XEIOOTEXVES

Craftspeople's Network:
Taking Matters Into Your Own Hands



‘Eva épyo ouvepyaocias tou pa®nuatos “Design for the Living
World, HFBK” tng >xoAng KaAwv Texvuv tou ApBoUpyou KAl ToU
pa®npatos “YRpidikes OiwkoAoyies” tou Tunuatos ApPXITEXTOVWIV
Mnxavikwv tou I'lavermotnuiou ©@ecoaAias pe tovs xe1potexves
- 11aPaB001aKOUS KAl OUYXPOVOUS TeEXVItes— TIoU evepyorIolouvial
ONUEPa OtNV eUpULEQN TIEPIOXT TOU BOAOU.

Me wv urmoompitn tou DAAD pe xpnpatoddétnon ard v
Onooriovdia tou Yrioupyeiou INaibeias ka1 Epeuvas tns Nepuavias,
ms 2xoAns Kaawv Texvov tou Tlavermotnuiov tou ApuBoupyou,
ms AlevBuvons TToAtiopou tou AOETTATT AHTIE®E tou Anupou
BoAou xai tou Kévtpo Texvns TCoptCio vie Kipiko.

Oepués euxapioties oa OAOUS ToUs texVvites tou BOAou rou rmpd@upa
polpdotnkav OAn toug tn yvwon uaCi pas. Emfons otn Xpuoa
Apavtdxkn s AlevBuvons TMoAiticpou tou AOETTATT AHTIEGE
BoAou, tn NikoAétra TTavn, emueAntpia oto Kévipo Téxvns
TToprCio vie Kipiko.

Epyaotipio: 1-15 Mailou, Tunpa ApXIteKtovwy Mnxavikiv Tou
[Navemotnuiov ®ecocaiias.

Avoixth uTnnon: 9 Maiou, 2018, Kévipo Téxvns TToetTo vie
Kipixo.

‘Ex®con: 14-28 Maiou, 2018, Kévrpo Téxvns TTOHptTlo vie Kipiko.



A collaborative project by the Design for the Living World class, HFBK
the University of Fine Arts Hamburg and the Hybrid Ecologies Studio,
Department of Architecture, School of Engineering, University of
Thessaly, and the craftspeople of Volos.

Supported by DAAD with funds from the federal Ministry of Education
and Research (BMBF), the HFBK University of Fine Arts Hamburg, and
Giorgio de Chirico Art Center of the Cultural Directorate of the Municipality
of Volos.

Special thanks the craftspeople of Volos who kindly shared their practice
and knowledge with us, as well as to Chrysa Drantaki Director of Giorgio
de Chirico Art Center of the Cultural Directorate of the Municipality of
Volos, and Nicoletta Tzani, curator of Giorgio de Chirico Art Center.

\Workshop: 1-15 May 2018,

Department of Architecture, University of Thessaly

Roundtable discussion: May g, 2018, Giorgio de Chirico Art Center
Exhibition: May 14, 2018, at the Giorgio de Chirico Art Center



YUPIETEXOVIES:

Design for the Living World
class, HFBK the University of
Fine Arts Hamburg:

Marijetica Potrc¢, KaAAitéxvida
ka1 Apxitéxtovas, Ka®nynrod
KOIVWVIKOU 0XeC100110U.
[TpookekANuevn  €PeUVNTOI,
Laura Bernhardt (emmueAntpoia
KAl TIAQAVWYOS  IIOAITUOUOU,
oto BepoAivo), Mapia Xphotou
(Apxitéxrovas), BaAevtiva
Kdpya (Ko Atéxvida Kal
QPXITEKTOVAS)

Qoitntes:  Angie Chen, Lisa
Eggert, Lea Kirstein, Robert
Kopke, Laura Levin, Anne
Meerpohl, Juli Paetzold, Leonie
Schulz, Mana Stahl, Kastania
Waldmuller, Julia Wycisk and
Yan Yan.

Texvites oto BoAo:

YPRpibikes OiwkoAoyieg, Tunua
Apxitektovwy  MNxavikugv Ttou
INavemotnuiov Gecoaiias:
Yopla BuTofitn, Apxitéktovas,
AvarmAnpuwrtpia Ka®nynrola
doitntes:

‘OAyaHA100,Nancy Kapayidvvn,

2ITUP0S Kapaiopdavidns,
KpuotaAAia KAwvdpa,
EuayyeAia Kioooe, HAextpa
Naoup, 2uvodn NtaureyAutou
- Kapaiokou, NiKnpdpos
Jopovixiv [TarmoutoOTIOUAOS,
NixdAas XarCnrioupydvns

[NavAos ApBavitns— TUuAoupyos, TUAOYAUITINS
EupiBikn ApkoSouyidvvn — KAAAITExvISa- UpAvToa
Kwotas BoyiatCdxns — oauaporiolds

Jrépyios 'oudivns — kepauiotas
Anunteons Alaveaios & Xpuoa AlGVEAAOU -

Siaxoountpla
Zuwn Anunteiadou- kepauiotola

BaoiAns lopSavidns— tamnetoi€pns

TUAOUOYOS &

>1mUpos KaooaBétns — CUAOYAUITINS
['onyopns Kaptardvng — Xxataokeuaotns ITAoiwv

Kepaola KapxkaAd — vpavred

‘EAev Mapoupifou — atelier xal upacpatddixo, oikos Koutoiva
Baoihikn Tpdkn — Aukelo EAANvIOwv BoAou
Nixos Quwrtiov-XatCnavtwviov — kepauiotas

Xpnotog Xaxapidng — fifAiodetns

Pawvia Xpnotakn — apyupoxpuooxO0s
Mupts Xpovdkn - QpPXITEKTOVAS - 2UPBOUAOS ToUu 2UvOEouUoU

OnAaouoy, fon®ods UNTEOTNTAS
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Participants:

Design for the Living World class,
HFBK the University of Fine Arts
Hamburg;

Marjetica Potrc, artist and architect,
professor of Social Design.
Guest researchers:

Laura Bernhardt (curator
cultural producer, Berlin),
Maria Christou (architect with
focus on social practice, Berlin),
and Valentina Karga (artist and
architect, Berlin).

