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o AvaKAAUTITOUHE TOUG EAUTOUC MHAC HECA OTIC AVTIBEDEIG. GR
H orntapén pag opiCetal and tnv andéotacn, ToV XwWPO ToL HE

Kartolo Tporo diaxwpilel Tov Eévav and tov AAAo. Opwcg ot (wee

pag kaBopifovtal arnd OAEC AUTEC TIC KIVIIOEIG TOL CWHATOCG

oL oTOXO0 €XOULV TNV emtitevén plag Karotlov €idoug eyyvTnTaAg,

pia S1apkhig 6pAch TOL CWHATOC WE €VAC KOIVWVIKOG Kal LAIKOG
OLMUBIBACHUOC OTO CNUEIO OTIOV N ATOMIKOTNTA TOUL ISIWTIKOL cuvavta
Tnv noAAanAdTnTa Tou CLUAAOYIKOU. Bpiokopal ocuxva avaueoa o
TETOIOU €i60VC PWYHEC TIPOOCTIABWVTAC VA IooOPPOTIIoW avaueoa
otnv amdéAavaon Kal TNV €voxn €vog KAEIoToU eauTtou, avapeoa otnv
emiBupia va ocuvdéebBw Katl Tov oo va dw tov eauvtd pov pEca and
Ta pyartia tou aAAovu.

Ol
VIN

® We find ourselves in contradiction. We cannot exist without
distanck, the space that somehow divides oneself from the other. And

yet our lives manifest themselves through bodily actions that aim to
establish a certain kind of proximity, the body’s ongoing effort to act

as a communal and material negotiation, where the individuality of the
singular meets the plurality of the collective. It is within these ruptures

that | often find myself, balancing between the pleasure and the guilt

of a closed-up self, the feeling of connectedness and the fear of

seeing myself through the eyes of the other. 04




05

EN

o Ol pvAPEG EKTTANPWVOLV TO OKOTIO TOLG KAl EICXWPEOLV OTO
nedio Tou mpayuatikoL pévo 6tav apndolv Tov avapvnoTIKO TOUG
pOAo Kal avaAappBavouv tTn B€on Toug WE Hia VTIEVOLLION ALTOL
TIOU TIPONYAONKE Kal avuToL TTIoL aKoAovBei oTo eSO TOL XWPEOUL Kal
TOou Xpovou. Me auth) Tn yopdn EedimAwvovtal edw cav pia agvan
eMoTPOodNn Kal pia cuvavtnon Je 1o S1IKO Hou anopnuEvo BAEPUQ,
6avellopevn ta Adyla tou Oktapo MNMad.

o AuTO TO KEipPeVOo gival pia ovvtopn oklaypagpnon Hiag
oclpac okEPewv ov yevvnoOnkav pe adpoppn EvagpeuvvnTikd ta&iol’
otnv NMNéAn tov Mefikov. Ze Kapia nepintwon dev npoTiBepal va
MapabEow pia OLVOAIKI ETIIOKOTINON ] Ml IOTOPLKA avaAuon Twv
oLYXPOVWYV KAAAITEXVIKWYV TIPAKTIKWY otnv ABRva kat tnv MNMoAn

® To 1aidt autd npaypartomnoldnke otig 12-20 Mdiouv oto mAaiolo TNG 12-punvng MPAKTIKAG doknong oto Tunpa Twv Anpéciwv Mpoypappatwyv
ToUL Mouaceiou MovTépvag Téxvng Tng Néag Yopkng Kat oAokAnpwOnkKe ev HEPEL Pe To Snuoaio mpodypappa «And tnv MoAn Tov Meiko0 otn Néa
Yopkn: Mia cu{Atnon pe Tnv Tamara Ibarra kai tnv Rachel Valinsky» (From Mexico City to New York: A Conversation with Tamara Ibarra and Rachel
Valinsky) riou Siopyavwoa kat cuvtovica oto MoMA (Tetdptn 5 Zentepppiov 2018) kal TO OMOIO £0TIACE O CUVEPYATIKEG TIPAKTIKEG KAl OTA onpEia
oOUYKAIONG Twv ave§apTnTwV OpyavwTIKWV SOPWV Kal Twv Becpwv.

@ This trip took place between 12-20 May 2018 and was realized within the framework of my 12-month Internship in Adult & Academic Programs,
The Museum of Modern Art, New York. It culminated with the public program From Mexico City to New York: A Conversation with Tamara Ibarra
and Rachel Valinsky that took place at MoMA on Wednesday, September 5, 2018 and focused on collaborative practices and the ways in which
independent forms of organizing can inform institutional practices.

o Memories fulfill their potential to enter the realm of the real
only once they defy their role as an act of remembrance and assume
their full part within the field of space and time, as a reminder of

that which proceeds and that which follows. In this form they will
unfold as an eternal return to and an encounter with my own self-
questioning image, borrowing the words of Octavio Paz.

o This text is a brief outline of a series of thoughts that
came together as the outcome of my research trip' to Mexico City.
My intention is by no means to offer a full account or a historical



Tou Me&ikoL. ANAwoTE pla TéTola poonadeia Ba nTav ek

TWV TPAYHATWY ATTOTLUXNHEVN AOYW TWV XPOVIKWYV Kal AAAwvV
TIEPLOPICHWYV TIOU POV ETUTPETIOLV TNV KaTaypadn Hag HEPIKNAG
povo artoPng. AvtiIBETWCE TO Keipevo avTtd Ba prtopovoe va
anoteAéoel TN Baon yia pia KPLTik avackdémnon. Méoa and
auTEg TIC tapatnpnioelg eAniw va 600¢i To Evavopa yia
MEPAITEPW avayvwoelg Kal Siktua apoifaiac avraAlayncg, woTte
va odnynBovpue anod KowvoL o€ pYia KAALTEPN Katavonon Twv
oLVONKWV TNG aveEapTnTng? KAAATEXVIKAG OKNVAG OTNV oToia
6paoTNPIOTIOIOVHACTE.

® H avadopa otov 6po «avefapTnto» yivetal kKabwg Bewpeital we o o katdAAnAog yia va cupneptAdfel pia ogipa anod SIaPpopPETIKEG TIPAKTIKEG
mou BacifovTal o€ AUTOVOUEG, YN BECPOBETNUEVES, TIPWTOPROVAIEG.

{
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@ Taking into consideration that the term “independent” does not fall under one common definition, it is used within this text for it is considered to
best signify and encompass an array of disparate practices that are based on acts of self-initiation.

analysis of contemporary artistic practices in Mexico City and
Athens. Afterall, such an attempt would fall short on its premises
from the very beginning taking into consideration the time limitations
and other constraints that could only equip me with a partial view. On
the contrary, this text shall rather be seen as the basis for a critical
reflection. In turn, it is my hope that these observations shall set

the ground for a better understanding of the current conditions of
independent? artistic practices that will be activated through further
readings and networks of mutual exchange.

GR
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O ENA AZTEPI NOY (ZYNEXQZ) FENNIETAI

o Ta teAevTaia xpovia ta diedbvi) KAAAITEXVIKA pEoa
evnuEpwong deixvouv 6Ao Kal peyaAlTepPO evlladpEpoV yia

TNV avakaAvyn vVEwvV KAAAITEXVIKWY OKNVWV TIoL BewpouvTal
MEPIPEPEIAKES O OXEON pe Ta TIapadociakd PNTPOTIOAITIKA
KEVTPA oclyxpovng TEXvNG 6nwe n Néa Yopkn, Tto Aovdivo, To
BepoAivo k.a. Méoa arnd avtv Tnv Tdon, Tnv TeAevtaia SeKAETIq,
TOOO N ocVyXPOoVN E€IKACTIKN oknvA TG ABRvag 600 Kat avth TNG
MOoANng Tou Me€ikoL €xouv arnoKThoel pia avéavopevn pAun pe
avadpopeg o 1EOvN pE€oa evnuEPWONC TTov cuxva xapaktnpifouvv

O AN EVER-RISING STAR

o In the recent years, the international art media discourse
has developed a particular focus in the discovery of new art scenes
that are considered to be peripheral to the more traditional western
centers for contemporary art such as New York, Los Angeles,
London, Berlin etc. Amidst this trend, over the past decade, both
Athens and Mexico City have gained a growing reputation as
international centers for contemporary art with mentions in high
profile media outlets that often describe the scenes as the “new



TIC OKNVEC AUTEG WC TO «vEO BepoAivo»3. 'Evag amnd toug BacikoLg GR
TTapAyovTeg oL £xXel odnynoel oe avTto To evoladEpPov gival n
gvtovn 6paoctnPEIoTNTA oV TIapPoLOIAlelL N aveEAPTNTN KAAAITEXVIKA
oKNvA YE TNV avaduon plag oelpdc Xwpwv rov dnuiovpyndnkav

Kal «TPEXOLV» and KAAAITEXVEG. H EAAewdn KpaTIKAG oTtAPLENG

Kal evog Si1apBpwTIKOL XOPNYIKOU UNXaviopol oTov TopEQ TNG
oLyxpovng TEXvNG ouvodeveTal cLXVA aro €va KAPA KATaoToANG
Kat arta&iwong. Y’ avutd 1o KaBeoTwg ot KAAAITEXVEG wBoLvTal OTO
va dnuiovpyouv ol idlol TIC CLUVORKECG TIOL Ba Tou¢ ETTPEYPOLV va
KAvouv opati Tnv napoucia toug aAAa Kupiwg va rnelpapatiovrat
MEoa and NMAATPOPPES TIOL TIPOAYOULV TN CUVEPYACIA Kal TNV
TIOAITIOMIKA avTaAAayr —n Evowpatwon evavtia otnv anopdévwon.
2Tnv avalAtnon plag avtovounong, n 1d€a tng avtoekmnaidevong

® H ABnva eivat «ptwxn aAla c€fu» («poor but sexy») [BA. Alistair Sooke, «Can Athens be Europe’s New Arts Capital?», BBC, 9 Mdiou 2017,
www.bbc.com/culture/story/20170509-can-athens-become-europes-new-arts-capital (npoéofaon otig 30 lavouvapiov 2019)] kat «<MeTda amnod MoAAG

XpPovia kpiong, n MOAn £xel yivel To véo BepoAivo» («After years of depression, the city has become the new Berlin.») [Bl. Dana Facaros, «On the

Art Trail in Athens», The Sunday Times, 28 lavovapiou 2018, www.thetimes.co.uk/article/on-the-art-trail-in-athens-f319c9phr (npéofaon otig 30

lavouapiov 2019)]. Ztnv MéAN ToL Me€IKoD «n SuvapIKA TNG CUYXPOVNG OKNVAG €XEL WG AMOTEAECHA Hla OEPA arnod apBpa mnouv napopotalovv Q
Tnv moAn pe to véo BepoAivo» (‘the intensity of the current scene has resulted in a lot of intensity media dispatches that liken the city to “the new

Berlin™’) [BI. Carolina A. Miranda, «Mexico City's art scene is booming, but even with deep roots, political uncertainty keeps it fragile», LA Times,

1 louviov 2017, www.latimes.com/entertainment/arts/miranda/la-et-cam-mexico-city-art-scene-20170601-htmlstory.html (mpéoBaon gtig 30

lavouapiov 2019)].

