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FOREWORD

| am pleased to write a preface for Victoria
Square Project’s (VSP) first publication. Five
years ago in the context of documenta 14, Rick
Lowe invited me to co-found our space in Victoria
Square in Athens, Greece. Together we tried to
create new frameworks of meeting, dialogue
and creative “osmosis” between the people of
this multifaceted neighbourhood.

This book contains a rich visual and
written narrative of one such endeavour that
took place in 2019 in collaboration with the
artist Maria Juliana Byck, whom we hosted for
a year. Together with Byck, we transformed a
corner of our space into a sewing studio where
she sewed her unique clothes from semedakia.*
After a series of creative reuse activities,
her work concluded with an amazing public
catwalk that ended in Victoria Square, with
the participation of many VSP friends from the
area and elsewhere—we thank them all very
much. During this event, the important young
artist John Sachpazis turned the ground floor of
the Victoria Square Project into a photo studio
where they captured the collection that you
will find on the following pages.

| would like to thank the authors who

generously contributed their texts, George
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NMPOAOIOX

Eipar otnv euxdpiotn B€on va npofoyidw to npwto
ekBOTIKO eyxeipnpa tou Victoria Square Project
(VSP). Mpiv ano névte xpadvia, ato nAaigio tns
documenta 14, o Rick Lowe pou epnigteltnke
Tn ouvibpuaon tou xwpou pas atnv MAateia
Biktwpias otnv ABnva. Madi npoonaBnoape va
dnpioupynooupe véa nAaioia ouvdvinons, diaddyou
Kdl SNUIOUPYIKNS «WOHWONS» avApeod oTous
avBpwnous autns tns noAuNAguUpns yeItovids.
To napov BiBAio nepiéxel nAoUCIA KEIYEVIKN
Kal OMTIKN a@nynan €vAs TET0I0U EYXEIPNPATOS
nou npaypatonoinBnke to 2019 og cuvepyaaia
pe tnv kadAitéxvida Maria Juliana Byck, thv
onoia giAogevhaape yia éva £tos. Madi e tn
Byck, yetapop@woape pia ywvia tou Xwpou
Has oe atedié pantikns onou n idia épaye ta
povadika tns evbUpata anod gepeddkia. Yotepa
ano pia agipd diapodpwy dpdoswv dnpioupyikns
enavaxpnans, to €pyo tns oAokANpwBNKe pe pia
eKNANKTIKA 6npdoia nacapéda nou KatéAnge
otnv MAateia BiIktwpias, Ye Tn gUPPETOXN
noAdwv @idwv tou VSP and tnv nepioxn Kai
aAdoU—Ttous guxapiotoUpe 6Aous Kal éAes noAu.
Katd tn 81dpKela tns 6pdons, 0 ONPAVTIKGS VEOS
kadAitéxvns MNdvvns Zaxnalns PETETPEYE TOV
I06yelo xwpo tou Victoria Square Project oe

QPWTOYPAPIKOG CTOUVTIO OMNOU KATEYpaye HE
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Kalivis—former director of VSP—who designed
and co-edited the content, as well as the wider
VSP team. Although the team’s composition
changes over the years, it builds collaborations
between its current and past members with

amazing results.

We are very happy about the current publication,

there will be more.

Maria Papadimitriou
Co-Founding Artist
Victoria Square Project

*The semedaki [plural: semedakia] is a type of traditional
Greek handmade domestic textile.
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TOV @AKo tou tnv KoAe€idv nou Ba Bpeite otis
endpeves aeAibes.

Oa nBeda va euxapiotnow Tis/Tous
OUYYPOQEIS MOU NPOCEPEPAV Ta KEiPeVA Tous
anAoxepa, tov MNwpyo KaAuBn—npwnv dieuBuvtn
tou VSP—rnou oxebiaoe Kal auvenipeAnBnKe £§oxa
T0 NepIEXOUEVO, KaBws €nions Kal tnv eupUtepn
ouada tou VSP nou, 600 Ki av yetaBdddetal n
ouvBeon tns péoa ata xpdvia, Sopei cuvepyaaies
avdyeoa ota Twpivd Kal ta napeABovta péAn tns

Me eKNANKTIKA anotedéopara.

Eiyaote noAu xapoUpevol yia thy napouoad €kdoan,

Ba undpouv Ki dAdes.

Mapia Manadnpntpiou
Juv-l6pUtpia KaAditéxvig
Victoria Square Project
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INTRODUCTION

A Brief History of Fashion
Desire and Rebellion

Maria Juliana Byck

Clothing is a part of daily life. It is exceedingly
personal and private, while also intrinsically
public. How we dress carries meaning beyond
mere aesthetics; it is embedded with social
and cultural codes. The language of clothing is
on our bodies, revealing and concealing much
about us, without uttering a word. Fashion can
deliberately or inadvertently make a statement,
embody a time or idea, express emotions, beliefs
or fears, bring people together in celebration or
mourning. It can reflect prosperity or austerity,
allow access or deny entry. Our clothing shields
and exposes. It can convey values, beliefs and
economic circumstances, reveal injustices and
promote equality. What one wears can torture
and oppress the body, or liberate it. Clothing has
the ability to increase one’s visibility or render one
invisible. It can establish bonds, connections and
affinities between people and cultures, signify
subservience, excite the senses or challenge
oppression, inflame political differences or
promote violence. Our clothing is laden with
personal, historical, cultural, social, political and
economic significance.

Before there was money, there was
textile. In early barter economies, textiles were
considered to be of extremely high value. Labor
and resource intensive, a single textile could take
many months to create. For thousands of years,

young women and their mothers made textiles as
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EIZAIQMH

YUvtopn latopia tns Mobdas
ErmBupia kat EEEyepan

Maria Juliana Byck

Ta pouxa €ival pépos tns KaBnuepivis {wns.
Eivar e€6xws npoownikn Kai 1I81wtikn unéBeon,
aAAd guyxpovws, Kai eyyevws dnudoia. To nws
VTUVOUOoTe @Epel vonua nou unepBaivel tnv
anAn aioBnukn. Epgopeital and Kolvwvikous Kal
noAitiopikoUs Kwdikes. H yAwaoa twv pouxwv
EKPEPETAI NAVW 0TA OWHATA Jas, anokaduntovias
Kal anokpuntovtas noAdAd yia pas, 6ixws va
apBpwvel A£EN. H po6a pnopei okonipa n abédnta
va Kavel pia 6nAwaon, va VoWUATWwoel hid ENoxn n
Hia 16€a, va ekppdacel cuvaioBapata, nenoiBnaoeis
n @oBous, va @épel Tous avBpwnous Kovtd
otn yioptn n to névBos. Mnopei va avtavakAd
TNV eupdpela n tn Aitdtnta, va enitpénel thy
npooBacn n va anayopeUel Thv icodo. Ta pouxa
Mas npoaotatevouv Kal ekBETouv. Mnopouv va
Hetagpépouv agies, NenolBAOEIS Kal OIKOVOUIKES
ouvBnKes, va anokaAduntouv abdikies Kal va
npowBouv tnv Igdtnta. Autd Nou Qopdpe Unopouv
va Baoavioouv Kal va Katani€oouy To 6wid N vd To
aneAsuBepwaoouv. Ta pouxa £Xouv TNV IKAvoTNta
va au§noouv TNs opatotNTa €vAs ATOMOU N vd 10
Kataothoouv adpato. Mnopouv va eykaBidpucouv
deopous, guvbioels Kal guyyéveles avayeoa og
avBpwrous Kal KouAtoUpEs, va GnAvouy unotayn,
va Sieyeipouv Tis aioBnaels 1 va appioBnthgouy Ty
Katanieon, va unodaudioouv tis NoAITIKES dlapopés
Kal va npowBnaouv tn Bia. Ta pouxa pas gépouv
NPOCWIKA, IGTOPIKA, MNOAITIOHIKA, KOIVWVIKA,

noAITIKA Kal OIKOVOUIKA onpaaia.
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dowries; including carpets, linens and tapestries
for their new homes, and clothes that signified
a transition to wife and mother. The desire for
textiles was instrumental in shaping the course
of human history, as it instigated connections
across cultures that led to significant political,
technological and social change. The Silk Road
opened an exchange between the East and the
West as early as 130 B.C. These trading routes

facilitated the spread of ideas that influenced

Semedaki, unknown artist (2020) Maria Juliana Byck.