Students:  Angie  Chen, Lisa
Eggert, Lea Kirstein,Robert Kopke,
Laura Levin, Anne Meerpohl, Juli
Paetzold, Leonie Schulz, Mana
Stahl, Kastania Waldmuller, Julia
Wycisk and Yan Yan.

and

Craftspeople in Volos:

Hybrid Ecologies Studio,
Department of Architecture,
University of Thessaly:

Sophia Vyzoviti,

Architect - Associate Professor.
Students: Nicolas Hadjipourganis,
Olga lliou, Nancy Karagianni,
Spyros Karaiordanidis, Evangelia
Kiosse, Krystallia Klonara, Ilektra
Naoum, Sinodi  Ntampegliotou-
Karaiskou,  Nikiforos — Sorofikin
Papoutsopoulos.

Evridiki Arkoudogianni - artist, weaver

Pavlos Arvanitis - woodcarver

Myrto Chronaki, architect La Leche League Leader, Birth and Postpartum

Doula
Rania Christaki - silversmith

Dimitris Dianellos & Chrysa Dianellou - woodcarver & interior designer

Zoi Dimitriadou - potter

Nikos Fotiou-Chatziantoniou - potter

Stergios Goudinis - potter
Christos Hahamidis — bookbinder
Vasilis lordanidis — upholsterer

Kerasia Karkala - loom workshop, weaver

Grigoris Kartapanis - boat builder
Spyros Kasavetis — woodcarver

Helen Mamouridou - atelier, fabric store
Vasiliki Traki - Lyceum of Greek Women Volos

Costas Vogiatzakis — saddler












['onyopns
Kaptariavns
CGrigoris Kartapanis

KATOOKEUOOTNS TTAOItIvV
poat builder



The owner of the boatyard is called Grigoris Kartapanis. He designs
and constructs all kinds of boats but especially repairs them (like
scarping boat, painting, waxing etc). He continues the job that
his father started 35 years ago. He cooperates with electricians,
engineers, conservators. He loves his job because he grow up
in the shipyard. He explains that this practice needs exceptional
technique and a lot of hard hand work, but the reward is the
happiness of creation.

Grigoris works for professional fisherman and sailing trainers, as
well as common people where from all around the world.

A lot of schools from Volos visit the boatyard all year round and
Grigoris is always ready to explain every detail

The first step of designing a boat is sketching the pattern on a piece
of paper. This basic step includes corrections and amendments.

The selection of wood is the next important step. Wood is a natural
material - strong, durable and suitable for bending.

Next step is the cutting the wood with the saw and the then, the
connection of the individual parts of the ship. For bending, they use
a method where they wet the wood and then tighten them, using
a lot of pressure.
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Mr Kratapanis, a fifth generation traditional shipbuilder, says
that a according to recent EU legislation in order to constrain
overfishing and preserve rare species of fish, fishing permits
are subsidized to be withdrawn. An extra stipend is granted
for destroying the boat. Thus many traditional hand crafted
wooden boats, known as kaikia are being destroyed.

After the abolition of EOMMEX, the Greek Association of small
and medium sized Business and Crafts in 2012 there were
mass protests. When the crafts school of Thessaloniki closed
down its looms were set on fire.

EOMMEX (EAANvIKOs Opyaviopds Mikowv — Meoafurv
Emxe1pnoewv ka1 Xelpotexvias)
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There Is big contradiction between
this legislation and a Greek law
that grants a 50% discount on your
personal taxes If you are buying a
wooden handcrafted boat.






"to know materials we have to follow them - to ‘follow the matter-
flow as pure productivity' - as artisans have always done (Deleuze
and Guattari: Capitalism and Schizophrenia, 2004: 454). Their every
technical gesture is a question, to which the material responds
according to its bent. In following their materials, practitioners do not
so much interact as correspond with them. Making, then, is a process
of correspondence: not the imposition of preconceived form on raw
material substance, but the drawing out or bringing forth of potentials
immanent in a world of becoming. In the phenomenal world, every
material is such a becoming, one path or trajectory through a maze
of trajectories’
Tim Ingold, Making: Anthropology, Archaeology,
Art and Architecture. 2013: 31
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How do you feel about your self-built
Doats?”

| will use the expression of my father:
tis like having a child’
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Definitions of Craft