® Athens is “poor but sexy” [See Alistair Sooke, “Can Athens be Europe’s New Arts Capital?”, BBC, May 9, 2017, www.bbc.com/culture/
story/20170509-can-athens-become-europes-new-arts-capital (accessed January 30, 2019)] and “After years of depression, the city has become
the new Berlin” [See Dana Facaros, “On the Art Trail in Athens”, The Sunday Times, January 28, 2018, www.thetimes.co.uk/article/on-the-art-trail-in-
athens-f3I9c9phr (accessed January 30, 2019)]. In Mexico City, ‘the intensity of the current scene has resulted in a lot of breathy media dispatches
that liken the city to “the new Berlin”’ [See Carolina A. Miranda, “Mexico City's art scene is booming, but even with deep roots, political uncertainty
keeps it fragile”, LA Times, June 1, 2017, www.latimes.com/entertainment/arts/miranda/la-et-cam-mexico-city-art-scene-20170601-htmlstory.html
(accessed January 30, 2019)].

Berlin”3. One of the main factors that contributes to this interest

is the rise and flourishing of the independent art scene with the
proliferation of a series of spaces founded and ran by artists.

Working amidst a lack of government support and structural

funding and often within a climate of intolerance and repression

where the official institutions seem to be obsolete, artists seek to

create the conditions that would allow them not only to become

visible simply by showcasing their work, but more and foremost

to share a platform for creative experimentation that would foster 08
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Kal TNG avtoopyavwong cuveEBalav otn dnulovpyia Xwpwv O1IoL ol
KAAAITEXVEC UTTIOPOULV va £XOUV KAADTEPO EAEYXO TOU £PYOUL TOUG
aAAd kat Tn duvvatoTtnta va Sokipalouv Katl va tpowbolv KAalvoTOUEG
TIPAKTIKEC TIoL 6ev vioBeToLVTAL ATIO TIC VPIOTAUEVECG OECUIKEG
6opécg. H ABnva kat n NMNoAn tov Me€ikoL anoteAolV TO OnuEio
€KKivnong yia pia KaAotepn Katavonon evog evpuTEPOL PaAIVOUEVOU,
adevog Adyw tng SIKNAC Hou oLVOEDNC PE TNV EIKACTIKI OKNVA TNG
ABnvacg kat apeTtEPoL AOyw €VOC TIPOCWTIKOL €vOlAPEPOVTOC

o€ OXEOonN ME TN HaKPA 1oTopia TwV aveEAPTNTWV KAAAITEXVIKWYV
Kivnuatwyv ¢ NMoAng tov Me€ikouv?.

[ Motot eivat o1 Adyol rov pag wbouv otV AvTOOoPYAvVWON;
Tionuaivel o 6po¢g «aveEApTNToC»; YIIApXouv apaye onpeia
OLYKAIONG HETAELD TWV aveEAPTNTWV KAANMTEXVIKWYVY TIPAKTIKWY Kal

@ H pakpa 1otopia Tng ave&aptnTng oknvng NG MOANg Tov Me€ikoD cuvdéeTal adpevog pe onpAvTIKA TMOAITIKA yeyovoTa, 6nwe N Biain KatacToAn
TOL PoITNTIKOD KIvApaTog Tov OKTWwRpPlo 1968 -nuepopnvia opécnuo otnv avaduon Tng avefaptntng Spdong- kabwg kat pe SpdTaTeg

DUOIKEG KATAOTPODEG, ONWG ol oelopoi Tov 1985 kat 2017 mou £nmAn§av TNV MOAN Kal 06nynoav TNV Kovwvia Twv TIOAITWY OTHV auToopyavwon
TIPOKEIPEVOL va KaALPOei n BEon TOL KOWVWVIKOU KPATOUG ToL tapépeve andv. TEAoG, onpavTika iebvi KAAMTEXVIKA yeyovoTa, 6mweg n 1n
Mruevdale Tng ABavag to 1984, kat To pavopevo TNG TayKoopIlonoinong, mou eviddnke Ti¢ dekaetieg 1990 kat 2000, £depe yia akoun pia popda oto
TIPOOCKAVIO TNV aduvapia Twv eMioNUwV BECPWV va avTanokplBolv ota alcdnTika {nTAPATa TnG €MOXNAG TOUG.

NDEPEND-

ENT

collaboration and cultural exchange —inclusion vs isolation. In
quest for autonomy, ideas of self-education and self-organization
led to the opening of a series of spaces where artists would

have more control over their practice and the possibility to test
and foreground innovative approaches that do not conform with
the established structures. Athens and Mexico City presented
themselves as the starting point for the understanding of a broader
phenomenon due to my own connection with the city of Athens
and its artistic scene and my personal interest in Mexico’s long



Twv Beopwyv; NMwg purtopovpe va SovAEPovpe rtapdAAnAa kat yadj; GR
Avuta gival kamowa and ta Bacikd epwTApaTa ta oroia avadvovtal
ouveXwCE Kat Ta ortoia e€akoAovBOoLVv va e arnacXoAouv.

o H €vvola tou avefapTNTou KAAAITEXVIKOL XWPEOL WC pla
eVAAAaKTIKA TAatPpOpua 1tov Aettouvpyei Epa and ta 6pia tnG
oLSETEPOTNTAC TOU «AELKOU KUBOUL», Yia alodnTIKR 1ov Xapaktnpilel
TNV EUTIOPLIKA YKAAEPI KAl TO HOVTEPVO povoeEio, Sev eival BEBala
Kalvoupla. Ta euplTEPA KOWVWVIKA Kal TIOAITIKA KIVAHATA TWV
6ekaeTiwyv ToL 1960 Kal Tov 1970 entnpéaocav TNV KAAAITEXVIKI
oKEYPN o€ BewpnTIKO eMtinedo, WOTE va evavtiwBdel oTnv avotnpda
alonTikoToINpEVN TTAAICiwoN TNG EPTEIpiac BE€aong Tou £pyou
TEXVNG ToV oTePEi and auvTtd tnyv omola oAtk didotaon. H véa

ETATO-
[ 1122H

@ Mexico City’s lofgg history of independent activity goes hand in hand with major political events such as tif§ violent suppression of the student
uprisings in Octobr 1968, that is notably considered a landmark for the emergence of independent activity, s&ere natural disasters -the two big
earthquakes of 19 2017 that caused the devastation of Mexico City but also the profound self-organisati® of the civil society in an effort to
counteract the absence o fare state-, major international art events -the first Havana Biennial in 1984- and e phenomenon of globalization in
the 1990s and early 2000s, that re d the insufficiency of the official institutions to generate new aesthetic discqurses.

history of independen movements®.
® What are the reas nize
ourselves independently? What do&sN urselves

independent? Are there any points of convergence between

independent art practices and institutions? How can we work

together? | consider these some of the central questions that

informed my thinking and that constantly fed into this research.

o The idea of the independent art space, as an alternative

platform that operates beyond the neutralized “white cube” aesthetic 10
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autn Tdon odéfynoe o€ pla Katvoupyla avtiAnyn Tov Xwpeov wg E€va
OLYKIVNOLaKO TePIBAAAOV TTou arokaAvrtel Tn diadikaoia kat Tnv
VAIKN Ttapaywyn, 60O oTolXEia oL gival AppnKTa cuvoedepEva

HE TO €pYyO TEXVNG. ETunAéov, €xovtag Blwoel TIC ONUAVTIKEG
KOIVWVIKOTIOAITIKEG avakaTtaTtdaéelg mov xapaktnpiouv Ta p€ca Tou
200v aiwva ot KaAAITEXveg daivetal va avtidpouv avalaupBdavovtag
€vav poAo KaBoAa Kolvwviko peoa anod SpAaoelc avtoopyavwong Kait
T dnuovpyia evaAAakTiKwyv SIKTOWV yla tn diakivnon tng yvwong.
o Tn onuepLvA €TTOXA, Ol PWYHEC TIOL SnulovpyovLvTal anod
TNV KPIion Tou KArITaAloTIKOU HOVTEAOUL TIAPAywyng, To ¢atvouevo
TNG TMAYKOOUIOTIOINoNG, N arnotuxia Tou XPNHATOTIOTWTIKOU
OLOTAMATOCG, N KPION OTNV TIOALTIKI) EKTIPOCWTINCN KAl 0Tn AglToupyia

DISP
MENT

of the commercial gallery and the modern museum, is of course

not new. The wider social and political movements of the 1960s

and 1970s informed artistic thinking against the mere aestheticized
and depoliticized framing and viewing experience and towards the
embracing of the space as an affective environment that reveals a
process and a material production, two elements that are inextricably
connected with the work of art. Moreover, embedded in the major
sociopolitical reconfigurations that marked the middle of the

20th century artists could not but respond by assuming a social




TWV EOVIKWV KPATWV, N EKTOTION KAl AVAYKAOTIKA HETAKIVNON
opadwyv mAnBuopoL, n avénon touv K6oToug CwNAG Kat Ta nTHuarta
TIOUL TIPOKUTITOLV Ard TV avaBaduion Twv ACTIKWY TIEPLIOXWV, N
BLOTIOAITIKA OLUVORKN TWV VEWV HopPWV £Pyaciac Kal N AvTIHETWTIION
NG avlpwrivng epyaciag we npoiovtog HeTaL aAAwyv, paivetal va
ennpealouv Toug KAAAITEXVEC EvTEivOVTAG TNV avAykn yia eVpeon
VEWV HOVTEAWV KAAAMTEXVIKNC TTapaywyng mov Ba BaciCovrtal
TIEPLOCOTEPO OE CLUVEPYATIKEG KAl ALTOOPYAVWHEVEC Sladlkaoieg
aAAa kat o€ veéa O1eBvn diktua avtaAlayng. Tnv TeAevuTaia dekaeTia,
Tov xapaktnpifetal amnd TNV OIKOVOULIKA Kal TIOAITIKI Kpion Kal TN
oLVaKOAoLON arnoduvapwaon TN ayopag Tne TExvng otnv EAAGSa
Kal avtiotolxa oto MefIko anod TIC EVTOVECG TIOAITIKEG SlapapTupieg