Yepedaki, dyvwatn kadditéxvida (2020) Maria Juliana Byck.
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Mpiv akdpa undpgouv Ta XpAata, unnpxav
u@dopata. Ius npwiges avtaAAaKTKES OIKOVOIES,
10 updopata Bewpouviav eaipetikd nodvtipa. H
dnpioupyia evos Kal POVo UPACTHATOS—anaItNTIKA
Kal ws NPos TNV £pyacia Kal ws npos ta UAIKA nou
npoUnéBete—pnopouae va ndpel pnves. Ma xididdes
XPOVId, VEES YUVAIKES Kal 0l UNTEPES TOUS £@TIaxvav
UQavTd ws NPoIKwaA: Petagu autwy xaAid, oevidvia
Kal Tanigepi yia ta Kaivoupyid Tous anitia, Kal pouxa
nou onpatodotoloav tn PetdBacn oto KaBeatws
ns oudUyou Kai untépas. H emBupia yia updopata
unnp&e KaBopIoTIKA YIa TN SIAKOPPWON TS Nopeias
tns avBpwnivns I0topias, KaBws UnoKivnoe tn
dnpioupyia dianoAitioyiKwy cuvdéoewyv nou
0dnynaav og ONPAVTIKES NOAITIKES, TEXVOAOYIKES Kal
Kolvwvikés adfayés. O Apopos tou Metagiou dvoige
pia avtadAdayn petagu Avatodns kal AUons ndn and
0 130 n.X. Autoi ol epnopikoi dpopol dieukdAuvav
tn 81ddoon 16ewv Nou enédpacav atn diatpopn,
TS TEXVES, TN POUCIKN, TNV EMNICTAMN Kal Tn Poda,
Kal anotedouv ta Bepéfia tns NnayKkoaopionoinons.
AkxondouBws, o Iunepiadiopds, N anoiKioKpatia Kai n
doudeia npowBNBnKav Katd éva peydo Yépos anod
™ BapBaroBiopnxaviao—ia Biopnxavia otnpiypévn
OTNV EVIAUKN eKkpetdieuon tdoo tns epyaaias
000 Kal ths Yyns—BepeAicovovtas pia KanitadioTikn
OIKOVOpia pe Tepdotia KEpON, Nnapaddnda pe pia
dlapkws augavapevn ¢ntnon yia eBnvn gpyaacia,
NePICOOTEPOUS NOPOUS Kal VEES ayopéEs. Mapdt
npokdaneoe noAiés BeTIkéEs Kolvwvikés anAayEs, n
BlounxaviKn ENavactaon GNUAve Kid Noxn TPopepns
NoAITIKAS Kal OIKOVOUIKNS aVAOTATWONS T000 0TNV
Eupwnn 6oos Kai ektos autns. 01 nepippagels tns
yns g€wbnaoav tous avBpwnous Pakpld ano ta
KOIVd Kal Nnpos ta epyoatdoia, noAAd ano ta onoia

napnyayav u@dopata taxutepa Kal eBnvotepa ano
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food, arts, music, technology, science and fashion,
and are at the foundations of globalization.
Subsequently, imperialism, colonization and
slavery were in large part driven by the labor-
intensive and land-intensive cotton industry;
entrenching a capitalist economy with enormous
profits alongside an ever-increasing demand for
cheap labor, more resources and new markets.
The industrial revolution—while bringing about
many positive social changes—marked a time
of tremendous political and economic turmoil in
Europe and beyond. The land enclosures pushed
people off the commons and into the factories,
many of which were producing textiles faster and
cheaper than ever before. With a new dependency
on wage labor, workers had more material goods
but much less power over decisions that affected
their daily lives.

Not surprisingly, the subject of Marx's
writings was in large part inspired by what he saw in
the textile mills of Northern England. He identified
capitalism’s enduring power to create markets
and dependencies when and where formerly there
were none, as well as an infinite demand for more
profits, often at the expense of the workers. We can
now see the ultimate expression of this systemin
the Free Economic Zones around the world where
countries slash both land and economic restrictions
to give multinational corporations, including the
global fashion industry, access to workers and
resources without the protections of local or
international laws.

Technology has also been influenced by
human need and desire for textiles. Weaving,
knitting, sewing and spinning have been the

domain of women since before the beginning of
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noté. ‘Ovtas nAgov e€aptnpévol and tn picBwtn
epyaaia, ol epydtes eixav Nepioaotepa UAIKA ayabd,
alAd noAu Aiydtepn e§ouaia eni twv ano@doswy
rnou ennpéadav tnv KaBnpepivn tous {wn.

Aev anotedei €KnANEN to yeyovas ot yia
10 Bépa twv Kelpévwy tou Map§ n éunveucn
506nKe Katd éva peydno pépos and ta 6oda eKeivos
€ibe ota KAwoToUPavIoupyIKA Epyootdaia tns
Bopeias Ayydias. O Map§ avayvwpioe th Slaxpovikn
IKavatnta tou Kanitadiopou va dnpioupyei ayopés
Kal e€apTNoEls 0Tav Kal 6rou Nponyoupévws dev
UNNpXe Kapia, kKaBws Kai pia ateAelutntn {ntnon
yla nepliocodtepa KEPON, aguxva €is Bdpos twv
epyalopévwy. LNPeEPA Ynopoupe va douye tnv
unéPTatn €K@PAcn autoU ToU CUGTAPATOS OTIS
EAelBepes OIKOVOUIKES ZWVES avd TOV KOO0, Orou
T KPATn NETOOKOBOUV Kal yn Kal 0IKOVOUIKoUS
neplopiopous, MPOKEIPHEVOU va dwoouV atTls
noAueBvikés enixeipnogis—oupnepiAauBavopévns
s nayKoopias Bioynxavias podas—npooBaon o
EPYOTIKA XEPIA Kal MOPOUS, XWPIS TIS MPOOTATEUTIKES
S1kAgibes eBVIKwWV N B1EBvwV VOpwV.

H texvoroyia €xel enions ennpeactei ano tv
avBpwnivn avdyKkn Kai eniBupia yia updoparta. H
Ugpavaon, to NA£EIU0, To PAYIHO Kal TO YVECIO £XOUV
unapé&el avikeigeva tns yuvaikeias dpaotnpidtntas
MnpIV ana to §eKivnpa ts Katayeypappévns Iotopias:
KAIVOTOWIES Kal TEXVIKES Mepvouoav anod tn Untépa
oTnV KOpN. AUTES 01 TEXVIKES £€eAiXBnKav—xdpIv Tns
Biopnxavornoinans tns KAwatoU@avioupyias—aoto
ouotnpa anoBnkeuons dedopévwy pe Sidtpntes
Kaptédes, To onoio dnpioupyNBNKe [IE OKoMO Tov
XelpIopd tou apyadeioy. To oUoTNUA AUTO, pE TN
oelpd Tou, Napeixe TS TEXVIKES BAoels yia Tous
ouyxpovous unoAoyIotés, Ta smartphone, akoua

Kal To (VIEPVET, avoiyovtas KAt enéKtacn tov
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recorded history, innovations and techniques
were passed on from mother to daughter.
These techniques were adapted for the
industrialization of the textile industry into
the punched paper data storage, invented as a
means for controlling a loom. In turn, this system
provided technical foundations for contemporary
computers, smartphones and even the internet,
subsequently making way for big data, mass-
market surveillance, targeted advertising and the
rise of social media influencers. The latter now
work in the “factories of desire”, creating hyper-
time condensed fashion cycles with constantly
fluctuating rapid-fire trends. Many aspects of the
social, economic and environmental destruction
we are now experiencing are embodied in practices
set in motion by the fast fashion production
cycles. Textile production is still considered
women’s work: the vast majority of clothing
workers globally are women, with less than 2%
earning a fair living wage and many trapped in
systemic poverty at almost every stage of the
long and shadowy supply chains. While many of
us enjoy the ease, speed and abundance, it is they
who are paying the price (Bravo 2020).

Clothing has a long political history, as
a form of manipulation and control, directly
and indirectly reinforcing dominant social
structures. It has been wielded as a system of
power, restricting movement and suppressing
desires. People have used garments as a
means of individual or collective expression
to make public statements and to confront
and destabilize entrenched oppression. When
clothes do not conform to accepted norms, they

reflect a struggle against the system. One of
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dpopio yia ta palika 6edopéva (big data), tn padikn
€MITAPNON ToU KatavadwTIKoU KoIvou, TN OTOXEUKEVN
Siagnpion Kai tnv epgdvion twv influencer ota péoa
KOIVWVIKNS 8IKTUwaonNs. XS PYEPES Was, autes/
ol ol tedeutaies/ol epyddovtal ota «gpyoatdaia
napaywyns eniBUpILoV», Griou dnpiIoupyoUV XpoviKd
UMNEPCGUMNUKVWEVOUS KUKAOUS TNs pias ntns addns
pobas, npoBdadAovtas pia opoBpovtia and asvaws
Kupaivopeves tdoels (trends). MoAAés NTuxés tns
KOIVWVIKNS, OIKOVOMIKAS Kal nepiBaddovtikns
KaTaotpo@Nns Mnou BIWwVoUUE auth th oTyun eival
EVOWHATWHEVES O€ HIa OEIpd and NPAKTIKES Mou
TiBevtal o e@appoyn and Tous taxeis KUKAous
napaywyns tns podas. H napaywyn ugaopdtwy
e€arofouBei va Bewpeital yuvaikeia doudeid: n
ouUVTPINTIKN NAglown@ia Twv gpyalopévwy atnv
napaywyn PouxICHoU NMAyKOCMiws €ival YUVTIKES,
pe pofis 2% anod autés va Kepdidouv évav dikaio,
aglonpenn pioBo, Kai noAAEs va eival nayideupéves
0TN CUOTNUIKN QTWXela oxebdv ae KaBéva and ta
0Tdd1a TwV PaKpwV Kal Unontwy £podiaotikwy
afduaidwv. MoAdoi/es anod epds anoAapBavoupe
TNV guKkodia, tnv taxutnta Kai thv a@Boviag, autés
nAnpwvouv to tipunya (Bravo 2020).