The word craft originates from the the old English creeft and the
Kentish -creft which originally meant ‘power, physical strength,
might” It is the same origin than the German word "Kraft" which still
means "strength, skill” In English, the sense expanded to include
‘skill, dexterity; art, science, talent,” thus an extension to "mental
power” In its later meaning it was used for ‘trade, handicraft, calling,’
also 'something built or made”.*
With that in mind, | want to explore what is the significance of this
older meaning of craft. In what ways is craft connected to strength
and power, how is it empowering? In that first sense, there is no real
differentiation between craft and handicraft, rather do they stand for
each other. If we take a look at the etymological origin of handicraft
the old English handcraeft meaning is “skill of the hand”.
| would like to take on this non-hierarchical concept of craft and
handicraft in opposition to the German conception of "Handwerk’
(craft) and Kunsthandwerk (handicraft, but with an emphasis on
art). The German word "Handwerk" describes the term very literal:
something, that is made by hand. @
In my understanding, craft is the ability to know a materiality, to
understand and reflect it and hence to find a variety of possibilities
in handling it through the process of manufacturing by hand, with or
without the aid of tools. This includes allkinds of skills and abilities from
plumber to potter. Even though I want to practice a traditional craft
like ceramics, | aim to understand it in its expanded field. Therefore,
| want to analyze its potentials beyond the physical outcome. That
is why | want to stress, that | am trying not to implement a hierarchy
between different crafts.
Craft has a very long tradition and history. It dates back to the first
stick modified by hand or stone to a crafting a tool for hunting and
it developed over time, always corresponding to the needs and
the culture of a society and the environment it is put in. With the
industrialization machines are put into place which creates a distance
between the hand and its final work ("Werk’).

Kathrin Sohlbach
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According to Richard Sennett, the term ‘[clraftsmanship names an
enduring, basic human impulse, the desire to do a job well for its
own sake. Craftsmanship cuts a far wider swath than skilled manual
labor; [.] craftsmanship focuses on objective standards, on the thing
initself’ 2

On the contrary, Glenn Adamson, in his extensive account on craft
practices, gives a definition that is far less idealistic. He tries "to
use [the word craft] to designate a process or activity, rather than a
category. For him, “craft has always meant something like ‘'making
something well through hand skill no more and no less’® Further,
he goes on to emphasize craft “as a process. Rather than presenting
craft as a fixed set of things - pots, rather than paintings - [Adamson
analyzesl it as an approach, an attitude, or a habit of action. Craft only
exists in motion. It is also a multiple: an amalgamation of interrelated
core principles, which are put into relation with one another through
the overarching idea of ‘craft’®

Lea Kirstein
Online Ethymology Dictionary (n.D.): Craft. On- handicraft, last access: 03.04.2018
line: https.7/www.etymonline. com/word/craft Sennett, “The C man" 9
last access: 03.04.2018 4 Adamson, "The Invention of Craft" xxiii-xxiv
Online Ethymology Dictionary (n.D.: Handicraft 5 Adamson, ‘The Invention of Craft”: xxiii-xxiv
Online: https.7/www.etymonline.com/word/ 8 Adamson, "Thinking Through Craft" 3-4
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ANPUNTONS
A1AVEAAOS &
Xouoa
ANIAVEAAOU

Dimitris Dianellos
& Chrysa Dianellou

TUAOUPYOS & 1aKOOUNTEIO
carpenter & interior designer
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L,E0W peoa peydAwoa, ard 12 Xxpovwyv o Matépas e
ériaipve uati tou oto epyaoctnplo. Aev SNAWVW Je autov
TOV TPOT110 01 YVvwpiCw téAeia tn SouAeld, éuaGa rmpdyuatd,
LaBaivw axdua ka1 @a ouvexiow va paaivo oto peAAov,
efval ouvexns autn n diadikaocia expd®nons. To avagepw
viaul udAAov étol éuala va ayarIuw autd rou Kavw. Ta
TIAVTA e0W E0A ArIoteAoUV UEP0S TWV AVAUVIOEWV 110U.
>INV IIpAyuauxomta oev Urnoow va dioxwpeiow xav av
OVIWS QYA th SoUA€1d 1oU N av eéuaBa va Cw ue authi.

I grew up here, since I'was 12 years old, my fathertook me to the
lab. I do not say this to persuade you that | know the job perfectly,
| have learned things, | am still learning and | will continue to
learn in the future, this learning process is continuous. | mention
this because | think that this is what made me love what | do.
Fverything here is part of my memories, In fact, | can not even
separate whether | really love my job or whether | have learned
to live with it.
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Pattern is a language; in translation you
don't lose anything. Your roots grow.
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LIoudaoca oe pia oxoAn oxedilaopou, aAAd eyuw
QOXOAOUpPAl PE TNV XKataokeun kupiws. H adeppn pov,
n orola €xel aroypoltnoel artd to THNUA EOWTEQIKNS
ApXITEXTOVIKNS, €fval qutn rmou éxe1 avaAdBel To Kopudt
tou oxedioouou. Efvar a owkoyeveiaxn emxeipnon
Orwe KartaAaPBaiverte, axoun xal o1 epyaCouevol uas
elval edWw mdvw ard 7 xpdvia KAl Jas ApEoel IIou
Aeitoupyouue étoL’

| studied at a design school, but I am mostly working in
the manufacturing. My sister, who has graduated from the
Department of Interior Architecture, is the one who's in
control of the design process. It is a family business as you
see, even our employees have been here for over 7 years
and we like working that way.
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[ [aUuAos
ApBavitns