EITYTHIA

responsibility that was reflected through acts of self-organisation and
the formation of alternative networks for the circulation of knowledge.
® Similarly, today, the ruptures created by the crisis of

the capitalist model of production and the effects carried by
globalization, the failure of the financial system, the crisis of the
nation state and the crisis in political representation, the human
displacement, the escalation of living costs and the ongoing issue
of gentrification, the biopolitical condition of new working patterns
and the commodification of labor among others, intensified

12
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Ttov oxeTiCovtal wg €va Badud pe TiIc ekKAoyEG Touv 2012,
mapatnPouLpe tTnV epudavion neplocoTeEpwWy ard 30 aveEdpTnTWy
Xwpwv otnv ABRva kat tn 6pdon navw ardé 200 avrtioTolXwv oTnV
MOAn touv Me€ikoo.

o 2€ TETOIECG OTIYHEG, N avaykn pag va aicbavoupe OTL
avhKoule Kamov PAag pEpvel TIIo KOVTA Kal gival auTh TTou o€

€va Baduod cuveEBale otnv €vrovn avantuén tng ave&aptTntng
KAAAITEXVIKAG SpaoTnplotnTag. Ot KAAAITEXVEG SlEPELVOLV TIC
OXEOEIC TOUG PE TIC TIAAAIOTEPEC YEVIEC ONUIOLPYWVTAG XWPEOULC
Katd BAon KolvwVIKoUG, CnUEIa OLVEDPECNCG TIOL AVTATIOKPivovTal
OTIC TIPOCWTIKEG avalnTRoelg NG KaBe opddag. Méoa and T
oLAMOYIKN 6pdon ermtvuyxavetal pia evéuvvapwon nov Bonba otn

PROXIMITY

the need for new models of artisXic prQduction based on more
collaborative and self-organised pga€tices and the establishment
of new international networks of exchange among peers. A period
marked by the economic and political crisis in Greece and the
eventual decline of the art market as well as a time signaled by
political protests in Mexico related to the 2012 elections, the past
decade saw the opening of over 30 independent spaces in Athens,
while over 200 independent exhibition spaces have spread their
activities in Mexico City.



onuiovpyia Kawe Kal oTNV AVTIMETWIICN TWV ETIIOPAAWV CLUVONKWV GR
NG KAAAITEXVIKNG €pyaociag Kal rmapaywyng. Ot KAAAITEXVEG
SnuIovPyoLV POKEIPEVOL va KaBopioouv To SIKO Toug TTapov.

o Mia ané Ti¢ npwTteg o 6pAaon KOAEKTIBEC TNG
TeAevtaiag éekaetiacg eival n koorepartifa Crater Invertido, n omoia
oxnpatiotnke 1o 2010 anod pia opadda portnTwyv Kat cuvadEAPwv
TIOL cuvavTnOnKav oTn oXoAn KaAwv TeXxvwv «La Esmeralda», pyia
arod TI¢ 6Lo 1o YVWOTECG dnudoleg oXoAeg TNG MOANG Tov Me&ikoo.
O1 6pdoelg Toug, nov Eekivnoav oto Spopo Kal e€EPppalav Tnv
SLoapPECKEIA TOLG ATIEVAVTL OTNV TEAPNATWON TIOL XapakTnpile

Tnv noAtikn Katdotaon oto MefIkO, oTeydoTtnkav apxlka oe €évav
XWpo 1tov poipdlovtav pe AAAEC KOAEKTIBECG, woTov BpRKav pia

Ewmmtb
 VERIFICATION
 [AJINACONES - F1]

® This is a time of gathering. The flourishing of independent
artistic activity comes from a very strong need to establish a sense

of community and belonging. Artists search for affinities with past
generations and create social spaces that relate to the personal
sensitivities of each group where people can gather. Collective

action is seen by artists as an empowerment of creativity and

a way to counteract the precarious conditions of art practicing.

Artists work for their own present.

o Cooperativa Crater Invertido, one of the oldest collectives 14
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TIO YoOvVIUN oTEyn otn yettovid touv San Rafael. AvayvwpiCovtag

TN onuacia Tov eK60TIKOL KIVAHATOC WG plag BepeAlwdoug
TIPAKTIKAG yia Tn Sdiakivnon Tng yvwong onwg eniong ta ¢pavdlivg
Kal TIC MIKPEC aveapTnTeg ekdOoEIC WE €va ntedio cuvumntapéng,

ol ekboaoelg armoTteAoLV pla and TIC BaclkEg SpaocTnPlOTNTESG TNG
KOAeKTIBag, n omnoia £xel yGAlota KUKAodopnoel €va eyxelpidlo yia
avtoekdooelg IOV gival SlaBEaipo yia Koivi xprnon. Tic 6pdoelg
TOUG CUUTIANPWVOLV pia avTtévopn BIBALOBAKN, pla oelpd anod
OUAAOYIKA yELUATA KAl NXNTIKOI TEIPAMUATIONOL OTO TIEIPATIKO
Sladiktuakd padiopwvo Radiotropiezo aAAa Kal ol OpAdeq
gpyaoiag rmou cuvavTtiovvtal pia popda tn Béouadda kat acxoAovvTtal
ME TIC EKOOOEIG, TO (ATNHA TNG epyaciag, AAAa {nTApata

Inlnlvwn)- . a»nnnnn

ALIGN VEHltUL
NES < FRE]

= _H"H lﬂ#ﬂ* X

SELF-OR-
GANISATION

still active in the period that is discussed, was formed in 2010 as

a multi-generational group of art students and colleagues from

La Esmeralda, one of the two major public art schools in Mexico
City. From street actions that reacted against the stagnation of the
political situation in Mexico, they started sharing a space with other
collectives until they moved to their more permanent home in the
neigbourhood of San Rafael later on. Seeing the editorial movement
as a fundamental practice for the circulation of knowledge and the
space of the zine as a space of conviviality, publishing has become



KPITIKAG Bewpiag Kal pe tTnv €vvola TnG €kBeong. Ol antopdoelg
Aappavovtal cuAAoOYIKA KaTd Tn SIApKEIa TWV CUVEAEDCEWV TIOL
npayparorolovvrtal KaBe 600 Boopadeg.

o 2TnVv NMNOoAn touv Me€koL ol avToekdOOEIC Kal N aveEApTnNTNn
eKOOTIKN 6paocTnPIOTNTA, €V YEVEL, €XOLV KABOPIOTIKO POAO WG
€va eVAANAKTIKO OVTEAO yia TNV avantuén oxéocewv avtaAAayng
Kal ouvepyacoiag¢ aAAd kat yia tn diakivnon Twv 16ewv oTo TAAiolo
plag avadlavopng TNG yvwong mepa ano TIC KATUTAAIOTIKEG SOMECQ
TIAPAYWYNG —TO KOLVO ayaBo6 oe avTidiaocToAn e TNV ISIWTIKNA
nepovaoia. To 2015 pia opdda piAwv avoie to Aeromoto, pia
onuoaoia BiIBAoBNRKN Ttov e€eldikeveTal oe KAAAITEXVIKA BiBAia

Kal ave&aptnTeg EKOOOEIC oLYXPOVNG TEXVNG® anavTwvTag oe

® ZT0 EMIKOIVWVIAKO LAIKO Tou Aeromoto avadépetal To e€NG: «MpoTeivoupe Tn dnuodoia Siakivnon kat Tnv Ko xprnon Tou BiBAiov evavrtia otnv
1SwTikotoinon TG {wng. Mia avTikarmTaAloTIK SUVAMIKA TIOL SNUIOVUPYEL KOIVWVIKEG OXETEIG O HIKPN KAiJaka.»

AIAKINH2.H

one of their core activities —culminating in an open-source manual
for self-publishing— among others that include an autonomous
library, communal lunches and sonic experimentations through

the online Radiotropiezo. The group comes together through a
bi-weekly assembly as well as through weekly study groups that
focus on subjects such as the editorial, work and labor, critical
theory and exhibitions.

® In Mexico City, self-publishing plays a pivotal role as an
alternative model of exchange relationships for the circulation of

GR
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pia BaBuTepn emiBuyia yia Tn ocuykpOTNon €vOog aApXeEiov Tou

Oa artoteAei onueio avadopdc yia TIG cUYXPOVEG KAANMTEXVIKEG
TMPAKTIKEG 0TOo MefIKO Kal Tnv AaTiviki ApEPIKA €V YEveL. MNEpa and
Tn ovveXweg eprtAovTi{duevn cuAAoyn BIBAiwyv Tov gival ipooBaciun
o€ OAOULC 0 XWPOCG evepyoroleiTal pEoa and avayvwaoelg,
epyaotnpla, SIaAEEEIC K.0.K. CLUVIOTWVTAG ME AUTOV TOV TPOTIO £€va
edio KOWWVIKNG ouveDPEONC Kal cLVSIAAAQYAG.

o Mia aAAov gidoug «BIBALOBRAKN» OTNV OTIoIa KEVTPIKI
0€on €xouv A€oV Ta epyaleia (La herrateca) arnoteAei yia and
TIC BaoIKEC 6paocTNPIOTNTECG svoq aAAovu xwpov, touv Obrera
Centro (€To¢ i6pvong 2015). 0 Tn Swpea evdg epyaleiov
eCaodaliCetal n eAe0Bepn ipdoPfaon katxpnon tneg dLoTLTING

® In Aeromoto’s printed communication material one reads: “We propose public and common book circulation, a time of shared use that
contravenes the privatization of life. An anti-capitalist dynamic that generates social relations on a small scale.”

thoughts and the redistribution of knowledge beyond the capitalist
modes of production —-common vs private property. Aeromoto, a
public library that started in 2015 by a group of friends, specializes
in artist books, independent publishing, and contemporary
culture®. More than a simple collection of books that people can
consult for free on-site this initiative further reflects the desire

to build an archive and point of reference for contemporary art
practices in Mexico and Latin America. Activated through readings,
performances, talks and workshops Aeromoto aimed to constitute



avTtAg BIBA0BNAKNG n ortoia oteyadleTal 0TO GTOUVTIO TIOU GR
poipalovtal ot KaAAttexveg Marcos Castro kat Mauro Giaconi.
Kevtplki B€0n oTOV XWPO KATEXEL KAl N avolXTh Kouliva n ormoia
d1\o&evei cuUANOYIRY Ogintva pia popa To pRva diadpapartifovrag
€TOol £vav onuavTikd ROAo otnv Kolvwviki (wA Tov xwpov. H
KOIVWVIKI auTth didotayn ToU $ayntoL poL pEpvel oTO HUAAD

€va AANO TEAETOULPYLKO VO OTO OTIOI0O GUHMETEIXA TIPIV HEPLIKA
xpovia. Mpoékerrat yia 1o £pydTNG Mapwcg MixaAakakouv e TiTAO
Kiss Me Like You’ll Never Kiss Ne Again TtOL TTapOULCIACTNKE OTO
TAQiol0 VO KAAAITEXVIKOU SEITTXOL TO o1oio cuvdlopyavwoav n pn
kepbooKoTiKA YKaAepi State of Cqncept (€Tog iSpuong 2013) kat o
aveEdptntog Xxwpocg 3 137 (€toc idpvong 2012) to 2015 pe okomd

a social space where people come together and discuss.