To vtdaiyo éxel pakpd noAItikn 10topia,
WS Hopen XxelpiopoU Kal edéyxou, KaBws
€VIOXUEI TIS KUPIOPXES KOIVWVIKES DOUES e
dueoo Kal éupeco tpano. ‘Exel xpnoiponoinBei
ws aguotnpa efoucias, KaBws neplopilel
TNV Kivnon Kal kataotéddel tis emBupies. Ol
avBpwrol £€xouv Xpnalyonolngel ta evoupata
ws PETO atopikns Kal cuAdoyikns €K@paacns
MPOKEIMEVOU VA KAvouv dnpdoles dSnAwaels Kal
va ap@ioBnthoouv Kal anoogtaBeponolngouy
edpaiwpéves Pop@es Katanieons. ‘Otav ta

pouxa dev aroAouBoUv ta YeVIKWS anodeKtd
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“Hatshepsut” (c. 1503-1482 B.C.), Osiride head found
at Deir el-Babhri, Egypt. Painted limestone sculpture,
Metropolitan Museum of Art, New York City.

«H XatoewoUt (nep. 1503-1482 n.X.), kepanh ayadpatos nou
BpéBnke ato Ntéip ed-Mnaxdpi, Alyuntos. Zwypagiopévo aoBe-
otoniBikS yAunTte, Mntporonitikd Mouaeio Téxvns Néas Yoprns.

the earliest examples of fashion’s subversive
potential can be found in Ancient Egypt, where
Hatshepsut, one of the first female rulers in
recorded history, wore the traditional beard of
the pharaoh to express her status and reinforce
her authority. There are many similar accounts

of women who individually used men’s attire

MPOTZEKT m
YEMEAAKI

KavovigTika npdtuna, avtavakAolv évav aywva
gvavtiov tou cuotnpatos. Eva and ta nio npwiya
napadeiypata Twv avatpentikwy Suvatotntwy tns
H6bas pnopei va evtoniatei atnv apxaia Aiyunto,
orou n Xatoewout, Yid and TS NPWIES YUVAIKES
apxnyouUs KpAtous atny Katayeypappévn latopia,
(popouae Tnv Napadooiakn yeveldda twv Oapaw
MPOKEIPEVOU VA EKPPACEI TNV KOIVWVIKOMOAITIKA
s Béon Kai va evioxuaoel tnv eGouaia tns. Yndpxouv
noAfés napopoles KATAYEYPAUMEVES NEPINTWOEIS
YUVAIKWY MoU Xpnaigonoinoav anod POves tous
avOpIKn evbupaacia NPOKEIYEVOU va AMOKTNGOUV
edeuBepia Kal npdoBaaon atnv e€ouaia. To Kivnpa
aneAguBEPWONS TWV YUVAIKWY €KAVE 0patn Thv
ekbnAwan tou péaa and ouddoyikés addayés atn
M6ba. 'HONn and vwpis, yuvaikes nou anaitovoav
I00TnNTa dpxicav va apvouvidl va Qopégouv
Us aBodes paKplés gouates pe ta noAdandd
Bapid pico@opia nou enéBadav ol I0xUouoes
HO6es—evOUpata nou 000 KUPIoAEKTIKA 000
Kal HETa@OpIKA éAgyxav tnv Kivnon, enéBafav
ToV KaBwonpeniopod Kal Nepidpidav ao@UKTIKA
tn duvapn. Ano@aociopéva dtopa €dwoav PAXes
EVAVTIOV TwV CUMBACEWYV €VOS KAtaniegTiKou
ouotnpatos, divovtas to ouvBnpa tns Céyepons
TOUS JIE TO V0 popoUV BpAKes (UAKPIES POUCKWTES
navtaddves) nou £yivav To avayvwpiopévo aupBoro
Twv gouppaletwy otis apxés tns HeKactias
tou 1900. Metd anod noAAEs yeVIES MVEUUATIKAS,
KaAAITEXVIKAS, KOIVWVIKAS, OIKOVOMIKAS Kal
oe€ouanikns Katanieons—~&lapéoou t600 tns
OIKIOKA 000 Kal Kpatikd emiBeBAnpévns Bias Kai
KaTanieons Twv SIKAIWUATWY TOUS—OI YUVCIKES
aywVioTNKav Katd Twv NePIOPITUWY TNS TAgns,
ToU @UAoU Kal Tou vtucipatos. Autd obnynoe

ous nepipnpes aneleubepwpéves «flappers» tns
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to achieve freedom and access to power. The
women'’s liberation movement manifested visibly
via collective changes in fashion. Early on, women
demanding equality began to refuse to wear the
cumbersome long skirts with numerous heavy
petticoats required by prevailing fashions—
garments that both literally and metaphorically
controlled movement, demanded conformity and
stifled strength. Determined individuals fought
against the conventions of an oppressive system,
signalling their rebellion by wearing bloomers
(long billowy pants) that became a recognized
symbol of the suffragettes in the early 1900s.
After many generations of intellectual, artistic,
social, economic and sexual oppression— through
both domestic and state-sanctioned violence and
suppression of rights—women fought against
the restraints of class, gender and clothing. This
led to the famously liberated “flappers” of the
1920s. Fashion thereby did away with suffocating
corsets and long skirts, unfettering the female
body in public in an expression of newly-won
emancipation.

The revolutionary 1960s youth culture
similarly pushed against strict and limited
gendered clothing options, launching a whole
new social order. Once again, fashion aesthetically
communicated these changes by sending anti-
establishment messages. While women burned
their bras, they also freed their bodies physically
and culturally by wearing mini-skirts and bikinis,
upending the fashion expectations of the 1950s
which mandated hats, gloves, conservative skirt
lengths and heavily structured and constricting
undergarments. New styles gave way to loose,

flowing fabrics and bold silhouettes across the
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dekaetias tou 1920. Me autdv tov tpdno n poda
EePOPTWONKE TOUS OOPUKTIKOUS KOPOEDES Kal Ts
HOKpIés @oUates, anodeopelovtas dNHOCIWS To
YUVaIKeio owpa, o€ pia EKppacn veoanoKtnBeioas
XEIPAPETNONS.

Mapopoiws, n veavikn KoudtoUpa tns
enavaotatikns Sexraetias tou 1960 taxBnke evavtiov
TWV auaTtNpWYV Kal NePIOPICHEVWY EUpuAwY
evbupatodoyikwv emAoywy, eloaydyovtas pid
VEQ KOIVWVIKN TaEn npaypdtwy. MNa aAdn pia gopd,
n Yoda enikoivawvnaoe aioBntikd autés ts addayés
otéAvovtas PnvUpata Katd Tou KateoTnpévou.
Tnv i61a nepiobo nou €Kalyav ta oouTiéV Tous, ol
yuvaikes aneAeuBépwvav enions ta owPatd tous—
uAIKA Kal NoAITIGUIKG—@oPWVTAS Mivl POUCTES
Kal JNIKivi, avatpénovias Tous KWOIKES Tns podas
tns 6ekaetias tou 1950 nou unayopeuav Kanéda,
yavtig, oUVTNPNTKA PAKN oUaTas Kal KATanieatika
€0wpouxa pe Bapid Kataokeun. Néa ot dvoigav
Tov dpopo og xaapa, aépiva updaopata Kal toApunpd
ox£61a nou agopoucav 670 To PAcpa Twv EUAWV.
O1 Avtpes €nions UNOVOHEUOAV TIS KOIVWVIKES Kal
€Upuies VOpUES, anapvoUHEVol Td NEPIOPICTIKA
KOOTOUMIO O€ PHOUVTA—ONWS Unayopeuav ta
KOIVWVIKA NBn—Xxpwpata, popwvtas noAuxpwya
pouxa Kal Jakpaivovtas ta paddid tous.

lows aKkdpa nio onPAavtikg eival to yeyovos
OTI MEXPI EKEIVN TN OTIYMA, TA NEPICTOTEPA pPouXa
@TIAXVOVTAV OKOMA OTO XEPI, EVIAS TOU ONiTioU.
MoAAés yuvaikes épuiaxvav 6Aov ToV POUXIGHO
YO TIS OIKOYEVEIES TOUS, KAl ws €K ToUTou,
avudapBavovtav tnv a&ia, téoo ot eninedo xpdvou
000 Kal o€ €ninedo Nopwy, NMou eixe N Napaywyn
OKOWa Kal evos Povo Kodpatou. Htav ouvnBes va
@opd Kaveis ta idia pouxa yia noAAd xpovia. Ta

avoIXTd XpWHATA Kal 0l Kalvoupyles oTUAIOTIKES
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gender spectrum. Men also undermined social
and gender norms, forgoing restrictive suits in
the socially-prescribed somber colors by wearing
colorful clothes and growing their hair long.