Pav0ios Arvanitis

TUAOUPOVOS, CUAOYVAUITINS
carpenter
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"Cultural memory is a kind of institution. It is exteriorized, objectified,
and stored away in symbolic forms that, unlike the sounds of words
or the sight of gestures, are stable and situation-transcendent:
They may be transferred from one situation to another and
transmitted from one generation to another. External objects as
carriers of memory play a role already on the level of personal
memory. Our memory, which we possess as beings equipped with a
human mind, exists only in constant interaction not only with other
human memories but also with ,things,” outward symbols.”
Jan Assmann, Communicative and
Cultural Memory, 2008:; 110-111
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Craft and Ritual

Physical Action
The first commonality between craft and ritual is the significance of
physical action. When regarding either craft or ritual in an abstract
sense - as a means for communication, framing or catharsis - it
becomes apparent that these effects are not achieved through
theoretical thought, academic study or verbal dialogue. Instead,
craft and ritual are the domain of the body, moving and performing
repetitively in a space.
In trying "to explain the embodiment of informality in physical
gestures™, Sennett uses the concept of the social triangle. Being
comprised of the three factors of "earned authority, mutual respect
and cooperation during a crisis?, the social triangle shapes social
relations. With this image, Sennett draws a connection between ritual
and craft culture: "Like ritual, the social triangle is a social relationship
people make. In the craftsman's workshop, this three-sided relation
is often experienced physically, non-verbally; bodily gestures take
the place of words in establishing authority, trust and cooperation.
Skills like muscular control are required to make bodily gestures
communicate, but gesture matters socially for another reason as well:
physical gesture makes social relationships feel informal. Visceral
feelings are also aroused when we gesture, informally, with words.

Repetition & Rhythm
Further, repetition and rhythm are prevalent features in both
disciplines. Repetition serves to establish a sense of continuity in
ritual, thereby also making the passage of time more tangible by
slicing it into regular segments. A sense of linearity or circularity of
time can also be implied. In craft, repetition is the basis of acquiring
skill “There is a rhythm which governs the development of human
skills. [} ingraining habit, questioning the habit, re-ingraining a better
habit4
Nonverbality & Knowledge
Another aspect of the physical qualities of both ritual and craft is that
their mechanics are difficult to verbalize, which makes them relatively
inaccessible through language. According to Adamson, ‘the late
eighteenth century witnessed the onset of a powerful drive to
explicate the mysteries of practicalknowledge. But craft has remained
34



stubbornly recalcitrant in the face of this effort, keeping its secrets to
itself, thanks to its nondiscursive character Adamson shows that the
nonverbal quality of craft has since then remained a great source of
its fascination. He goes as far as to use the word "magic™ to describe
this effect, naming it as "one aspect of its cultural power.” However,
he warns us again not to get too fascinated with the tacit nature of
craft. "Often, this quality of unspokenness is simply celebrated for its
own sake. [.] the fingerprints of a maker (whether literal or figurative)
are routinely fetishized as signs of genuine experience.®
In my own opinion, the fascination or enchantment connected to craft
and ritual is rooted in symbolism.
It is certainly a strong feature in ritual
communication, but it can also be
found quite easily in craft. Aside
from the tools, the workspace, the
craftsperson itself, the finished
craft product works as a symbol
through which the the maker may
express something apart from the
purely functional purpose: ‘pots and
textiles contain worlds of complexity
in their own right. They can send
mixed messages. They can be
either unselfconscious or pointedly
reformist. They are, in themselves,
cultural texts that require decoding.
[.] if we adopt a broad conception of
craft, including art, design, industry
and ritual, then we begin to sense
that what we have in our hands is not
a well-kept garden, but a rich and
varied landscape.®
Regarding its nonverbal quality,
Peter Dormer frames craft as a
‘practical philosophy’, saying ‘that almost nothing that is important
about a craft can be put into words and propositions. Craft and
theory are like oil and water. Because of this some people might
question whether craft should be called a philosophy at all
But a disciplined craft is a body of knowledge with a complex variety
of values, and this knowledge is expanded not through language
but through practice.*®
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Myth & Marginalization
This element that brings a sense of
mythical meaning to the practices
of craft and, also, of ritual, is what
has resulted to their marginalization
in  Western  modernist  culture.
Adamson points again to the late
eighteenth century as starting point
for the devaluation of craft and ritual.
During this time in history anything
non-rational was pushed aside as
useless hocus-pocus: "'magic served
as a convenient catch-all concept
to explain ‘primitive’ belief systems
(cosmology, medicine, conceptions
of the afterlife) that did not open
themselves to ‘rational exchange. For
Europeans, these forms of knowledge
were legible only as sorcery or
idolatry. Here is another parallel with
attitudes to knowledge in Europe:
at the wvery moment entrenched
belief systems (such as alchemy)
were being dismissed as a hindrance to the superior explanatory
power of science, the same logic was applied to exotic cultures.
Magic became a means of conceptualizing the knowledge of non-
European peoples and craft-based knowledge in Europe alike as
static, rooted in a primordial past™
Similarly, early studies of ritual were driven by a combination of exotic
enchantment and disparaging depreciation for almost a century, in
an attempt to “find both the historical origins and the ahistorical or
eternal essence of religion’* The theoretical concept of ritual itself
‘helped construct a portrait of the so-called primitive psyche in
terms of how it differed from modern ways of thinking"* This view not
only served to legitimate colonialism, but is still echoed today when
regions of the world are being talked about as underdeveloped, as if
cultures needed to mature into Western standards. “"When Europeans
made contact with supposedly ‘primitive’ populations, they asked
themselves two questions: how might we gain advantage from
theses people? And how might we improve them, bringing them
within the pale of civilization? Taken together, this meant treating
36



people much like raw materials. The techniques of imperialism

mirrored those of industrialization, aiming to banish resistance and
achieve total plasticity. ™