® Through a communal dinner | was introduced to the social

space of Obrera Centro (2015-ongoing), the shared studio space of

Marcos Castro and Mauro Giaconi. Along with La herrateca, a library

of tools that can be used by anyone upon the donation of another

tool, the open kitchen that occupies a central place in the room

plays an important role in the life of the space through a collectively
prepared meal that is hosted once per month. This brings to my

mind another ceremonial dinner | attended and served a few years 18
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TNV OIKOVOUIKA OoTAPLEN TwV §pAocewv TOUG.

o H avaykaiétnta yia tnv eykabidpuon evog dSialdyou
METAEL TWV PEAWV TNG KAAAITEXVIKAG KOWVOTNTAG onpatodoTei pia
aAAayn oTNV AQVTIKEIPMEVOKEVTPIKA avTiAnyn Tou EKBECIAKOL XWPEOU,
O OTToI0¢ YiveTal onpeio cuvavTnong yia tnv rmapaywyn 6ewpnTikoL
Adyovu Kat tnv avantuén tng ocvyypadikng dpaoctnpiotntag. Npog
auTA TV KateLBLvON Kiveital TTAEOV Kal 0 aveEAPTNTOC XWPOCG
Biquini Wax EPS, €vag arnd toug mpwToug Kal TIo EVEPYOULG
€KBeolaKA Xwpoug TnG idlag reptdédov 1ov EeKivnoe otnv OAN
N\edv otnv noArteia Nkovavayxovato 1o 2011 Kal YETOIKIOE OTNV
M6ANn Tov Me€ikoL 1o 2013. At 1o 2015 TO evlladEpov TNG
opddag Twv 9-12 peAwv Tov, tov 6ev AKOAOLBEL pla avoTnpen

- CONTINUITY

EN

back. Kiss Me Like Yol 'll N¢ver Kiss Me Again, a performative work
by Maro Michalakakos\was'{o-organised by the non-profit gallery
State of Concept (201 jhg) and 3 137 (2012-ongoing), artist-run
space, in 2015 as It dinner that brought together members of
the artistic comnjunjpf in support of their activities.

o The neCessity to establish a discourse with peers
marks a move toward a less object-oriented exhibition space,
towards a thinking and writing practice, a development that has
been adopted by Biquini Wax EPS, a loose non-static collective



oopn, ETIKEVTPWONKE OTNV €PELVA KAl TIIO CUYKEKPIPEVA OE pla
npoomnabeia SlepelvNOoNG TWV OXECEWV CUYYEVEIQG KAl CUVEXELAG
avapgeoa otnv aBavt-ykapvt tExXvn Tou 1960 Kat oTIC oOLYXPOVEC
KAAAITEXVIKEG TIPAKTIKEG HECA ATIO AvayVWOELG Kal TN ouyypadiki
SpaotnploTnTa TWV EMIPEPOLE opddwyv epyaciag. Mia avtiotoixn
Kal 1dlaitepa onuavTikA tpoomntadeia ocbvdeong pe To TapeABOV Kal
Katavonong tov 1I6eoAoyIkoU TTAatoiov tov apnoav micw Toug TA
Kivijpata tov 1960 kat 1970 otnv EAAGSa arntoTeAei TO eyxeipnpa Tov
aveéApTNTOL KAAAITEXVIKOL XWwpou 3 137 1tou TapouCIACTNKE TOV
AekéBpio Tov 2016 otnv ABRva ue TitAo After the explosion... you
hear the light, pia €KBeon ocLyXpPOVNG TEXVNG KAl ApXEIAKOD UALIKOU
oL TAaIoIWBONKE anod pia oelpd cuvavtoewyv Kal SIaAEEEWV.

e s e 3

& [ -

1

& Wi : 3
SUBWAY _“

i

of 9-12 individuals and one of the very first artist-run spaces of
the same period with a rigorous exhibition program that started
from Leon, Guanajuato in 2011 and then moved to Mexico City

in 2013. Since 2015, the group’s main focus is the rediscovery of
the genealogy of the 1960s and the continuity between the avant-
garde and today’s contemporary art practice through readings
and writings devised by different study groups. A rather important
effort to establish a link with the past and towards a better
understanding of the ideological aftermath of the 1960s and

GR

20



21

EN

o H opdda tou 3 137 kat To aveEdptnTo EKSOTIKO

npoTlekT Big black mountain the darkness never ever comes

(€Tog i6puvong 2013) eival amd Toug MPWTOULC TIOL TIPOARYAyav ThV
I6€a Tou KAAAITEXVIKOUL BIBAiov otnv ABrva péca and avtovoua
ek6oTIKA eyxelpnuarta. Ao véa avefdptnta EKSOTIKA MPOTIEKT®
Tov Eekivnoav anod €IKACTIKOUG €PXOVTAlL VO CUUTIANPWOOLV TO
TOTtio Kal va B€ocouv Ta BgpyéAla yia tnv avantuén tng eKSOTIKAG
6paotnploTnTag, To Void, rou ekivnoe 1o 2016 Kal ETIKEVTPWVETAL
otn pwTtoypadia, kat To dolce tov oxnuatiotnke to 2017. MNMpog
Tnv i6la katevBvvon Kiveital Kal n epevvnTikn Aatpoéppa hd.kepler
(€Tog i6puoncg 2016), ov xpnotuyorolei S1IaPopeTIKESG POPUES, HECA
0€ AUTECG Kal Ta 6pla tov BiBAiov, yia Tnv avantuén 16ewv yupw anod

® Ze oxéon pe TNV EKSOTIKN §pacTnPIOTNTA IOV apatnpeital oTig U0 XWPEG gival onUAvTIKO va avaluBei nepaltépw n onpacia kat Svvapn g
YAWOOAG OTNV KATAOKELRA TNG TALTOTNTAG KABWG KAl oTNV avanTtugn evog KpITikoO Adyou. Ta lomtavikad katéxouv pia deondéfovoa B€on, adoo eival
n 6evTEPN YAWOOA TOU KOGUOU o€ eminedo MANBLoPOoL oL opIAgiTal WG UNTPIKA, Kat aroTeAolV TN Baciki) yAwooa epyaciag yia OAeG TIG EKSOTIKEG
SpaoTtnploTnTeG oTo Meiko. AvTiBeTa, Ta AyyAlkd arnoTeAoOV TNV MPWTN, av 6x1 Kat Tn povadiki oAAEG Ppopég yYAwooa epyaoiag otnv EAAGSq,
OO oL KAANITEXVEG EPXOVTAL QVTIUETWITOL UE MG CNUAVTIKN TIPOKANon 6cov apopd otn Slakivnon Tou £pyou TouG.

P U

1970s in contemporary artistic practices was presented in Athens
by 3 137 in December 2016 through a series of meetings, artists
talks and an exhibition of works and archival material under the
title After the explosion...you hear the light.

o The same group was one of the first, along with the
independent publishing project Big black mountain the darkness
never ever comes (2013-ongoing), to promote the idea of the artist
book through autonomous publishing projects. Luckily for us two
more independent publishing projects® by artists have led the



Tn ouvvountapén kat avtaAAayrn HeTAEL KAAAITEXVIKWYV Kal eTupeAnTtikwy  GR
TMPAKTIKWV. TEAOG, n tapovoa nAatdopua, pe TitAo EP Journal,

n omoia nupodoTNoe Kal KaBlota duvartr TNV Tapovciacn Tou v
AOGyw KelpEvou, aroTteAei Eva anod ta 1o npoéodpata eyxeipnuata
Tou Enterprise Projects (€To¢ idpvong 2015) yia tnv avantuén evog
KPITIKOU AOyou yUpw amod tn clyxpovn TEXvn HE€oa arod tTnv avabeon
KEIMEVWYV oTa ayyAlkd Kal Ta eEAAnVIKA Ta ortoia dnuooievbovTal o€
NAEKTPOVIKA Hopdn Kal eival StabEoipya yia eKkTontwon.

® Mia GAAn onuavTikn €vvola mov evrortifeTal oto nedio
TwWV aveEdpTNTWV XWPWV givat avtn TnG TavTiong XWwPEou epyaciag
Kal KaTtolkiag. AovAsevovtag PeTA&L 1IBIWTIKOL Kal SnUOCIov XwpPou
ol ave&aptntol Xwpol otnv NéAn touv Me€ikoU eKkivnoav oe QPKETECQ

AIQTIKO—=

® In regards to the publishing projects in these two cities, one needs to further consider the power of language in the formation of identity and the
formulation of a critical discourse. As the second most-spoken native language Spanish holds a distinct position and is still the primary working
language for publishing activities in Mexico. On the contrary, in Greece artists face an important challenge for the dissemination of their practices
and thus most publishing projects use mainly, if not only, English as their working language.