Perhaps even more important is the fact
that until this point, most clothing was still
handmade in the home. Many women made all the
clothing for their family, and therefore understood
the value, in both time and resources, dedicated
to producing even a single item. It was common
to wear the same garments for many years. The
bright colors and latest style trends—previously
attainable only by royalty and the extremely
wealthy—became accessible across the socio-
economic spectrum. The exponential growth of
industrial-made ready-to-wear items and the
widespread use of cheap synthetic fabrics, both
democratized and multiplied the reach of the
fashion industry. Desire was bolstered by the
proliferation of images promoting fashion and
consumer lifestyles in television, movies and
magazines. Clothing continued to be a tool to
express rebellion. Soon after, in the 1980s, punk
thrived on an anti-capitalism, anti-conformity and
anti-establishment ethos that railed against the
harsh economic backdrop of neoliberal politics
embodied by the Thatcher and Reagan eras.
Second-hand clothing and a distinct DIY aesthetic
countered the mainstream frenzy that glorified
the sparkle glam of the sleek and shiny disco
scene, as well as the conservative “preppy” and
“yuppie” looks that idolized elite white, wealth
and privilege.

Clothing continues to thrive as a form
of public advocacy for sociopolitical change

and rebellion. For example, in the early 2000s,
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tdoeis—nou nadidtepa Povo ta péAn BaoiAiKwy
OIKOYEVEIWV Kal 01 €aIpeTIKA nAoUaiol Priopoucav
va uloBethoouv—eyivav diaBéoipa oe 6o to
KOIVWVIKO-0IKOVOMIKO @dopa. H ekBetukn augnaon
TWV BIOPNXAVIKNS KATAOKEUNS £TOIMWY EVOURATWY
KOl N EKTETAPEVN XPNON QTNVWYV CUVBETIKWY
UQaopdtwy apevos ekdnpokpduaoav th Biognxavia
Ns Hobdas apetépou enéKTelvay thy epBédeid tns. H
eupeia 61a6oan eIkGvwV nou NpowBoUaoav th poda
Kal Tov KatavaAwTiKo tpono {wns atny tniedpacn,
TS KIVNUATOYPAPIKES TAIVIES Kal Td NePIodIKA
unodaudioe tnv emBupia. To vIUoIPo CUVEXITE va
anoteAei epyaneio éKppaons tns e€éyepans. Aiyo
apyotepa, tn Sekaetia tou 1980, to Navk AKpaoce
otn Bdon pias KouAtoUpas pe avTIKamTtaAIoTIKG,
avTIoUUBATIKOG Kal aviIKaBeoTwTIKG XapaKtnpa,
n onoia diapaptupotayv yia th okANPN OIKOVOIKN
AoyikA twv veoiAeAelBepwv NoAITIKwY nou
uAonoinBnKav Katd tn diakuBépvnon twv Bdtaep
Kal Piykav. Ta pouxa and 6eUtepo x€pI Kal i
161aitepn DIY aioBntikn avutdooovtiav otnv
Kupiapxn (pevitida Mou anoyeiwve Ty aoTpagtepn
aiyAn ts @avtaxtepd AaPnePNs VIIOKO oKNVAS,
aAAd Kal oTa cuVTNENTIKA oTIA ToU «yIanny (yuppie)
Kal Tou KoAeyionaidou (preppy) nou anoBéwvav tv
eAit twv nAoUcIwV AEUKWYV NPOVOHIoUXWV.

To vtuoipo e€akofouBei va nailel e€éxovia
podo ws popen dnpooias unoatnpifns tns
KolvwvikonoAitikns addayns Kai tns e§€yepans.
Ma napddelypa, otis apxés tns Seraetias
tou 2000, guyKeKpIigévol vapol otn Pwaia
anaydpeuoav Tis SNPOCIES GUYKEVTPWUEIS, GTOV
andnxo tns au§avopevns Adikns opyns egaitias
NS eKktetapévns ekdoyikns voBeias. KaBws
anayopeudtav va KatéBouv atous 6pduous yia

va 8iaénAwaoouy, o1 dvBpwnol SiapaptupnBnkav
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Russian laws prohibited public gatherings in the
wake of rising popular outrage at widespread
election fraud. Forbidden to take to the streets
to protest, people demonstrated by wearing
white, which became a recognized symbol of
resistance and a means to publicly announce
dissent without breaking any specific law. In
France, the Mouvement des gilets jaunes (the
yellow vest movement) made global news with
powerful images of demonstrations for economic
justice with highly visible vests as a symbol of
the working class. In the United States, after the

election of Donald Trump—a self-professed serial

Women's march, Washington, DC, USA (2017) Ted Eytan.

Mopeia yuvaikwy, Oudaiyktov, DC, HMA (2017) Ted Eytan.
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Qopwvtas AEUKA, Kivnhon nou PetatpdnnKe
0€ avayvwployévo oupBoAo avtiotaons Kal
Hégo Bnpadoias ekdnAwans avunakons xwpis
tnv napaBiaon onoloudnnote vApou. Xtn
laAdia, to Kivnua twv Kitpvwy yIAEKwyY €YIVe
NayKoopia eidnon péow twv duvatwy eIKOVwY
ano ts d1adnAwaoels Tou UNEP TNS OIKOVOMIKAS
dIKaloouvns, pe ta 1diaitépws opatd yiAéKa Ttou
va Agitoupyouv ws oUPBoAo TNs epyatiknS TAgNs.
Yus Hvwpéves MoAiteies, pyetd tnv ekdoyn tou
Donald Trump—e&v0s autoavaknpuypéVou Katd
ouppon ae€ouanikol napaBdtn—rta xelponointa
pol oKou@AKla Pe oxnpa Kegadns ydtas
onpatodotnoav tnv adAnAdgyyun evavtiov pias
HIOOYUVIOTIKAS KPATIKAS apXxns Kal odnynoav ae
€va Kivnpa Je oKkona to tédos tns napevoxanaons
oto nepiBdAdov tns epyaaias, to téAdos tns
oeGouanikns Bias Kal tnv npowBnon iocwv
SIKaIwpAtwy Kal iowv pigBuwv.

O1 SIa@nUICTIKES €Talpeies nou Spagtnpl-
onolouvtal otn Biopnxavia tns pédas €xouv eni
MOKpOV exkpetaddeutel ta aioBnpata anapéokeias
rnou npokanei n Unapgn Npaypatikwy pnodiwy atnv
npoaBaon og Npovapia Kal egouaia, epnodiwv nou
Bicwvovtal téoo and us yuvaikes 6go Kal ano ts/
Tous €yxpwpes/ous. 0o Kal nio avé@ikta 16avikd
Has BopBapdifouv pe eikdves nou npoBaddouv
M peadioTIKA NPATUNA OUOPQIAS Kal MPOAyouV
@avtaciwaoels andAnagiaotns noAutédeias Kai
nioutou. H épeuva deixvel 6T ta petoucapiopéva
16avIKA nou npowBouvtal Yyéoa anod eviatika
€NeCEPYATUEVES EIKOVES Kal TNV gupeia Siadoon
TWV HEGWV KOIVWVIKNS SIKTUWaONS €xouv 0dnynael
0€ ONPAVUKA PEiWan TNS AUTOEKTiUNGNS, 181aitepa
METAgU TwV VEWYV YUVAIKWYV Kdl TWV KopITaIwV

(Clay, Vignoles Kai Dittmar 2005). H ugnAdtepn
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sexual assaulter—the handcrafted pink pussy
hats signalled solidarity against a misogynistic
head of state and led to a movement to end
workplace harassment and sexual violence, as
well as promote equal rights and equal pay.
Advertisers in the fashion industry
have long exploited feelings of dissatisfaction
born out of real barriers to privilege and power
experienced by both women and people of color.
Evermore impossible ideals bombard us with
images that set unrealistic beauty standards
and foster expectations of unattainable luxury
and wealth. Research shows that the airbrushed
ideals advanced in highly manipulated imagery
and widespread proliferation of social media
have led to a significant decline in self-esteem,
especially among young women and girls (Clay,
Vignoles and Dittmar 2005). Greater participation
in the workforce means that women have
more autonomy, money and power. Yet as the
#metoo movement has made abundantly clear,
self-esteem is often undermined by hostile and
demeaning work environments, compounded by
the textile industry’s promotion of implausible
beauty and unsustainable fashion expectations.
Accounts of misogyny and exploitation of
fashion models are common, revealing the dark
shadows behind many of the glamorous images
we consume. Widespread abuse, often of very
young models, is rampant. Women, while earning
significantly less than men for the same work,
still spend three times as much on fashion and
beauty, striving for a sense of value and place in
a society that continues to judge them by their
appearance and to devalue, exploit, abuse and

discriminate against the female gender.
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OUMMETOXN OTNV ayopd spyaadias onpaivel 4t ol
YUVOIKES €X0UV NEPITOOTEPN AUTOVOiT, XpAATa Kal
duvapn. Qotdoo, dnws éxkave anoAUTws Qavepd to
Kivnua #metoo, guxvd n QUTOEKTIUNGN UNovopEeUETal
anod exBpIKA Kal PEIWTKA epyaciakd nepiBaddovta,
Ta onoia evioxuovtal and v npoaywyn evos
e€wnpaypatikoU HoviéAou opop@ids KaBws Kal
KN Biwolwy Npotunwy Podas and tn Biopnxavia tns
évbuans. O1 MEPIYPAPES NEPICTATIKWYV HIGOYUVIGHOU
Kal ekpetdddeuons eival ouvnBiopéves, Kal
anoKanUMTouV TIS GKOTEIVES OKIES Niow ano noAEs
and us Aapnepés €IKoves nou Katavadwvoupe. H
Kakonoinan, cuxva noAdu veapwv HovtéAwy, eival
diabedopévn kal avegéleykn. O1 yuvaikes, Yodovou
kepbiCouv onpavtikd Alyotepa anod tous Avopes
yia tnv idia epyaaia, e€akoAouBouv va {odelouv
TPEIS POPES NEPITOATEPA XPAKATA 0TN HOOA Kal TN
oHop@Id, NnadgUovtas va anoKTtnoouv pia aioBnon
ou aifouv Kal 0u diKkaloUvtal pia B€on og pia
Kolvwvia nou ouvexidel va us Kpivel ge Baon tnv
EUPAVION TOUS, Kl va anaglwvel, va ekpetaiievetal,
va KaKomolei Kal va Kavel Siakpioels eis Bapos tou
YUVaIKeiou @UAou.