The Invention of Modern Craft

Furthermore, it can be argued that the modern concept of craft was

indeed introduced during the industrial revolution, even though its

‘reputation is as something eternal™ makes it seem like something

which is ‘intrinsic to what it is to be human’*® In "The Invention of

Craft’, Adamson paints a picture of craft practices being put in their

place as an antithesis to modern, industrial progress, though they

had been an all-encompassing factor of all modes of production

before, "Inexplicable things formerly held great cultural status. But

now they were seen as untrustworthy, to be dispelled through

rational explanation” In an effort

to refute the common notion of

craft as inherently conservative,

Adamson claims: “If there is a

single lesson to be learned, it is

thatcraftisnotsimplyantimodern.

It is rather a strain of activity that

responds to and conditions

the putatively normative

experience of modernity, in

many and unpredictable ways.

It is understandable that craft is

often seen in simpler terms than

that - as oppositional rather then

adaptive. Modernity, after all,

seems hard to stand up to. It is

notionally defined by ‘one size fits

all’ structures that are temporally and geographically transcendent:

rationality, science, capitalism, mechanization, International Style

architecture, autonomous artworks and secularism, to name just

a few. Craft could be seen as diametrically opposing all of these. It

entailsirregularity, tacit knowledge, inefficiency, handwork, vernacular

building, functional objects and mysticism. Further, craft's association

with gendered, ethnic and local identities could be seen as inherently

resistant to (or, potentially, critical of) modernity's homogenous

transcendentalism. [.] The point of the phrase ‘'modern craft’ is that

it contains within both sides of these cultural conflicts. Modern craft

would best be seen not as a paradox, on an anachronism, but as a
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means of articulation. It is not a way of thinking outside of modernity,
but a modern way of thinking otherwise*

Contextuality
On a rather abstract level, the significance of context stands out in
ritual and craft. More specifically, both practices are tightly bound
to the everyday culture, skillfully embellishing it with meaning and
ornament. Adamson wraps up the tacitness and repetition within
craft as well as its fixed placement in common culture: “For many
contemporary observers, the main appeal of craft is its connection
to the rhythms and realities of what has been called the ‘everyday’
[.] many core cultural assumptions are unspoken, taken for granted.
Anthropologists have often looked to artisanal products as a way of
getting around these problems, because they seem to make cultural
beliefs concrete, but in a seemingly unselfconscious way."® The
same can be said about rituals, which have largely been regarded
by anthropologists as expressions of the underlying cultural
mycelium. Ritual traditionally grows out of the specific way of life of a
community of people. Similarly, craft was - at least in its earlier days
- necessarily local. Craftspeople have traditionally been an integral
part of their communities and guild organizations while at the same
time depending on the materials that were available in their region.

Craft and Ritual as Narratives
\Walter Benjamin ‘describes craft as
the natural counterpart to oral tradition,
pointing to the fact that traditional
narratives are often recited while craft
work is happening. The tacit values
of one reinforce the other, in a woven
fabric of knowledge.?®
Adamson points out that, since its
nonverbal nature inhibits  teaching
through written text, craft = skills
can be lost and if they are, they
can only be revived insufficiently.
‘In this respect craft resembles
oral tradition. Its cultural value
depends on a sense of continuity. It
is no coincidence that the syntactical
structure of craft and storytelling are
closely parallel. Both have internal
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repetitive forms that aid in the act of recall. Reciting an extensive
poem, for example, is greatly aided by a composition based on
theme and variation. Craft technigues tend to operate in this way too.
They are formulaic and mnemonic. As Walter Benjamin noticed, their
very forms create the impression of something being remembered’
Fascinatingly, Benjamin is able to show how communal bonding and
the transmission of cultural narratives happens with the united forces
of craft and ritual: When people regularly (and therefore, ritually) get
together to immerse in tedious craft work, stories are being kept alive.
With the these situations steadily going extinct, ‘the gift for listening
is lost and the community of listeners disappears. For storytelling is
always the art of repeating stories, and this art is lost when the stories
are no longer retained. It is lost because there is no more weaving
and spinning to go on while they are being listened to. The more
self-forgetful the listener is, the more deeply is what he listens to
impressed upon his memory.?? In this regard, Benjamin reminds us
of a state of mind that we might experience less and less as our lives
become filled with digital distractions: ‘Boredom is the dream bird
that hatches the egg of experience.

Lea Kirstein
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Why do you love your job?" -
,Because | learn more every day!
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‘Itis the artisan's desire to see what the material can do, by

contrast to the scientist's desire to know what it is, that [.]

enables the former to discern a life in the material and thus,
ultimately, to collaborate more productively with it

Tim Ingold, Making: Anthropology, Archaeology,

Art and Architecture. 2013: 31
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ATIO 1Kpos Texivnoa va pa®aivus mAdl Otov TIatepda UoU tn
diadixaoia xataokeuns errmiwy. répete, Sev efval arrAo rpdyud
VA KATAOKEeUAoe1s aUtes s Snuloupyies, e1dikotepa otav OeAels
1O arioteAeopd e JouAelds ocou va elval apioto. 1T autd to
AOYO GAAWOLE KAl Ol OUVEEVAOIes pou ue AdAAoUS texvites
aPAUEVOUV 01 i01es edW KAl TIOAAA Xpovia. Autog efval errions
évas ard tous Bacikous AOYyous ITou ouvepydaloual ye ta idia
Aroua KAl evios TOU €0YyAoTtnpiou.