foundations for the proliferation of artist books and publications

in Athens, Void in 2016, with a particular focus on photography,

and dolce in 2017. Towards the same direction, hd.kepler

(2016-ongoing), a platform dedicated to art research, has adopted
various formats including the space of the book to further develop

its ideas around the share and exchange or artistic and curatorial
practices. Last but least, the most recent publishing initiative

that triggered and offered the platform for the presentation of

this text, EP Journal, started in 2018 as another strand in the 22
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TIEPIMTWOEIC OTO ECWTEPIKO HUIAC KATOLKIAG, OTTWC yia rtapdadetypa o
€VAANAKTIKOG Xwpo¢ Yautepec (2008-2017) tou Brett W Schultz kat
™G Daniela Elbahara, To OVO (2009-2011) tTng Tamara Ibarra otnv
Kou({iva Tou orutioL TNS Kat ot 81adopol XwPEOol TToL KATOIKAOnKav
arndé yé€An tou Biquini Wax EPS w¢ xwpol epyaciag Kat Katolkiag
Tavtoxpova. Avtiotolxa otnv ABrva ¢aivetat 6TL ol aveEdpTnTEC
KAAAITEXVIKEC TIPAKTIKEG PIAoEevouvTal og €va AAAov gidoug ortity,
TO KAAAITEXVIKO oTouvTlo. O1 avedpTtnTol Xwpol éntwe 1o 3 137, 10
A-DASH (¢To¢ idpuong 2017), Tto Enterprise Projects, To KEIV (€Tog
i6puong 2017) kat to NOTUS Studio (€Ttog i6puvong 2018), avoiyouv
TA £PYACTAPIA TOULC Yia va PithoEevnoouy pia oelpa Spacewv
ONUOCIoL XAPAKTAPA, OTIWG EKBECEICG, OMIAIEG, EKTTAIOELTIKA

PRIVATE—

multi-fold projects of Enterprise Projects, to further support the
development of a critical discourse on contemporary art through
the commissioning of texts in both English and Greek that are
presented online and are available for print.

o Another prevalent idea within the concept of an
independent art space is the notion of domesticity. Working in

the intersection between the private and the public, independent
spaces in Mexico City often started from the interior of a home,
such as Yautepec (2008-2017) an alternative exhibition space by



epyaothpla K.a. H ulo8€tnon plag mPakTIKAG TToL cuvdEeTAl GR
Kal Kavel teploootepo pavepn tn Stadikaoia TN KAANMTEXVIKNAG
Mapaywyng Kat n omnoia rntapovotaletal opyavika yeoa aro Eva
mMPOypaApuaA IOV AVTATIOKPIVETAL OTIC I6EEC Kal Ta evlladEpovTa
TWV KAAAITEXVWYV, HapTLPA Ba £€Aeye Kaveig pia avgavopevn avaykn
TOU £PYOU TEXVNG VA ETUOTPEYPEL OTOV TOTIO KATAYWYNC TOL Kal va
QATIOKTNOEL TIpayuaTikn didotaon, yia 1IdloTNTa 1ov Tou adalpeital
oTav eloEPXETAL OTO EKBeTIaKO TTAQiolo TTov opileTal amnod TIC
HOLOEIOKEG SOUEG.

O NMPOZ TH OEZMOOGETHXZH MIAX AAAHAOE=APTHZHZ
@ To BgouikO TAaiolo rov xapaktnpilel Tn coyxpovn
EIKAOTIKI oKNVA TwV 800 XWwpPWwV gival oXeTIKA tapopolo. Mia
OoXETIKA adiadopia arnd tTnv nMAevpa Twv BeocPWyV, N AVETTAPKAG

Brett W Schultz and Daniela Elbahara that started inside a house,

Tamara Ibarra’s OVO (2009-11) inside her kitchen and the various

spaces inhabited by some of the members of Biquini Wax EPS as a

living and working space. Similarly, in Athens independent artistic

practices are often hosted in another kind of home, the artists’

studios. A number of artist-run project spaces, among them, 3

137, A-DASH (2017-ongoing), Enterprise Projects (2015-ongoing),

KEIV (2017-ongoing) and NOTUS Studio (2018-ongoing), open up

their studio space of the artists to a number of different activities, 24
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AelTovpyia Twv SnUoOCIWV OpyaviIoHWYV, N arnovacia evog Snuociov
XPNHATOOOTIKOU PNXAVIOHOU Kal piag Snuoéoiag moAITIOTIKAG
OTPATNYIKAG Tov va TPoPAETEL TN OTAPLIEN TNG clyXpPOoVvNG
KAAAITEXVIKAG TIAPAYWYNC Kal KAt cuvernela n EAAepn evog
€KBOeo1aKOL TTAAICIOU TTOL va TIPOWOEL TOUG VEOUCG KAAAITEXVEG,
énuiovpynoav pia avaykn yia onapén xwpwv rov 6a Kkablotouv
éuvarti) Tnv tapovaciacn EPywv Kal MPOYPAUHATWY OXETIKWY PE TA
evlladpEpovTa Kat TIC BewpnTIKEG avalNTACEIC TWV AVTIOTOIXWV
opadwv. Metda and dvo xpovia avapovig apoTou OAOKANpwOnKav
ol gpyacieg oto VEOo KTiplo Tou Di§ To EBvikd Mouaceio Z0yxpovng
Téxvneg (EMZT) tng ABRvag avolée emnionua oto Kowvd 1o 2016 pe
Hla oelpa ePLoSIKWV EKBETEWYV Kal SnNuOCIWV TIPOYPAHMATWY IOV
¢aivetal va yepiCouv 10 KeVO TIOL Snuiovpyeital ard Thv anovcia

STITUTING

including gxhibitions, artists talks and educational workshops. Tied
to a more process-oriented practice and presented through an
organic pyjogram that responds to the artists’ ideas and interests
there seéms to be a growing need for the work to return to its place
of origin and become real, a condition that is denied once it enters
the exhibition framing of the institutional realm.

O INSTITUTING OUR INTER-DEPENDENCE

o Institutional neglect, the decomposition of government
institutions, the lack of public funding and state support




NG HOVIUNG OLAAOYIC TOU OTO VEO TOL XWwPOo. 2TnV N6An tou GR
Me€ikoU, To Museo Universitario Arte Contemporaneo (MUAC), tou
gival To peyaAlTePO SNUOCLIO HOVOEIO OLYXPOVNG TEXVNG TNC XWPAg
Kal To oroio ovvéeeTal ye To EOvikd AuTtdvopuo lNMavemnioTiuio Tou
Me&ikoU, avoliée oto Kowvo 1o 2008, onuatoSoTWVTAG HIA CNUAVTIKA
eEEMEN yia TNV tepaITEPW AVATITUEN TNC £PELVACG KAl EV YEVEL TNG
yvwong yopw ard TIC cLUYXPOVEC KAAAITEXVIKEG TIPAKTIKEG OTO

Me& k6 amnd 1o 1952 €wg Kal cAPEPA, TNV oTtoia Itpowdnoe €va
XpPovo apyotepa peoa arod 1o “Campus Expandido” eva dwpedv
akadnuaiko npoypappa Bswpiac kai €pevvag ye d1EBv xapaktnpa.
Tnv i61a ntepiodo pia opdda kalAitexvwyv’ Eekiva to SOMA, pa
ave&dpTnTn, UN-TIOTOTIOINUEVN GXOAR N oroia AEITOVLPYEIL Eva

@ AiCel va avadepBei 611 Ta 16puTiKA pEAN Tov SOMA oxeTiCovTal ye Tn §pdon dvo MOAD onUAVTIKWV ave§APTNTWV XWPWV TNG TIPONYOUHEVNG
neplodou, Tou La Panaderia kat Tov Temistocles 44.

toward contemporary art and the consequent lack of exhibition
opportunities for younger artists presented an impetus for the

creation of spaces that would work efficiently and for projects

that seemed to be relevant. The institutional framework within

which both scenes operate is quite similar. While the official

inauguration of EMST - National Museum of Contemporary Art in

its new building took place by the end of 2016, following a two-

year period in limbo, its permanent collection remains to be hung.

In Mexico City, Museo Universitario Arte Contemporaneo (MUAC), 26
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OleTEC IPOYpAUMA ETTAYYEAHATIKAG avanTuéNG yia KAAAITEXVEG,
€va dnuoéoio rpoypappa Swpeav OHIAIWY Kal TAPOUCIACEWYV TIOU
gival avolxTEG oTo Kolvo KabBwe Kat Eva Beptvd oxoAeio yia dlebveic
KAAAITEXVEC Kal ETIPEANTEG.

o Me pia ciwnnAn vrtdéoxeon MOAITIOTIKIAG avayévvnong
pla oepd and 1IlwTika 1Spvpata ékavav otadlakd tnv epdpavion
TOUG CUUTIANPWVOVTACG TO KEVO IOV Adnoav Ticw TOLG Ol KPATIKOI
Oeopoi. To Alebveg Zuumnodolo Oewpiag Zoyxpovng TExvne (SIT_
AC) eival pia mpwtofovAia tou Patronato de Arte Contemporaneo
A.C. (PAC), evog un-KePSOOKOTIIKOU 0pYyavIiGHoU 1oL 1I6pLBNKe

10 2000 arnd pia opdda aveEapTnTWy EMAYYEAUATIWV TOU XWPEOUL
NG TEXVNG, N CLUMPBOAR TOL oToioL BewpeiTal KABOPIOTIKA OTNV

INTER-
DEPEND-

3 it i, j

the largest public museum of contemporary art that is connected
to the National Autonomous University of Mexico, opened its doors
in 2008, thus offering a point of reference for artistic scholarship
and awareness towards contemporary artistic practices in Mexico
from 1952 to the present. A year later, in 2009, it initiated “Campus
Expandido”, an academic program for theory and research in
contemporary art with invited international guests that was offered
for free. Interestingly enough, the same year saw the opening of
SOMA, an independent non-accredited art school initiated by



avavéwon Tou KPITIKOU Adyou yOpw ard Tn oLyXPovn TEXVN OTO GR
Me&iko. NMapdAAnAa péoa arnd ta diddopa XPNHATOSOTIKA TOL
npoypaupata, ov apopoLv oTn AslTovpyia Twv aveEApTNTWy
XWPWV, OTIC EKOOOEIG, OTNV LAOTIOINON EKBECEWV Kal EKTTAIOEVTIKWYV
MPOoyPAUMATWY aAAd Kal oTnV OIKOVOUIKI oTAPLEN YA TN CUPPETOXA
KaAAITEXVWV o€ OleBveic eKBEoeLC, SNUIOVPYEL £va CNUAVTIKO
TAQiolo yia tnv avantuén Kai mpownon tTnG KAANMTEXVIKNAG
napaywyng oto Me€ikd. Aiyo apyotepa, to 2013, avoiyel TIC IOPTEG
Tou 10 Museo Jumex, évag BecuoC adlEpPWHEVOC OTH CLYXPOVN
TEXVN and TO OPWVULHO idpupa To oroio TpoodEpel HETAED AAAWV
akadnuaikég vmoTpoPieg Kal Xopnyieg yia tn otnpEn aveEdptntwy
npwTtoBovAiwv. Tnv idia xpovid 16pLBNKE otnv ABARva o Opyavicpog

ANAI'KAIO-
THTA

@ It’s worth to note that its founders were somehow involved in two very important independent spaces of the previous decade, La Panaderia and
Temistocles 44.

a group of artists’ that offers a two-year artistic development

program, a public program of free lectures and presentations as

well as an international summer program addressed to artists and
curators.

