn Nionpo, kAm) To omoio
EXEL éval eVBLAPEPOV TTOV EEKIVAVE ATIO AVOPWTIOUG TOL XWPOL KL £ToL PAETELS
KaAQ Tpdypata ovoiag, mapott pkpd. Kot 1 ABrva mou eival oAU KivnTik.
[Mapaderypa to students run Cirquits & Run, pikpdg @opeag mov umopei va maiet
OUGLAOTIKO POAO OTNV TAPAYWYN TNG YVWOTNSG.

Kat ota miaiocla ™¢ madeiag, TG exmaibevong, ™G KPLTIKNG TTov AapPavel
xwpa, dev elvat Tuyaio mov yivovtal TTOAAQ projects pe apxelo, otoplor KATL.
ZavaBAETELS TNV LOTOPIla 0OV Yl va KATOAGBELS IOV BPloKESAL TWPA KAL TIOV
BEAELG VA TTOG KL TL UTIOPEIG VU KAVELG [LE AUTA TIOV £XELG.

Ol kaAALTeXVEG aQuTA Ta kavouv. Twpa eAtiloupe 6TL Ba avoiel kal To VTTOAOLTTO
KOLWVWVIKO GUVOAO TIPOG aUTI] TNV Katevbuvon. Me ocuveldnTég amo@Aaoels amno
O0A0UG pag.

MA: Qpaia, evyaplotw ToAD.

KT: KaAn emituyia e Tnv TTU)LaK: cou.
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