From a young age, | began to learn next to my father the furniture
manufacturing process. You have to know, it is not a simple thing to
make these creations, especially when you want the result of your
work to be on an excellent level That is why my collaborations with
other craftsmen have remained the same for many years. This is also
one of the main reasons | work with the same people in my lab.

Ta teAeutaia xpdvia ta rpdyuata SUOKOAepay IIOAU. O KOOU0S
Sev 1pouudel to xelporiointo emrtAo, yiati xootiCel IToAU
I1epI000TEPO KAl Jev uriopeai va to urtootnpi€el. >ivoupa ki1 eueis
IIOOCAPUOOTNKANME Otn VEad ITPAVHIATIKOTNTA, AAAC AKOUA K1 €T01
Sev uropoupe va AVIAYWVIOTOULE US pPeyAAes IIOAUeOVIKES
etaipeies paCikns ropaywyns.

In the last few years things have been very difficult. People do not
prefer to buy handmade furnitures because they cost more and they
can not afford it. Surely we have also adapted to the new reality that
have rised in our country, but we still can not compete with the big
multinational mass production companies.

To mo duodpeoto duwWs II0U EIIPEIIE VA AVULETWIIIoOWw Ntav n
ouvepyaoia pou pe ta rmadid evios Tou epyactnpiou. Aev tous
VIWOW UIIOAANAOUS 110U, AAAD WS OlKOVEVEIQ. AeV 1riopovod
oe xapia nepirrtwon va armoAvow kdrioiov. Tous elra ruws éxouv
Ta IIEAYVPATA KOl autol erreAetav va to repdocoune pati oAo
auto. Quoikd ta rpdyuara eival X aAutepd ma, aAAd oe xauia
repirrmwon dev ouykpivovtal pe uia Sexaetia row.

The most unpleasant thing was that | had to deal with my employees
in the lab. | do not feel like they are my employees, they are more
like family. n any case, | couldn't dismiss someone. | told them that
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hard times are coming, and they chose to put it all together by my
side. Of course things are better, but by no mean you can even
compare the situation with the previous decade.

To onpavuxkotepo elval rmws epels edw, xAvVouue AULO TIOU
ayarape. Exoupe pepdxl yia tn SOUAEIA UAS K1 AUTO JAs KOAtdel
Cwvtavous, CwvtavoUs KAl XOPTAoUEVOoUs. 2as eUX0oUal K1 e0ds
va Bpeite autd 1ou Ba ocas kpathoel pali tou, tnv texvn,
SOUA€1d, TNV KaBnueplvotnta riou 0a eputeuteite ka1l ®a Beieate
va Eurvdrte xal va Kolpdote 1’ auvtn. 'Etol eUkoAd Ba xatagepete
VA EIMKOIVWVNOETE 1€0A A1 UL, peoa ario tnv ayarn oas v’
Qutn.

The most important thing is that we do what we love here. \e have
MERAKI for our work and that keeps us alive, alive and fulfilled. I wish
you will also find what something that you will stick with, the art, the
work, the routine you will fall in love with, so you can sleep and also
wake up satisfied. That way you could also easily communicate with
people through your “craft’, through your love for it.
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Kuwotas
BoviatCakns
Costas Voglatzakis

OCICLOOTIONI0S
saddler



‘Anabiding virtue of craftsmen appears in the social
imaginary of the workshop. Diderot idealized cooperation
in the images of papermaking at LAnglee, its employees
laboring together in harmony. Is there some bodily basis for
working cooperatively?.| want to tack in a different direction:
What might experiences of physical coordination suggest
about social cooperation? This is a question that can be
made concrete in exploring how the two hands coordinate
and cooperate with each other’

Richard Sennett, The Craftsman, 2009: 161
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Customer: "Are you here to learn the craft?”

Maria: "Why not, | could imagine to be his apprentice’
Customer: “well, then | give you the advice to pay exceptional
attention to how Kostas masters the skill of communication!
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Using wood, wool, leather, sackcloth and ,vryza', Kostas
incorporates techniques from other crafts in order to build
the traditional saddles of the Pilion area. Therefore, the
workshop is divided into two parts: one for woodworking
and one for sewing. After bending the wooden's skeleton
side parts using a technique with fire, he carves the front
and back pieces following the region's decorative style.
The individual parts are fixed with nails in order to form the
saddle's stable skeleton. After the wooden construction
is assembled, Kostas moves to the other part of the
workshop. He sews the sackcloth to the wool textile and
pads it with ,vryza“, a durable kind of grain plant, tailoring it
to the body of each animal that the saddle is being made
for. To complete the saddle’'s soft part, leather is stitched to
the sackcloth as a cover layer to sit on. The final stage of the
saddle's construction is bringing the two pieces together
with the help of thick threads. It then remains optional, if an
extra decoration with beads will be added on the front part.
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EAev
Mapuoupidou
Helen Mamouridou