® Amidst the obsolete official institutions a number of

private foundations made an entry with an unspoken promise

for cultural regeneration. The International Symposium on

Contemporary Art Theory (SIT_AC) organized by Patronato de Arte
Contemporaneo A.C. (PAC), a non-profit organization founded in 28
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MoAttiopov kat Avantuéng NEON pe otdxo tnv avadeln tng
oLyxpovneg KAAAITEXVIKAG Snpiovpyiag péoa and avabeoelg Epywyv
TEXVNG OTO ONUOCIO XWPEO Kal EKBECEWV oLYXPOVNG TEXVNG TIOL
eival Swpeav Kal avolxXTEG POC OAOLG, ME Hla OEIPA Xopnylwyv

TIOL OTOXO0 €XOLV TN OTAPIEN TNG KAAAITEXVIKAG TIApaywyng Kal

NG ETUHPEANTIKAG TIPAKTIKAC KABWC Kal peoa anod €va S1eBVEQ
npoypaupa avtaAAayng yia véoug eripeAnTeG. To aBnvaikod tortio
ouvurtAnpwvouv n Zteéyn Npappdtwy Kat Texvwyv Tou I6pvpaTtog
Qvaon nov gykaviaotnke 1o 2010 kKat To Kévtpo MNMoAttiopou
16puvpa Ztavpog NidGpxog nouv avoiée enionua 1o 2017. Mia kaB6Aa
onuavTiki npooBnkn aroteAei kat n ARTWORKS, 1o MNMpoypappua
YriootApiEng KaAAitexvwy IZN mtov vAormolnenke yia npwtn ¢opd 10

URGENCY

2000 by an indepefdent group of art professionals]

art spaces, publications, educational programs and exhibitions
and PAC’s International Program which aids the participation of
Mexican artists in international exhibitions. In 2013, Mexico City
welcomed the opening of Museo Jumex, an institution devoted
to contemporary art established by the homonymous foundation
that, among others, offers academic scholarships and grants for



2018 Kal oTOX0 €XEL TNV OIKOVOULIKA OTAPLIEN VEWV KAAAITEXVWV pHEoa GR
arnod TNV arovoun XpnUatikwy Bpafeiwv aAAd Kal TV EPAITEPW
ETAYYEAMATIKN TOLG £EEAIEN PECA aMTO EKTTAIOELTIKA TIPOYPAUMATA

OTIWC oepIvapla, EpyacThpla Kat cuvavtioelg e AAAa peAn tng
KAAAITEXVIKAG KOWVOTNTAG.

® ‘Ocov adpopd otnv ayopd g t€XvNG 10 2014 n MOAN

Tou Me&ikoL vtodéxTnke To Material Art Fair. YioBeTtwvTtag €va

MOVTEAO TTapovciaong mov TPooidIlalel MEPIOCOTEPO OE Hia €KBeON
olyxXpovng TEXvNG napa oe pia povdp Kat yéoa arod €va nAovolo

énuoaoio npdypauua, n véa avtn ave&dptntn npwTtofouAia gixe

w¢ oTOXO0 TN dnuiovpyia evog acdaloC Kal OIKOVOUIKA TIPOCITOU

XWPEOUL aPlEPWHEVOL OTIC VEEC AVEPXOMUEVEC YKAAEPI, OTOLG

the support of projects and independent initiatives. Founded the

same year in Athens, NEON organization holds a yearly program

of public art commissions and contemporary art exhibitions that

are free and open to the public, while it aims to further support

artistic production and curatorial thinking through its grant-giving

scheme and an international exchange program addressed to young
curators. This was preceded by the opening of the Onassis Cultural

Center in 2010 and the Stavros Niarchos Foundation Cultural Center

that was officially inaugurated in 2017. Finally, ARTWORKS, the SNF 30
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ave&ApTNTOUC XWPEOULG KAl OTNV APOLVCIach VEWV KAAAITEXVWYV Kal
aveEApTNTWV KAAATEXVIKWYVY Kal ETIIMEANTIKWV TIPOTIEKT. Me auTdv
TOV TPOTO AelTOLPYNOE KATAAUTIKA oTnV avapiwon kat avantuén tng
E€IKAOTIKAG oKNVAG. MapaAAnAq, n évtaén Twv aveéapTnNTwy XWPwv
oto npoypappa tov Material Art Fair €xel aloonpeiwtn onuaocia
KaBweg n ave&dptntn SpactnpidtnTa avayvwpiletal yia npwtn ¢opd
WC EMTAYYEAUQATIKA TIPAKTIKI. AvTioTOolXA, O ETTAVATIPOCSIOPICHOC

NG TAUTOTNTAG TOL PakpdXpPovoL BeopoL TNG Art Athina To

2018 uttdé pia véa KaAAttexviki SievBuvon Kat n tpowOnon evog
S1aAOyoU pE VEEC aveEPXOHUEVEC YKAAEPL TOL EEWTEPIKOU AAAG Kal

ME aveEApTNTOLCG XWPOULCE TNG ABRvag TEivEl TPOG pia tapopola
Katevobuvon.

INCLUSION

Artist Fellowship Program, which was first awarded in 2018, fills in
an important gap in artistic production by providing financial support
in the form of a lumpsum for young artists while also offering
opportunities for career development through a mentoring and peer-
to-peer learning program.

o In terms of the art market an important addition was made
with the first edition of Material Art Fair in Mexico City in 2014. By
adopting a salon style exhibition format with a robust public program,
the new independent art fair dedicated itself to emerging galleries



@ H avaykn twv avefaptntwyv Xwpwv va dievpvuvouv GR
™ Spdon Toug e€ehicoeTal mapAAAnAa pe TV avantuén evog
UTTOOTNPLKTIKOL TIAaiciov. O1 Beopikoi popeic KahoLV Toug
aveEAPTNTOLC XWPEOULCE VA CUPHUETEXOLV Kal VA CUUTIANPWVOULV

TO TIPOypapua Toug. H otadiakn kabiEpwon Twv aveEaptTnTwy
XWPWV KAl N EMAYYEAPATIKI TIPOCEYYLON TIOL TOLG XapakTnpEilel
Oa propovoe iowe va 1IbwBEei W¢ €va eCWTEPIKO Kal €Eva eEWTEPIKO
AVTAVAKAQOTIKO €VOC ELPUTEPOL «EKOECIAKOU CUUTIAEYHATOGS».
A6 TN pia Aevpa Kat we €va Badpd n e€EAEN avth oxeTiCeTal

HE TNV TIPOCWTILKN Kal ETTAYYEAUQATIKN avantuén Kal topeia

TWV atépwyv 1ouv anapTiCouv TOUG XWPOULE, EVW arod TNV AAAn
napovctdleTal w¢ cLPITWHA plag avéavoéuevng Beopormoinong.

Me Tov 6po «ekBeOIaKO cUPMAEYUa» o Tony Bennett 0To opOTITAO KEIPEVO TOL AVADEPETAL OTOUG UNXAVIOHOUG HE TOUG OTOIOUG TO BECHIKO
mAaiolo kaBopiCel Tov TPOTO Slakivnong kal mapovasiacng TnG TEXvNG. ESw xpnowpomnoleital pe pia YuxavaluTiki XPoLA yia va meplypagel Tn oxéon
TwV ave§apTNTWV KAANITEXVIKWY TIPAKTIKWY Kal Tou TAdiciov péoa and To omnoio avadlovTal Kal oTo omoio e§eAicoovTtal, wg £éva avtavakAaoTikd
TIOL AMAVTA O YIA ECWTEPIKEVPEVN KAl EEWTEPIKA TIPOKABOPIoHEVN Slapdyn mou XapakTnpilel Tn AeiTouvpyia Toug.

and project spaces run by artists or curators. With its main aim being

to create a safe and affordable space for exhibiting younger artists

it played a pivotal role in the renewal and growth of the art scene. At

the same time, the inclusion of independent projects in the program

of Material Art Fair signals an important moment as the first time

that independent artistic activity was recognized as a professional

practice. The rebranding of the long-standing Art Athina in 2018 and

the establishing of new dialogues with younger international galleries

and local independent art spaces points to a similar direction. 32
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H £évvola tou eprjpepou Kal Touv pipokivbuvou rouv cuvdEovTal
appnkta pe tnv omapén kKait tn 6pdon Tov aveEAPTNTOL XWPEOU
SlakuBevovTtal oto BwHO TNG avaykaiag Kat toAvndéenTtng
BiwowpotnTag. ApkeTtoi Xwpol Kat poTleKT apxiCouvv Kal uloBeToLV
Mla vouikn popdn ov Ba toug e€acdalioel tn duvatdTnTa
arnevBuvong otoug dilddopoug XPNHATOSOTIKOUG PNXAVICHOUG.
2710 BaBuod mov avtn n andépacn MPEOKOUTITEL WC Hia CLVEIONTN
6opikA aAAayn kat AapBavel vrtdyPn TIC avTioTolXeCG POoodoKieg Kal
UTIOXPEWOEIC TIOV ETUPEPEL KAl OTO TTIAAIOLIO TTOV YyiveTal avTIANTTH
Kal ard TV MAevPA Twv opyavicpwy, TOTE onuatodoTel TNV avaykn
Kal opilel pia petaoctpodn mpog «tn 6ecpobETNON plag aAAnAo-
e€dptnong». Na napadeypa, to 2013 n kKoornepartifa Crater

The term coined by Tony Bennett in his seminal text refers to the mechanisms through which the institutional frameworks exercise their power in
the way art is circulated and exhibited. It is used here with a psychoanalytic sense to describe the relationship between independent art practices
and the context within which they emerge and develop, as an internal as well as an externally determined esoteric conflict that characterizes their
operation.

o While the system of support evolves, so does the
impetus for independent spaces to grow. One can observe the
gradual consolidation and professionalization of independent
art spaces as an internal and external reflex of a wider
“exhibitionary complex®”. On the one hand and to a certain level
this is connected to the personal and professional growth of
the individuals that constitute these spaces. On the other hand,
this is a symptom of a growing institutionalization. Institutions
are now extending their invitations to independent art spaces



Invertido €yiwve pEAog tou Arts Collaboratory, evog XpnuatodoTIKoL GR
oxnpartog mou &ekivnoe otnv OAAavdia to 2007 to ortoio otnpiel