H Koivwvia pas &exeldidel and aioBnpata
avendpKelas Kal anednigias €aitias twv pn
PeaAIoTIKWY NPOCOOKIWY OXETIKA HE TNV €IKOVA
TOU owHAtos Kal evos Bavauoa andvBpwnou
ougtnpatos éueuiwy duigpwy. Ta {nthpata
WUXIKNS UYEids Kal OwWHATIKAS €IKOvVas €ival
a&edidAuta ouvupacopéva Pe tn Biopnxavia tns
M66as. AvBpwniva SiKalwpata 6nws auto tns
€KNaibeuans, TNs 0TEyNs Kal TNS UYEIOVOMIKAS
nepiBaAyns—rta Bepédia tns OIKOVOUIKNAS
otaBepdTntas Kal TNs KOIVWVIKAS aopdisias—
anoteAoUv nAfov €idn noAutedeias, anAnoiaota

yia noAdouUs. H «Adon» nou npoo@épel n



PROJECT
SEMEDAKI

Our society is brimming with feelings of
inadequacy and despair from unrealistic body
expectations and a brutally-inhumane system
of gendered binaries. Mental health and body
image issues are inextricably bound up with the
fashion industry. Human rights such as education,
housing and healthcare—the foundations of
economic stability and social security—are now
luxury items, inaccessible to many. Ubiquitous
advertising and social media influencers offer the
“solution” of consuming one’s way out of misery
with one of the last vestiges of perceived power:
the ability to buy. Cheap, temporary substitutions
for real needs and rights take the form of the
momentary feeling of satisfaction at being able
to attain a part of the fantasy that advertisers
promise in a disposable 10-euro dress or a 1,250-
euro pair of “status” shoes.

Race and gender issues are likewise
entwined with fashion. Gender expression has long
been policed and silenced through strict codes.
For centuries, how one dressed was dictated by
both social norms and legal measures. Cross-
dressing ordinances (for example, laws against
men wearing skirts and women wearing pants) are
one of the main reasons we are so embedded in
rigid, binary understandings of gender. As a form
of protest, 100 schoolboys in Canada wore skirts
to publicly denounce sexism and homophobia. In
an Instagram post, Zachary Paulin (2020)—the

young organizer of the event—states:

Basically, a boy wearing a skirt is a sign
of resilience, solidarity, and support in the
intersectional battle for equality between

the sexes [...] The double standard on
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navtaxou napouoa diagnuion Kai ol influencers
TWV PETWV KOIVWVIKNS SIKTUwWaNs NPoKeIPEVOU
va anaddayoupe and tn pi¢épia pas eival va
Katavadwooupe, aflonoiwvtas €va and ta
tedeutaia ixvn e§ouaias pas, onws autn yivetal
avuANMTA: TNV ayopactikn pas Ikavotnta. Otnvd,
npdoKaipa unokatdatata aAnBivwy avayKwy Kal
SIKalwpdtwy naipvouv tn Hop@n Tou oTiydidiou
aigBnpatos Ikavonoinons nou pas Sivel n
IKOVOTNTA Vd KAVOUE BIKO Pas €va KOPWATI Tns
(avVTaciwaons Nnou unooxovtal ol SIa@nUICTIKES
etaipeies eite ye éva avadwalpo @opepa agias
10 eupw eite e €va euydpl nanoutaia-cUpBoAo
KoIVwVIKNS Katagiwaons a&ias 1.250 supw.

Ta ¢nthpata nou dntovtal tns QUANS
Kal to @UAou €ival enions cuvu@acpéva Pe tn
MO6a. H ékppaon tou @uUAou €xel eni HOKpPOV
aotuvopeuBei Kal PIpwBei péoa and auotnpous
KwbIKes. ENi alwves, o tpdnos viugiyatos twv
avBpwnwy unayopeudTayv T000 ano TS KOIVWVIKES
VOpHES 000 Kal anod VopIKA pétpa. O1 diatdgels
Katd tns napevduaias (yia napadeiypa, vopol nou
anayopeuav oTous AVIPES vd QopoUV PoUCTES Kal
otus yuvaikes va @opouv navieAdvia) anotedolv
€vav ano tous Kupldtepous Adyous nou egnyouv
ylati €ipgaote 1000 eyKAwBIoUEVOI O€ AKAUMTES,
duiotikés Katavonoels tou @UAou. Ev eibel
Slapaptupias, 100 pabntés oxoneiou atov Kavadda
@Opecav @oUaTa, MPOKEIPEVOU VA anoknpugouv
Tov 0€€I0pO0 Kal tnv opo@oBia. Ie pia avaptnon
oto Instagram, o Zachary Paulin—o veapos

dlopyavwtns tns diagaptupias—avépepe:

Ouclagtikg, éva ayopl Mou @opdsl (pouoTta
eival pia €véeign duvapns, addnAeyyuns

Kal UNoaTNPIENS atnv NoAUPoP®EN HAxN yia
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the way society views our women and
men is blatant [...] So, by wearing a skirt,
we are united and together against the
sexualization of women, and we are sending
amessage against toxic masculinity which
keeps boys from being who they truly are,

without judgment.

Trayvon Martin a young boy Killed by police was
considered suspicious because he was wearing
a hooded sweatshirt. This item of clothing first
became popular as athletic wear but transformed
into “thug wear” when young black men wore it
as a part of graffiti and streetwear culture. As
recently as 2020, laws in parts of the United

States prohibited fashions associated with black

Policing fashion public sign, Florida, USA (2020).

Anpdoianivakida aotuvépeuans padas, Adpivia, HMA (2020).
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v 1I06tnta twv @UAwy. Ta dUo péTpa Kal
0TaBud Ye Ta onoia n Kolvwvia avtpetwnilel
TS YUVOIKES Kal Tous dvipes pas eival
€€6pBadpa. Etal, Aoindv, popwivtas pouaota
OTEKOMOOTE eVWHEVOI Kal padi [otn paxn]
Katd tns oe€ouanikonoinoNs TwV YUVAIKWY,
Kal oT€AVOULE €va UNVURA KATd TNS TOEIKNS
appevwndtntas nou epnodidel ta aydpia va
efval autd nou eival Npaypatikd, xwpis va

npéEnel va upiotavtal onoladNmnote KPITIKA.

0 Trayvon Martin, éva veapo ayopi nou oKoTwBNKe
anoé tnv actuvopia, BewpnBnKe Unonto eneidn
(popoUoE £va POoUTEP HE KOUKOUAT. To GUYKEKPILEVO
QVTIKEIUEVO POUXIOHOU EYIVE APXIKA dnpo@IAES
WS Kopudt tns aBAntkns yKapvtapounas adfd
peTaAAdxBnKe o€ KOPPATI TNS «yKapvtapopnas
Tou KakonoloU» (thugwear), 6tav apxicav va to
(popoUV veapoi Haupol AVIpES ws HETO EKPPAcns
Tns KouAdtoupas tou graffiti Kal tns «podas tou
dpdpou» (streetwear). Méxpl noAu npocpata—
10 2020—vVvopol o€ opIgpEVES NePIOXES Twv HITA
anayopeuav ts JOdeS Nou oxeTioviav e Tn gaupn
pan Poudikn Kal tis/tous Kadditéxv(i6)es tou hip
hop, Kal nou TIs popoUacav Kupiws EyXpwHES VEES
Kal £€yXpwHol VEOI. e YEPIKES NOAELS, 01 TOMIKES
apxés Bewpouoav ta papdid navieAdvia ws £voeign
«QVTIKOIVWVIKAS» CUMNEPIPOPAS Kal T ouvedeav e
TS ouppopies. AUTO eixe ws anotéeapa tnv emBoAn
dlatdgewv nou npoéBAenav npdotiya oe 6aes/
60ous popoucav pouxa avdadoyou atid, Siatdgewv
nou enéBadav duocavdAoya OUXVES MOIVES O€
Haupa Kal Kagé owpata eneidn @opouoav pouxa
ouvnBiopéva, Snpo@iAn petagu twv opndikwy
(Demby 2014 Smith 2020). Tétoia napadeiypata

deixvouv KaBapd o Nws éva opiopEVo poUXo PNopef
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rap and hip-hop artists and worn predominantly
by youth of color. In some towns, local authorities
considered baggy loose pants to be “anti-social”
and connected with gangs. As a result, they
established ordinances that imposed fines
for wearing this style that disproportionately
penalized black and brown bodies for wearing
ordinary clothes popular within their peer group
(Demby 2014; Smith 2020). Such instances
demonstrate how some consider particular
clothing enough reason to deem someone criminal
and threatening.