atelier, upaouatddiko, oikos Koutoiva
tailoring atelier, fabric store



2€ 1110 KATITAAIOUKN KOIVWVia OTTws autn tou 21ou aiuva o1
AVOOWIIO! TIOAAES POPES TIOAAES Popes teivouv va texdoouv
OU Ta rIPOoIOVTIA IOV XPNOIUOIIOI0UV KA®nuep1vd KAl TOUS
TIPO0OYPEPOVTIAL ATTAOXEeOA O PATIKN TIAQAYWYN ATIO TS INXAVES
artoteAovoav , WoAls Afya xpdvia ripiv, avuxkeiueva atias,
IapddoEns Kal PepaV IIAVW TOUS Wpes €0yAtodoUAelds.
AiaoxiCovtas Aoirov kaveis 1a ouyxpovn IIOAN cuxvd dev
uropel va pavraotel tov KOO0 10U uriopel va kpuBetal rmicw
aro us yudaves pirpives. Autd, akpifuss oupfaiver kal pe to
Katdotnua upacudtwyv Valerie, tns x. Mauoupidou EAévns.
Me 1a rmputn paud pavtafel ws éva Xatdotnud Upaoudtuy
OtV TIPAYUATKOTNTA WotoOoo, autd dev artoteAei mapd udvo
to rpo®cAauo xal iows eva eifos Sevtepns Bitpivas kal
arro®euauxkoU UAIKOU V1A TO €0VAOTNPI0 TI0U KPpUBRETAl TTiow
arno aurd. 'Evas S1ddpouos evuIvel To XUWPO Tou uayallov pe ta
updouata kal to atelier xai to €pyactnplo tns K.EAévns xa®us
n id1a extds aro to ou dieuduvel, deryuatiCeal xal SoUAeUeal Oto
payali vpaocpdrwyv artoteAel podiotpa ka1 oxed1idotola evos
eUpoL SNUIOUPYWV KUPIws evios aAAd KAl €KTOS TOU eAAASIKOU
xwpou. Aties tns, n ermueAela, N €upaon otn AETItougpeala
ka1 Snpioupyia eviuudtwv rmou Ba
areuduvovtal otov xa®e rmeAdtn
Texwpiotd xa1 dev Ba ImpoepxXovTal arto
A Voauun rmopaywyns pe Koppdua
TT0U Ba Ta TIIPOCYPELOUV O 11 TTOIKIA I
aro peyedn. Me dAAa Adovia avalnrd
NV TAUTOTNTA O€ Autd TI0U KAVEL KAl
IaPAVEl KAT TIOU TIOAAES POPES OOV
KATAVAAWTLES eéxoune texdoel. Aot
n €vvola tautotnta oev tautiCetan
ouxVvd Ue TV erwvulia aAAd ue thv
TIQOOWIIIKN OUVEIOPOPA KAl ATIoyn
TOU TTEAGTIN ~KATAVAAWIN OTO TEAIKO
poiov. INap’dAa autd mpoxkeltal yia
114 TIPAKTIKN TTOU OO0 TIEPQVAEL O KA100S
EXATIEl OAO KAl TIEPIC0OTEPO ATIO TS
KOIVWVies uas xal pe v oe1pd Tou autd
odnyel oe autd mou GAo1 pas kAo
ouyun éxoupe €pBeal avuuETwIIo!
yvepdres VIoUAdTIes poUxa KAl IapoAd
autd dev €xoupe trorta va popEcoULE.



Epiov to naAAl
TOU ITOOBATOU
Epiofiopunxavia,
[Biotexvia rmou
exave udAAIva
UpAouaTa.
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In this capitalist society we often tend to forget that the objects
we use today, which are made of machines, they used to be
made by people. For that reason we often forget to give a close
look to what is happening behind the window frame. This is
what has happened with the Valerie textile shop. A whole world
paused in time is taking space behind these windows and a
laboratory-atelier giving the ideas a form. Miss Helen gives
form to the ideas with a traditional way but adapted to the new
demands and needs .
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Helen's mother owned a thriving
textile manufacturing business in
Athens. In the 1980's when textile
production in Greece receded she
returned to Volos and opened this
fabric shop. Some of the bolts of
fabric on the shelves date from back
then. Simultaneously she became a
sophisticated tailor for the local high
society. Helen grew up in this shop,
sewing up since she was a little girl
She went to study pattern making
and there she discovered that she
could draw figurines, stylish fashion
drawings. The images where in my
head. I just did not realize that | could
also draw them,
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Kepaoila
KapraAd
Kerasla Karkala

upavTod
loom workshop
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The Weaver /

Suffragette
city meets
AUKRei1ov
EAANVIOwWV
(1920)

Evus petd to 1965 oxedov OAa eixav
atapatnoel, to 2009 meape ta
aroypaon. Nai, Oa avaBiuucoupue

A1 tnv upavuxkn! Eixape xar pia
OUUTIOPAOTAON ATTd TO KPATos, TN pAle
XAl Ld ermxopnynon arrd tn Nopapxia
tote tn NEAE, BydAaue tous apyaAe1oUs
ard v aro®nkn, BoNnkaje v
Kepaola, np®ea va ocuvepyaotel pati pas
XAl TWPA Prévoupe aloiws va €xoupe
eodis KOVTd Jas TTou A€te tooo wpaia
Ipdypara, kal tavapaaivouue TidAl
v Upavon. Befaia Sev xdvouue twpa
s TIpoikes rmou pudxvoviav tote AAAd
KAVOoUuE TTIOAU wpaies Snuiovpyies, kal
Kupiws Tavakd®ioav karoles Kupies
otov apyaiAeld xal tavapataivouue
TIAAL TNV Upavon OImws IIaAId, OITWS Ol
yovels uas, n o1 rIanroudes Juds IIou
POPECAV €Va ITIOAU KAAO pOUXO, €va
TIOAU UY1€1VO pOUXO, €va UAAAIVO, éva
PauBaxepo.