T dnuiovpyia evog diatoriikoL SIKTLOL pe 25 opyaviopoLg and TNV
Aocia, Tn Méon AvatoAn, Tnv Adppikn Katl tn AaTtivikry AJEPLKI) Ol OTIoioL
epyalovtal yOpw and {ntAapata tov apopolv o€ VEEC HOPPEQ
OLAAOYIKNC opyavwaong Kat SlakuBEpvnong. EvTog Tou «xwpov Twv
powv>»° TTov KaBopilel Tov TPOTIO PE TOV OTIOI0 CUCTAVETAL N YVWOoN
Kal aokeital n e€ovoia Tng oTnv €MoxXN TNG NMAyKooulomnoinong,

n aval{tTnon Tng¢ avtovopiag avantvooeTal yEoa anod TNV Kowvn
eumnelpia S1aPpopPETIKWY TOTIKOTATWY o€ vEa Tiedia ocuvomapéng wg
pla avaykn yia tn Snuiovpyia piag veag naykooplag tTavtotnTag.
Méoa o€ auToUG TOUCG ETUTTAEOV XWPOULE, TOUG PALVOUEVIKA

® ZTtnv enoxn TG mAnpodopiag ol Kowvwvieg givat Sounpéveg otn Baon TG AOYIKAG Tou SIKTOOU. Z0pdwva pe Tov KaoTEAG, «To KOO XwpPoTa&iko
XCAPAKTNPIOTIKO TWV VEWV 0PYAVWTIKWY HOVTEAWYV apaywyng Kat Slaxeiplong ival n Aeiroupyia Toug eviog TOU XWEOU TWV POWV EVAVTL EVOG
Xwpov Twv Tonwv. H K&Be Aertoupyia N To k&Be empépoug oTolxeio eakoAovBei va e§aptdral kal va cuvSEETAL PHE EVA CUYKEKPIUEVO KOIVWVIKO/
Xwpikd epiBdAiov. MapoAavtd n Xwpikn Aoyikr Tou 6AoL CLCTAKATOG ival Baclopévn o€ Evav XWPO TWV POWV TIOU LITEPBAIVEL TIG TOTIIKOTNTEG
Kal cuVakOAouBa TIG TOTIKEG Kal EBVIKEG TAUTOTNTEG.»

2. YANOI'IKO

to fill in their programming. The gphemerality that characterizes

the independent space and guargntees a certain kind of risk-

taking attribute to its activities ggts saturated in the struggle for
sustainability. A number of artist}run and project spaces come

to adopt a non-profit legal statugn order to be eligible to enter

the realm of the funding mechanisni™As long as this comes about

as a response to a conscious change of structure that takes into

careful consideration the expectations that come along with that
change, and as far as this is perceived as such by both sides, it 34
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aocLVSETOLC, Ol OLYKIVNOIaKOi 60Ol TTOL eTUTLUYXAVOVTAL HECW TNG
KOIVWVIKAG TIPAKTIKAG a¢ eAtticovpe 0TI Ba ertpéPouv Tnv avaduon
€VOC VEOU TIOAITIONIKOU pavTacIaKkoU.

o Mapa T1c diapopEC oL TIPOKLTITOVV ATO TO YEWYPAPLIKO
mAaiolo aAAd kat ard 1o péyebog Twv Vo Xwpwv, Kal ot S0Oo
ave€ApTNTEG KAAAITEXVIKEG OKNVEG Xapaktnpifovtal amd pia Eévrovn
6paoTNPEIOTNTA N OTIOIA CLYKEVTPWVETAL KATA KUPLO Adyo oTIg SO
npwTtevovoeg. Kal oTic 600 noAelg, mapartnpeeital pia moAAanAdTnTa
Kat pia dtagopotoinon oTouvg aveEAPTNTOLE XWPOULUG O KaBEvag

€K TwV ormoiwv dlatnpei kat avantvooel To S1k6 ToL TPOYPAHHA.
AuTo6 mou poilpalovtal ot Xwpolt degv eival Ta HopPoAoyiKa Toug
XAPAKTNPIOTIKA | Ta peB0SOAOYIKA TOLG epyaleia aAAG TTOAD

COLLECTIVE

® In the information age, societies are structured upon the logic of the network and the flow of information. According to Castells, “the common
spatial feature of the new organizational forms of production and management is their reliance upon a space of flows that substitutes for a space
of places. Each function or each unit continues to be spatially dependent and linked to a specific socio-spatial environment. But the overall spatial
logic of the system is dependent upon a space of flows that transcends localities and therefore local and national societies.”

signifies the need and marks the move towards what | would call
“an instituting of our inter-dependence”. An interesting example
is the Arts Collaboratory which was joined by Cooperativa Crater
Invertido in 2013. Established in the Netherlands in 2007, Arts
Collaboratory is a funding program and a translocal network of
25 organizations from Asia, the Middle East, Africa, and Latin
America that work together to question and foreground new

ways of collective governance. Within the “space of flows”® that
regulates the constitution and power of knowledge in a globalized



MePLocOTEPO pia aiodnon apefaidTnTag TNV ornoia ekppalouv GR
pME SladopeTIKOUC TpoOTIoVG. H ABAva gival n ABRva kat n NMoAn

ToL Me€koU gival n NMo6An Tou Me€iko. AuTi n TavuTtoAoyia gival
anapaitnTn yia va cuveldnToroloel Kaveic 0Tl ortoloocdnrnoTe

AAAOC XAPAKTNPIOMOC TO HOVO TTIOUL KAVEL gival va Ttpowoei Kal

va Siaiwvifel «€va mpoBAnua emapXiwTiopo®» To oroio evioXLEL

TOV KUPIaPX0o POAO TIOL ACKEL TO UNTPOTIOAITIKO KEVTPO OTIG

dladopecg neplpEpeleg, evw nmapdAAnia aduvatei va replypaget

TO KOIWVWVIKOTIOAITIKO TIAQICIO PECA OTO OTIOIO Ol OKNVEG AUTEG

avadvovTtal Kal AeITovpyoLV Kal arnod TO OToI0 AVAYKACTIKA Kal

®®© «To mpoBANUA TOL EMAPXIWTICHOV», O6TIWG peTadpalw edw eAebBePQ, ival Evag 6pog Tou xpnotyomnoinénke and Tov Terry Smith oto opwvupo
apBpo mov dnpocielTNKE oTo TIEPIOSIKG Artforum To 1974, yia va neplypaygel Tnv avanodeuktn kat Siapkn avto-nayibevaon otnv omnoia Bpickouv
TOUG €ALTOUG TOUG Ol TIEPLOCOTEPOL KAANTEXVEG AAAA Kal Ol KAAMTEXVIKEG OKNVEG KABWEG avanTlooouLV TIC §pacTNEIOTNTEG TOug oTN Bdon plag
acupPINwTNG €vtaong, avapeoa oTnV TOTIKOTNTA TOUG KAl OTNV OIKEIOTIOINON eEWTEPIKA TIPOKABOPIoUEVWYV SIEBVWV KAANITEXVIKWY KPITNPiWV.

H aduvapia Toug va cuveldnTtomnolincouy 6TL AuTh N MPEOBOAR TOL UNTPOTIOAITIKOD KEVTPOUL ATOTEAEL Ula KATAOKELACUEVN TIPAYHATIKOTNTA 08nyei
O€ HIa TIOMTIOHIKA ArOCcTACIONOoINoN TIOL AMOoPEINTEL KAl AYVOEi TIG avaykaieg §1apopEG Mavw OTIG OTIoIEG avanTUOoETAl N KAAAITEXVIKI) OKEPN

Kat paon.

world, the quest for autonomy evolves through the shared
experience of different localities within new sites of coexistence
as a quest for a global identity. Within those extra spaces of
disjuncture, the affective links of social practice will hopefully
allow for a new cultural imaginary to emerge.

® Despite their difference in size and their geographical
location, both artistic scenes are centralized with the majority of
the artistic activity taking place in the two capitals. In both cities,
one can observe a multiplicity and a diversity of independent
spaces and projects each of which retains its own programming.
More than stylistic or methodological affinities what these spaces
have to share is a sense of uncertainty and they do so in different
ways. Athens is Athens. And Mexico City is Mexico City. This
tautology is necessary to understand that any other form of 36
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Slapkwe entavakaBopifovtal. H aiobnon tov eykAwLopoL Kat tng
arnopdévwong odnyei Toug avBpwrioug va avalnTRoouv veéa vonuata
MEoa o€ TAaiola rov eykabidplovV oxeoelg olkeldTNTAag. O Xwpog
HETATPETIETAL OE £VAV TOTIO HECA ATIO TIC OXEOCIAKEC EUTIEIPIEC TWV
S1aPOoPETIKWYV PEPWYV TOU CLUVTEAWVTAG €TCL 0TNV avanTuén pag
vEQg LTIOKEIPEVIKOTNTACG Ttov BaocileTal oto moAAanAd. ‘Evag xwpog
TIOL TTapapEvVeL tavta v Tw yiyveoBat. H MNMoAn tou MefikoL Ba gival
ntavrta n vea MNMNoAn touv Me€ikovL kat n ABrva pia véa ABrva.

— To keiuevo auto ypagtnke tov lavovapio 2019.

®O “The provincialism problem”, a term coined by T8ug 2

fatality of an ongoing self-entrapment that most artists and"s@®hes find themselves in while working amidst two irreconcilable tensions, between
their locality and the assimilation of externally determined international art criteria. The impotence to realise that this projection of the metropolitan
center is perceived as a construction of reality will only further preserve a cultural distancing that cannot but dismiss the essential differences of a
context-dependent activity such as art.

characterization cannot but only promote and perpetuate “the
provincialism problem'” that reinforces the predominant role of
a metropolitan center over its variant peripheries while it fails

to represent the sociopolitical context from which these scenes
emerge and operate and by which they are necessarily and
constantly redefined. Confined within spaces they cannot get out
of, individuals seek for a meaning through acts of togetherness.
It is through the lived experience of its constituent parts that
relational forms of subjectivity emerge finally turning the physical
space into a place. A space that never is, but always becomes.
Mexico City will always be the new Mexico City. And Athens will
always be the new Athens.