Moreover, the fast-fashion system con-
tinues the legacy of colonialism. As Kalkidan

Legesse, an ethical fashion activist points out:

Of the 74 million textile workers worldwide,
80% are women of colour. Brands have
created a production model that keeps
garment workers poor and working in
unsafe conditions to maximise their
own profits. The buying practices of fast
fashion include turning a blind eye to illegal
subcontracting and allowing forced and
unpaid overtime. These practices have
incentivised the erosion of garment worker
rights by manufacturers and government.
The economic exploitation that fast fashion
is reliant upon is a legacy of colonialism.
From the 1500s until the middle of the 20th
century, European imperialism was a way
to create extractive states and oppress
non-white people. The legacies continue to
this day. Western consumers want cheaper
clothes and brands want to make larger

profit margins. The knock-on injustices and
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va ekANgBei and pepikoUs ws IKavos Adyos yia va
BewpnBei Kdnola/os eykAnpatias n aneiAn.
EninA¢ov, to cUotnpa tns ypnyopns podas
Sialwvidel tnv napakataBnkn Tns anolkioKpatias.
‘Onws enionpaivel n Kalkidan Legesse, akuBiotpia

unép tns nBIkNs podas:

Ano ta 74 ekatoppUpia epyalopévwy atny
kAwaotoUpavtoupyia, to 80% eival éyxpwpes
yuvaikes. O etaipeies €xouv Snpioupynael £va
NapaywyIKo HOVTEAD MOU KPATA TOUS TIS/Tous
epyaldpeves/ous otnv Biopnxavia pouxwv
OTNV aVEXEID Kal TIS/Tous avaykadel va
epyadovtal KAatw and pn aopaneis ouvBNKes,
MPOKEIJEVOU VA PEYICTOMNOINTOUV Ta BIKG
ToUs KEpON. OI aYOpaOTIKES MPAKTIKES TNS
ypnyopns podas cupnepidapBavouy To va
Kdvel Kavels ta otpaBd pdua otnv napdvopn
unepyonaBia, KaBws Kal To va enitpénel Ty
KATavayKao KA Kal anAnpuwtn UNepwpIarn
epyaoia. AUTES ol MPOKTIKES pixvouv vepod
otov HUAo tns SidBpwaons Twv dIKaIWPATWY
Twv gpyaldopévwy atn Biopnxavia pouxwy,
Mou UMOKIVEITal and KataoKeEUAaTES Kal
KuBepvnoeis padi. H oikovopikn eKpetdiieuon
otnv onoia Baaoiletal n yphyopn poda eival
gia napakataBnKn Tns amnoiKioKpatias.
And to 1500 péxpl ta péoa tou 200U alwva,
0 EUPWNAIKOS IuNepIaAiopds anoténeoe
poxAo dnpioupyias twv Aeyopevwy
€COPUKTIKWY KPATwWV Kal KAtanieons twy
un Aeukwyv avBpwnwv. O napakatabnKes
ToU ouvexiCouv péxpl TS pépes pas. Ol
dutikés/ol Katavadwtples/wtés BEAouv
@tnNvoTeEPa pouxa Kai ol etaipeies BéAouv

va augnoouv ta nepiBuwpla képdous tous. Ol
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exploitation in fashion’s supply chains are
either accepted by consumers or obscured
by conscious marketing campaigns peddling
female empowerment.

(Legesse 2020)

The fashion industry is built upon a racist,
sexist, homophobic, misogynistic and colonial
history. However, the underrepresentation and
tokenization of people of color in the echelons
of power within the fashion industry, as well as
the continuing reliance on economic exploitation
for cheap, unhealthy and precarious labor, is
now becoming more publicly acknowledged and
challenged.

Not only is fashion one of the most
exploitative global economic forces, instrumental
in political and social power, but it is now also
among the world’s most wasteful and polluting
industries. Over the past 15 years, fast fashion
has exponentially increased textile production.
The warped speed and inflated proliferation of
images have heightened perceived obsolescence,
leading to unsustainable overconsumption and
enormous waste. We now produce 100 billion new
garments every year. This overproduction creates
more pollution from chemical fertilizers, dyes and
microplastics, exacerbates the exploitation and
hazardous conditions of many garment industry
workers, and results in huge quantities of unwanted
and unused clothing. The industry has become an
interwoven system of unsustainable and toxic
practices, bolstering profits for billionaires by
the exploitation of cheap labor, while destroying
our water ecology and creating waste around

the world. Hence, instead of being one of the
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napdanieupes abikies Kal N ekpetandeuon
otIs €@odlactikés anuaides tns podas
efte yivovtar anodektés and ts/tous
Katavadwples/WIES eite anooiwnouvTal
OUVEIBNTA ano Ts SIAPENUICTIKES KAUNAVIES
rnou nouAdve yuvaikeia evduvapwaon.
(Legesse 2020)

H Biopnxavia tns pédas eival xtigpévn ndvw oe
HIO pataloTiKN, 0eCIOTIKNA, OHO@OBIKN, HIGoyuVI-
OTIKA Kal anolKIoKPpatIKN Iotopia. Evtoutols, n
UMOEKMNPOoWINan Kai n delypatoAnntikou tunou
avUMNPOCWIEUON TWV EYXPpWHWY avBpwnwyv
ota KAIpdkia e€ouaias evtds tns Biopnxavias
ns podas, KaBws Kal n dlapkns e§aptnan ano
TNV 0IKOVOUIKN eEKPETAAAgUAN yia Tnv Napaywyn
@tnvns, avBuyieivis Kai eniopafous gpyaocias
apxigouv nA¢ov va avayvwpidovtal eupUtepa Kal
va ap@ioBntolvtal.

H pdbda 6ev eival pdvo pia and us niéov
EKPETANAEUTIKES OIKOVOUIKES BUVALIEIS MOYKOOWiWsS,
aAAd ouyKatadéyetal ma Petagl eKeivwy Twv
Blognxaviwy Mou napdyouv td MNePIcootepa
anoppippata Kai purnous atov nAavitn. Ta tedsutaia
15 xpavia, n ypryopn poda éxel augnael eKBETUKA thv
napaywyn ugacpdtwv. H adiavontn taxutnta Kai
NANBwPICTIKN €£GNAWON TWV EIKOVWV EMNITAXUVOUV
Tnv anagiwaon twv NpoidvIwy, odnywvtas oe Jid hn
Biwaolpn unepkatavadwaon Kai tepdotia onatdadn.
Mapayoupe nA¢ov 100 SioeKkatoppUpia véa evoupata
KAdBe xpdvo. Autn n unepnapaywyn npogevei
nepIooOTEPN pUNAvon and XnNUIKA Aindopata, Bagés
Kal MIKponAQoTIKG, eniteivel Tny eKPetanAeuon Kal
Us enikivbuves ouvBnKes epyaaias yia noAdés/ous
epyadopeves/ous otn Biopnxavia eviupdtwy, Kal

KataAnyel oe Tepdoties NoooTNTES aveniBUPNTwY
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“Buy Second Hand”, Catwalk against Fast Fashion, public
space intervention. House of reFashion in collaboration
with Fridays for Future GR and Extinction Rebellion GR,
Ermou main shopping street, Athens, Greece (2020)
Manolis Savvakis.

«Wwviote Aeltepo Xépi», Maoapéna evavtia atn Mpryopn
Ma66a, napépBaon oe dnpdaio xwpo. House of reFashion
o€ ouvepyaaoia pe Fridays for Future GR kai Extinction
Rebellion GR, kevtpikn ayopd atnv 066 Eppou, ABhva
(2020) Mavwdns £aBBakns.
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Kal axpnaoipgonointwy pouxwy. H Biopnxavia €xel
yivel éva ouotnpa pn Biwaigwy Kal To§IKwv
MPOKTIKWY nMou aufdvel ta KéPSn Kdanmolwv
dlogkatoppuploUXwV PEow TNs ekpetdddsuons
NS PTNVNS epyaaias, evw napdAdnAa Kataotpépel
tnv oikoAoyia Tou vepou Kal napdyel anoppippata
o€ 0AoKANpo tov Kdopo. Qs €K toutou, avti ta
pouxa va anoteAoUv €va and ta nio noAUtipa
KOMPATIa TS olKovopias, undpxouv niAéov tdoo0
adlavontes avioopponies, WATe EKATopUpIa pouxa
Kal UACHATa Nou Napdyovtal KaBnpepIva va €xouv
pn&evikn agia, va pn xpnaigonolouvial noté, Kal
€ite va netioUvtal aneubeias og XwUATEPES €ite
va Kaiyovtal.