ATI6 TO KOAWOOPI0UA TNS BAOIAIKN
Topdxn oto Epyactpio INapadooiaxwv
Texvwv tou Aukeiou EAANVISwv BOAou
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>tixol Kwotas Mouvtdkns
Mouoiwkn: Kuwotas Mouvtdxns
1961
Xopods / Pubuos / Eidos : Kaaauauavos

SAX Qutos 0 apyaAe1os oou”
AX QuUTO, ax auto TO ApYaAAE1d 00U
ne tpeAaivel rw, rmw, I
OavV TIEQVUI AIT TO Otevo 00U
TOU S100A0U ONAUKO.
K1 ©An pé€pa tax Tax TAK, TOUK TOUK TOUK,
TO TIETAAO OOU KAVEl
KQl TO TIaVi 00U K1 N ariavin oou
o€ Te1paocud pe Bavel.
Me ta xiA1a, pe ta xiAia duo ctoAidia
orI0U vpaivels T apyaield
va xouCouAa®ouve Béiel
TA KOTIEAIQ OTO XWP10.
Ki OAn pé€pa tak tax tak, TOUK TOUK TOUK,
TO TIETAAO 00U KAVEl
KQl TO TIavi 00U K1 N Ariavti oou
o€ TIe1pacuo pe Bavel.
Na "Eepa, va "Eepa rmws efoal povn
KABe td00 ArIou IIepvwy
Ba otexdpouva A1yAKl
VA 00U VAUKOTOOYOUDUJ.
K1 6An 1pé€pa tax Tax TaK, TOUK TOUK TOUK,
TO IIETAAO 00U KAVElL
KA TO TIOVI 00U K1 I ATICVTI 00U
O€ TIE1PaoUO ue Bavel.
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Where there's a loom, there Is chatter
Textile work is a highly social activity
during which discussions happen and
thread and information flow.

Even long after mass-produced,

fast fashion has made its way into our
nomes and closets, we still use

a lot of loom-related phrases.
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Res|lience, soclal
res|lience and
soclal capital




“Resilience is not just an outer process: it is also an inner one, of
becoming more flexible, robust and skilled’ The culture of resilience
includes processes of reselling, skills-sharing, building social
networks, learning from others, learning from other experiences’
(Petcou/Petrescu quoted after Rob Hopkins, 2012: 340)

Apart from ecological resilience, social resilience is
an important issue for residents. Different authors
write about the relevance of social resilience and
resilience building in communities. In their article
‘Disasters and communities: understanding social
resilience’ Brigit Maguire and Patrick Hagan define
social resilience as ‘the capacity of social groups
and communities to recover from, or respond
positively to, crises. (Maguire/Hagan, 2007: 16) L.]
More specifically, social resilience is understood
as having three properties comprising aspects
of how people respond to disasters: resistance,
recovery, and creativity. A community that is highly
resilient has the capacity to demonstrate each of
these properties’. (Maguire/Hagan quoted after
Kimhi & Shamai, 2007: 17) Peter Newman, Timothy
Beatley and Heather Boyer saying that ‘lrlesilience
requires communities to be real and adaptable to
whatever threats comes along. [.I People in civil
society groups are able to respond to all kinds of
innovations and issues in their communities through
the social capital that they have developed, through
networks of trust and hope’ (Newman/Beatley/
Boyer, 2009: 85)

‘Social capital—people’s relationships—is what gets things done in
human systems, and is richest at the local level Local connections
and presence also create more and tighter opportunities for system
feedback, which is essential for adaptation and innovation. For us
as social animals, identity is tied to community: our relationships to
other people and to a place; our sense of shared
experience, history and culture; the smells and sounds and even the
soil that we associate with
‘home'" (Lerch, 2015 8)

Lisa Eggert
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Nikos Gwtiou-
XatCnavtwviou

Nikos Fotiou-
Chatziantoniou

Kepauiotas
potter
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"'Even if the maker has a form in his mind,
it is not this form that creates the work. It
is the engagement with materials. And it is
therefore to this engagement that we must
attend if we are to understand how things
are made. Time and again, scholars have
written as though to have a design for a
thing, you already have the thing itself
Some versions of conceptual art and
architecture have taken this reasoning
to such an extreme that the thing itself
becomes superfluous.
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It is but a representation — a derivate copy -
of the design that preceded it. If everything
about a form is prefigured in the design, then
why bother to make it at all? But makers
know better!

Tim Ingold, Making: Anthropology,
Archaeology, Art and Architecture. 2013: 22
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Hand coordination confronts a
great delusion about how people
become skilled. That is to imagine
that one builds up technical control
by proceeding from the part to the
whole, perfecting the work each
part separately, then putting the
parts together - as though technical
competence resembles industrial
production on an assembly line,
Hand coordination works poorly if
organized in this way. Rather than
the combined of discrete, separate,
individualized activities, coordination
works much better if the two hands

work together from the start.
Richard Sennett, The Craftsman,
2009Q: 164 - 165
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