— This text was written in January 2019.
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@ MYPTQ KATZIMIXA GR
H Muptw Katowixa (1991, ABRva) eivat erupeAnTpla rov el

Kat gepyaletat otnv ABAva. Eival andégoitog Tou TuApaTog
Entikowvwviag, Méowv kat NMoAttiopov tou Mavteiov MNMaverotnuiov
(ABRva, 2012) kat tov MetantuxlakovL MNMpoypdappatog EmpéAeiacg
20yxpovng Texvng touv London Metropolitan University kai

™¢ Whitechapel Gallery (Aovéivo, 2014). Tnv ntepiodo 2017-18
OUHMETEIXE OTO TIPOYPAUHA 12-PNVvNG TIPAKTIKAG AOKNONG OTO
TuAua Anuéociwv Mpoypappdtwyv tov Movoeiov MovTtépvag TExvng
™ Néag YOpKNG. 210 MAAiolo TNG MPAKTIKAG TNG Sdtopyavwoe Kal
ouvTovioe TO Poypappa pe TitAo «Amnod tnv NO6An tov Me€ikov

otn Néa Yopkn: Mia cu(Aitnon pe tnv Tamara lbarra kat tTnv

Rachel Valinsky» yla TIG OLUVEPYQATIKEG TIPAKTIKEG Kal Tn ocLvdeon
TWV avefApTNTWV KAAAITEXVIKWV XWPWV Kal TWV OPYAVICHWYV

[ MYRTO KATSIMICHA

Myrto Katsimicha (b. 1991, Athens) is a curator based in Athens,
Greece. She holds a BA in Media, Communication and Culture
from Panteion University of Social and Political Sciences, Athens
(2012) and a MA in Curating the Contemporary from London
Metropolitan University and the Whitechapel Gallery, London
(2014). In 2017-18, she was the 12-month intern in the Adult &
Academic Programs, Education Department at the Museum of
Modern Art in New York. Within the framework of her internship
she organized and moderated the public program “From Mexico
City to New York: A conversation with Tamara Ibarra and Rachel
Valinsky” on collaborative practices and the links between
independent art practices and contemporary art institutions 44
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ovyxpovng t€xvne (MoMA, 5 ZenttepBpiov 2018). EmupéAeiec:

If | cannot bend, | will move, Snehta Residency, Athens (2019);
Going Where We Come From, €vag €IKAOTIKOG TIEPIMATOC OTNV
Kup€EAn oe cOAANYN ™G Maélle Gross kat cuvetniipeAeila tng Olivia
Fahmy (ABnRva, 2017); Things are left to become concrete, Snehta
Residency (ABnRva, 2016); Of other places, oelpd ipofoAwv, State
of Concept (ABRva, 2015) kat EXOTICA and 4 other cases of the
self, oe cuverupéAela Twv Fanny Nina Borel kal Elisabetta Rabajoli,
me Collectors room (BepoAivo, 2014). Eival yéAog tou Deliverart,
€vOC oUANOYLIKOU TiPOTIEKT TIOV €TIOLEL va emavadlanpaypaTtevTei
TIC ouvvOnkeg B€aong aAAd kat Ta diktva diavoung evog €pyou
TEXVNG MEOQ Ao YA KIVNTA ePMELpia oTo KEVTPO TNG ABAvaAC.

To pOivwriopo Tov 2019 cuvppeTEXEL oTo TIpOypappa Critical
Practices touv Onassis AiR 2019/20.

(MoMA, September 5, 2018). Curated projects: If | cannot bend,

I will move, Snehta Residency, Athens (2019); Going Where We
Come From, a performative walk in the neighbourhood of Kypseli
conceived by artist Maélle Gross and co-curated with Olivia
Fahmy, Athens (2017); Things are left to become concrete, Snehta
Residency, Athens (2016); Of other places, film screenings, State
of Concept, Athens (2015) and EXOTICA and 4 other cases of the
self, co-curated with Fanny Nina Borel and Elisabetta Rabajoli at
me Collectors room, Berlin (2014). She is a member of Deliverart,
an Athens-based collective art project that wishes to address the
contemporary conditions of art circulation and production through
a moving experience in the streets of Athens. She is a participant
of the Onassis AiR Critical Practices Program 2019/20.



@ ENTERPRISE PROJECTS JOURNAL GR
To EP Journal gival pyia ekdoTIkN npwTtofovAia tou Enterprise

Projects. lNpdkeltal yia tn dipnviaia diadiktuakn €kdoon evog

BewpPNTIKOU KAl EPELVNTIKOU KEIUEVOL OE OXEON UE TNV TEXVN

ota EAANviIka kat Ta AyyAika €ntetta anod nmpOoKAnNon Tou

Enterprise Projects. O avayvwotng pnopei va diapaocet online, va
«Katefaoel» 1 va Tunwoel KABe TeLX0C, 0 oXeSIAOUOC TOU OTIoIoVL
QVTATIOKPIVETAL OTIC AVAYKEC TOU EKACTOTE KEIPEVOU.

[ ENTERPRISE PROJECTS

To Enterprise Projects eival €va project tng Aavang lNnavvéyiov

® ENTERPRISE PROJECTS JOURNAL

EP Journal is a publishing initiative by Enterprise Projects in the form

of a bimonthly online publication of newly commissioned theoretical

and research essays, in both Greek and English. The reader can

browse online, download and print each issue, with a design that

reflects the needs and responds to the ideas presented in every text.

[ ENTERPRISE PROJECTS

Enterprise Projects is an Athens based project by Danai Giannoglou 46
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Kal Touv BaoiAn Manayewpyiov pe €6pa tnv ABRva. Nevvnuévo anod
N 81dBeon Kal TNV avaykn va eKGPACOLHE KAl VA HOIPACTOUME TN
OIKN pag okorud oXETIKA PE TN oLYXPOoVvN KAAAITEXVIKA Sdnuiovpyiq,
TO EYXEIPNHA ALTO £€XEL WG OTOXO TOV TEIPAUATIONO KAl TNV
ouvSlaAAayr): TOV TIEIPAUATIONO OXETIKA PE TNV ETIMEANTIKNA
mPOTACH, TNV EIKACTIKA Snuiovpyia Kal TNV auToopyavwueEvn
Aettovpyia- Tn ouvSlaAAayn pE TNV KAAAITEXVIKA OKNVI, TO adnvaiko
Kolvo, Tov i61o Tov Xwpo 1ou piAoevei To project. Q¢ doun, TO
Enterprise Projects Aeitoupyei avtévopa Kat replodika arnd tov
2entt€PPplo Touv 2015 otouvg ApTEAOKNTIOUG.

and Vasilis Papageorgiou. Created out of our need to express and
share our point of view concerning contemporary artistic creation,
this venture aims at experimenting and conversing, experimenting
with the curatorial proposal, artistic creation, self-organized function,
and conversing with the artistic scene, the Athenian audience and
the place itself, which houses the project. As a structure Enterprise
Projects has been functioning independently and periodically since
September 2015 in Ampelokipoi, Athens.



® EIKONEZ

0. 05-06 @ Yollotl Gomez Alvarado, 1363, 2019 (aplotepd) kat 1509, 2019 (6€€1d), anoPn TNG EyKATACTACNG.

o. 07 @ Artoyn anoé tnv neppoépuavg touv Theo Michael Thesprolac Kutlahui oto Casa Del Lago UNAM, Zappato
19 Maiov 2018, MéAN Tou Me€ikoL. o. 10-11 @ E€EwTepikA aroyn Tov aveEapTtnTou Xwpou Lulu otnv neploxn
Colonia Roma, M6An tou Me€ikoU. o. 16-17 @ And tnv Mo6An Tou Me€ikoL otn Né€a Yopkn: Mia cuCAtnon pye tnv
Tamara Ibarra kat Tnv Rachel Valinsky, Tetaptn 5 Zentepppiov 2018, dwtd: Manuel Molina Martagon © 2018
The Museum of Modern Art, Néa Yopkn. o. 18-19 @ Adioca otov xwpo tou Biquini Wax EPS mou aneikovilel tnv
KaAAttexvikn opada No Grupo, n ormoia cucotddnke 1o 1977 otnv NMoOAn Tov Me€ikoD kal mapépeive dpactnpla
€wq 10 1983. 0. 20 @ E€wTtepikn aroyn tov aveEaptntou xwpouv Wendy's Subway oato MnipoOukAuv, Néa Yopkn.
0. 21 @ E€wtepikn anmoyn tng dnuoctag BifAodnkng Aeromoto otnv neptoxn Juarez, MoAn touv Me€ikou.

0. 25 @ E€wTepikn amoyn tov Museo Universitario Arte Contemporaneo (MUAC), MoAn touv Me€ikoo.

0. 34-35 @ Pabellon Eco 2018: Campanario, arnoyn Tng eykataotaong oto Museo Experimental el Eco,

17 MapTiou-20 Mdiouv, 2018, MoAn Tou Me€ikol. Zxeblaopdg: ApXITeKToviko ypadeio TO (Carlos Facio

Gaxiola & José G Amozurrutia). o. 02, 03, 06, 08-09, 12-13, 14-15, 22, 23, 24, 26-27, 28-29, 30-31, 32, 33, 36-37,
46-47, 48 @ Avaueoa oe Spodpoug NG ABnRvag kat Tng MoéAng tou Megikoo.

© Muptw Katowixa

[ IMAGES

p- 05-06 @ Yollotl Gbmez Alvarado,7363, 2019 (left) and 1509, 2019 (right), installation view. p. 07 @ View from
Theo Michael's performance Thesprolac Kutlahui at Casa Del Lago UNAM, Saturday, May 19, 2018, Mexico City.
p. 10-11 @ Outside view of Lulu project space in Colonia Roma, Mexico City. p. 16-17 @ From Mexico City to
New York: A Conversation with Tamara Ibarra and Rachel Valinsky, Wednesday September 5, 2018, Photo:
Manuel Molina Martagon © 2018 The Museum of Modern Art, New York. p. 18-19 @ Poster at the space of
Biquini Wax EPS of No Grupo, an art collective formed in Mexico City in 1977 that remained active until 1983.

p- 20 @ Outside view of Wendy's Subway independent reading room in Brooklyn, New York. p. 21 @ Outside
view of Aeromoto public library in Juarez, Mexico City. p. 25 @ Outside view of Museo Universitario Arte
Contemporaneo (MUAC), Mexico City. p. 34-35 @ Pabellon Eco 2018: Campanario, installation view at Museo
Experimental el Eco, March 17-May 20, 2018, Mexico City. Design: TO Architects (Carlos Facio Gaxiola & José G
Amozurrutia). p. 02, 03, 06, 08-09, 12-13, 14-15, 22, 23, 24, 26-27, 28-29, 30-31, 32, 33, 36-37, 46, 47 @ In between
the streets of Athens and Mexico City.

© Myrto Katsimicha
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