Mia ano us KUples Nnyés otepewy dnpo-
TIKWV anoppigpdtwy, nayKkoopiws, eival ta
u@dopata: pouxa, nanoutaid, CEVIOVIA Kal
NeToETES—EKATOUKUpPIO TOVOIl KABe xpovo. H
nogdtnta autn eival nevianAidoia o€ oxéon e 10
1960, evw eKkTipdtal 0Tl €ws Kai 30% Twv pouxwv
dev nwAeital noté. Moadtnta poUxwy ion pe éva
anoppIMHato@apo yePdto Pe pouxa Kaiyetal n
NETIETAl O€ KAMOIO XWHATePn KABe Seutepdento
(UNEP 2018). Mpdo@ata okavéaia atn Biopnxavia
HOb6as anokdduwav Ot OpICPEVES eTalpEies
pouxwv noAutedeias €Kalyav anouAnta npoiovta
aias eKatovtiadwv eKatoppupiwy doAdapiwv
MPOKEIPEVOU VA KN PEILOOUV TIS TIMES Kal va Unv
apaupwaouv Thv—aneuBuvdpevn oe Aiyous Kai
ekAeKTOUS—eIKOVa Tous. H Kakn Siaxeipion twv
anoppIPPdtwy £xel emidelvwoel—rta tedsutaia
d€Ka xpovia—rto npdBAnpa otnv EAAGda, onou
T0 N0000To avakukAwaons udikwyv eival 18%,
ONPAVTIKA HIKPOTEPO and to 39% tou eupwnaikou
HEaou 6pou. Ews Kal 1o 95% Twv NETAPEVWY poUXwY

Kal upaopdtwy ous Xxwyatepés Ba pnopouoe va



PROJECT
SEMEDAKI

most valued items in the economy, we now have
such absurd imbalances that millions of textiles
produced every year have zero worth, are never
used, and dumped directly into landfills or burned.

Globally, a main source of municipal solid
waste is textiles: clothes, shoes, bedding and
towels—millions of tons every year. This amount
has increased five-fold since 1960, some estimate
that up to 30% of clothes are never sold. The
equivalent of one garbage truck full of clothes is
burned or dumped in a landfill every second (UNEP
2018). Recent fashion industry scandals revealed
that some luxury brands burned unsold products
valued at hundreds of million dollars, rather than
reduce prices and tarnish their exclusive brand
image. Waste management has compounded the
problem over the last 10 years in Greece, where
the material-recycling rate is 18%, significantly
lower than the European average of 39%. Up to
95% of textile waste in landfills could be recycled.
Greece has already paid 51.2 million euros in fines
for the overflowing illegal landfills (Lialios 2018)
and catastrophic environmental damage could
potentially occur if current growth trends continue.
Never has it been as critical to open up discussion
on climate change and the exploitation, waste and
pollution inherent in the current textile industry.
The unsustainable and damaging effects of this
1.3 trillion-dollar global business compel us to
rethink how we approach fashion.

The House of reFashion project, which |
started in 2017, aims to call attention to this
history of textiles on both a global and domestic
scale, and within a mythical and everyday context,
to demonstrate that fashion can be a powerful

collective and creative force. Working with
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avakukAwBei. H EAAGSa éxel ndn nAnpwoel 51,2
EKATOMMUPIO EUPW € NPACTIUA YIa UNePnANpPEIS
napdvopes xwpatepés (Lialios 2018), evw evoéxetal
va enéABel Kataotpo@ikn nepiBaddovurn BAdBN av
Ouvexioouv ol NapoUoes augntikes tdaoels. Moté bev
Atav téoo Kpioipo va avoi§oupe tn cudntnon yupw
and tnv kAIgatikn addayn Kal thy ekpetaddsuaon,
Tn onatddn Kal tn poéduven nou evénpouv otn
ouyxpovn Biopnxavia ugdopatos. Ta pn Biwaiya
Kal eniBAaBn anoteAéopata autns Tns NAyKOoUIas
EMIXEIPNPATIKNS dpaotnpidtntas—agias 1,3
SlogKatoppupiwy doAapiwv—pas UNOXPEWVOUV
va £avaoKe@ToUPe TOV TPOMo e TOV Omnoio
npooeyyifoupe tn poda.

To npdtekt «House of reFashion», nou
€erivnoa to 2017, €xel gav gKkonod va oTpEWEl TV
npogoxn twv avBpwnwyv ge autn tnv iotopia
TWV UQaoPdTwy 1000 Og NAyKoopia 600 Kal
o€ tonikn KAipaKa, Kal géoa ge éva PuBIKG Kal
KaBnpepivo nAaioio, va Katabeiel 6t n poda
pnopei va anoteAéael pia 1oxupn ouAdoyIKn Kal
dnpioupyikn dUvapn. Aoudslovtas pe xaplopéva
XpNnalgonoinyéva pouxad, Sev Jou NNPE Kaipo va
dlaniotwow o6t n otoiBa pe ta axpnoiyonointa
enayyeAPatIKG KootoUdia €UEVE AVEYYIXTN.
Kapid/kaveis dev nBede éva nadid Kootoupl,
napd to yeyovas 0TI ouxvd td KootoUpld autd
MOAIs nou gixav xpnolponoinBei, Kal emnAgov,
NTAV KOTOOKEUdOMEVA anNO €§AIPETIKNS
noiétntas paddi, BapuBari n petdgl. Etal, Aoindy,
n npwtn pas dpdon ota nAdaicia tou reFashion
EMIKEVTPWVOTAV 0TO ENAYYEANATIKO KOOTOUI—
€va epBANpatike Kal diaxpoviké gupBodo tou
nAoUtou, tns SUTIKAS NATPIOPXIKNS Kolvwvids
Kal tou KanitadiogoU—Trou €ixe petatpanei og

aveniBupnto andppippa. Ta KEvipa tns e§ouaias,
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donated used clothes, it was not long before
| realized that the pile of used business suits
was left untouched. No one wanted an old suit,
despite the fact that they were often barely worn
and made of fine wool, cotton or silk. Our first
reFashion project, therefore, focused on the
businessman suit—an emblematic and enduring
symbol of wealth, western patriarchal society and
capitalism, which had become unwanted waste.
The centers of power, money and global influence,
are still dominated by men in the standard
western suit. People from all over the world
conform to this distinctly Eurocentric fashion.
Against this aesthetic, “reFashion: for a post-
capitalist world” was a DIY fashion intervention
to destabilize this power. The result was a fashion
show that featured a collection of deconstructed
suits, turned inside out and upside down—a
transformation demonstrating the potential to
reorder the oppression and greed of our current
system. Restructuring the power suit, ripping it
at the seams, twisting it, rebuilding it, signified
arefusal to accept a business-as-usual attitude
and advocated for a subversive, experimental and
collective response.

#ProjectSemedaki, which is documented
in this book, is the result of finding beautiful
handmade textiles donated in bulk; unwanted,
despite being exquisitely made and uniquely
beautiful. The semedaki is a traditional crochet
handicraft, hugely popular in Greece for
generations but now mostly considered cliche,
tacky and useless. Until as recently as the 1980s,
domestic production by Greek women, sewing,
Knitting, embroidering and crocheting, was still

widespread. There was a general understanding
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TOU XPNUATOS Kal TNS NAayKoopias enippons
e€akoAouBouv va KupiapxoUvtal and Avipes nou
@opoUV TO TUMIKO HUTIKG KoaToUI. AvBpwnol
anoé 6Aov ToV KOOHO0 CUHMOoP@WYVOVTal HE auth
TNV XOPAKTNPIOTIKA EUPWKEVTPIKN Hoda. Kovipa
o€ autn tnv aioBntikn, to épyo «reFashion: yia
€vav petaxkanitaiiotikd Koopo» Asitolpynae gav
pia DIY napépBaon yia tnv anootaBeponoinon
autns tns eouaias. To anotédeopa ntav pia
eniéeign podas nou napouaiace pia cuAdoyn and
anodounUEVa KOOTOUIT, YUPIOHEVA HEDT €W Kal
NAvw KATw—HIa HETAPOp@Won nou avadeikvue
Tn duvatdtnta va Netuxoupe Tny avadidtagn tns
Katanieons Kal tns anfinotias Tou TpE€Xovios
ougthApatos. H avadépnon tou KootoupioU ws
oupBodo e€ouaias, o ENAwpa Twv pagwy Tou,
T0 OTPIYIKO Kal Eava@Tagiuo tou onpatodotouoe
TNV dpvnon pas va anodextoUye Hia vootponia
ToU tunou business-as-usual Kal tacadtav unép
HIOS avaTpENTIKNS, NEIpaUatikns Kal cuAAoyIkns
andvinons.

To #MpotleKkZepedbaKi, Nou nNeplypagetal
o€ auto to BiBAio, Npoékuye anod tnv avakdaduyn
OHOPPWV XEIPOMOINTWY UPAVTWV MOU XapioTnkav
Me to taouBdnlr upavtd aveniBupnta, napd to
YEYOVOS OTI ATV UNEPOXA KATAOKEUAOHEVA
Kal povadikd dpop@a. To geuebdkt eivarl €va
napaboaiako XEIPOMoiNTo AVTIKEIMEVO @TIAYHEVO
Me BeAovaki, e€aipetikd dnuogiAés atnv EAAGGa
yla yeveEs eni yevewv, NMou Opws nia Bewpeital,
Katd Kuplo Adyo, EeNepadpévo, KITS Kal axpnato.
Méxpi noAu npoéc@ata—rtn 6ekaetia tou 1980—n
OIKIOKN Napaywyn xelpotexvias anod EAAnvibes nou
¢paBav, €énAekav Kal Keviouoav (Pe BeAovaki) ntav
aKopa Siadedopévn. YANpXe Hid YEVIKN Katavonaon

TOU KOOTOUS Kal tns e@odlactikns aduacidas.



PROJECT
SEMEDAKI

#ProjectSemedaki studio: Maria Juliana Byck with a young
resident of the Victoria Square neighbourhood preparing
for the reFashion show (2019) Francesca Della Seta.

Y10 otouvtio tou #ProjectSemedaki: n Maria Juliana
Byck pe pia veapn Kdatolko tns yeitovids tns MNAateia
Biktwpias npoetoipddovtal yia tnv enibei§n reFashion
(2019) Francesca Della Seta.

of the costs and the supply chain. Although less
so than in previous generations when fiber and
dyes were grown on land, and weaving and sewing
done by hand. The work, skill and time invested
in each item established value—the true cost
of a garment was clear and this understanding
led to minimal waste. The semedakia embody
women’s knowledge, passed down over
generations. They thereby signify the importance
of domestic histories and female contributions to

collective wisdom and care work that are typically
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Mofovot 6x1 tdoo peydAn 600 g€ NponyouUlEVES
YEVIES, Otav ol ives Kal ol Bagés KaAdiepyouvtav
0TN YN, Kal TO YVECIHO Kal TO pAyIpo Yivovtav ato
xépl. H doudeid, n 6e€lotexvia Kal o Xpovos nou
enevbuovtav og KABe KopuAt Tou anédibe afia—n
NPayHatikn agia KABe poUxou Ntav @avepn, Ki autn
n Katavonan odnyouaoe otnv eAaxigtonoinan twv
anoppIppdtwy. Ta ogPedAKIa EVOWHATWVYOUV Tn
yuvaiKeia yvwaon nou petaddBnKe and yevid oe
yevid. ZInpatodotolv ws €K ToUTou Tn oroudaidtnta
TWV OIKIOKWY I0TOPIWV KAl TNS YUVAIKEias
ouvelopopds otn auAfoyiKn cogia Kal thv epyaaia
MEpIUvas, Mou €ival Katd Kavova UNoTIPNUEVES,
QyVONUEVES N KPUUKEVES OTIS JEYAAES apnynagls
Mou Kuplapxouvtal ano Avipes.

To #MNpdtleKkXepebaki, pépos tou «Creative
Reuse Lab» nou idpuoa oto Victoria Square
Project atnv MNAateia Biktwpias, atnv ABnva,
XTIOTNKE NAvw O€ UPAvToupylkés napabdoels
nou avantuxBnkav and yuvaikes Péoa ato
61dBa xidietiwv. To NpdtleKT KAAeae TNV TOMIKN
KOIVOTNTd, NMPOKEIYEVOU VA HOIPACTE TEXVIKES
enavaxpnaiyonoinons o eB6opadiaia pabnuata
andknons Se§lotntwv Kai va avadiaveipel pouxa
Kal updopata—nou, d1a@opetikd, ynopei va
KatéAnyav ws SNUOTIKA anoppigpata—péaa ano
avtaddayés pouxwv oe pnviaia Bdon. H KopUgwon
ToU NpatdeKT ntav pia dnpooia nideign reFashion,
otnv onoia ta oxédia eixav npoéABel and pouxa
Mou €ixav XapIoTei Kal €V oUVEXeia PeTapop@wBei
o€ €va NPOCWPIVO EPYACTAPIO, AVOIXTO aTn
yeitovid. Onoladnnote/onoloodnnote prnopouce
va PMel Kal va guv-oxedidoel ta §1Kd tns/tou
guvoda. 0 guvbuacopos avenBuuntwy pouxwy ano
deUtepo xépI e uwnAns NoldTNTas Kal eEaIPETIKNS

KOTAOKEUNS Jovadika oepeddKia kaAdiEpynaoe pia
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undervalued, ignored or concealed in the grand
narratives dominated by men.
#ProjectSemedaki, part of the Creative
Reuse Lab that | established at Victoria Square
Project, in Athens, Greece built upon textile
traditions developed by women for thousands
of years. The project brought together the local
community in order to share upcycling techniques
in weekly skill sessions, and to redistribute
textiles—that might otherwise have ended up
as municipal waste—with monthly clothing
swaps. The project culminated in a public
reFashion show, with designs made from donated
clothing and transformed in a temporary studio
open to the neighborhood. Anyone could come
in and co-design their own outfits. Combining
unwanted second-hand clothing with high quality,
expertly crafted and unique semedaki cultivated
a new relationship to clothes, the meaning
they have and the future they can prescribe.
Each mass-produced, cheap, generic and low-
quality garment embodies the destruction of
our environment and the suffering of unknown
workers. The personalized garments produced
in the #ProjectSemedaki studio reflected the
exact opposite. The design process was enriched
by a respect for the uniqueness of every body,
and the dedication of time and care that went
into each semedaki, resulting in clothes that
honored individuality and skilled crafts. The
final presentation took place in a public space
to showcase sustainable designs, and to raise
awareness of the over-consumption of low-
quality clothing, while offering fun, easy, cheap,
DIY alternatives. Inspiring more sustainable

fashion choices and honoring traditional craft,
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v€Q gX€on Pe ta pouxd, To VONHA Mou autd €Xouv
Kal to péAdov nou pnopei va npodia@pdgouv.
KdBe @tnvd, tunonoinpévo, xapnAns noidtntas,
HadIKkd KATaoKeUaopEvo EvBuua ePnePIEXEl TNV
Kataotpo@n tou nepiBdAdovtos Kal ta Bdoava
dyvwotwv epyat(pl)wyv. Ta e§atopikeupéva
evbupata nou napdxBnKav gto epyactnpio
Tou #MpotlekZepeddrI avTINPoOoWNeEUAyV To
akpiBws avtiBeto. H iadikaaoia tou oxediaopou
eundoutiotnke and tov oeBagpd atn
Sla@opeTIKOTNTA KABE OWATOS, Kal TOV XpOVo Kal
n ppovTida nou agiepwBnKav oe KABe Eexwplotd
oepebaKI, pe anotéAeopa ta pouxa va THoUV Ty
aTOMIKOTNTA Kal Th de€lotexvikn epyaaia. H tedikn
napouciaon npaypatonoinBnKke atov dnpoaio
XWPOo, e aKkond tnv enideign Biwaoipwy oxediwv
Kal tnv euaiocBntonoinon oto QaivoPeVo TNS
unepkatavaAwaons poUxwv xaunAns noidtntas,
NpocPEPOVTAs TautdXxpova EUXAPIOTES, PTNVES,
DIY evaddaktkes. MpowBwvtas neplioogdtepo
Biwaoipes evbupatodoyikés eniAoyés Kal
TIHwvTas tnv napadooiakn téxvn, ta katd 100%
avakuKAwpéva pouxa Kal updopata KatédeiGav
tn duvatotnta Unapgns pias peAAOVTIKAS
Kolvwvias PndevIKwy anoppIgpdtwy Kai hidas
TOMIKNS, KUKAIKAS OIKOVOWIas atnv onoia tinote
dev anoppintetal, aAdd oxedidletal wote va
enavaxpnaigonolinBei unod vées HopgéEs.

‘Ofes Kal 6Aol €xoupe avaykn ta pouxa,
Kal PepIKES/ol anod pas ayandye Kal eniBupoUpe
Ta pouxa, tn Yoda Kal ta updoparta. MpoKeital
yila Bepyediwdn ogtoixeia tns avBpwnivns
KoudtoUpas Kal NS dTopIKNS ék@paocns. Eival
MEPOS TNS TAUTATNTAS Kal TNs KaBnpepivhs uas
{wns* gvtoutols, €Xouv YiVel, gg NAyKOouIa

KAipaKa, agopnta oKANPA KAl KATAGTPOPIKA.
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the 100% recycled textiles demonstrated the
possibility of a future zero-waste society and
a localized, circular economy in which nothing
is disposed of but rather designed for re-use in
new forms.

All of us need clothing, and many of us
love and desire clothing, fashion and textiles. It
is an essential element of human culture and of
individual expression. It is a part of our identity
and daily life, yet on a global scale, it has become
viciously cruel and destructive. In our clothing
choices lies the potential to create enormous social
and environmental change. Our collective actions
can lead to a more sustainable, equitable world.

Often the entire structure of human culture
is likened to a textile, interwoven threads that
together create the “fabric of society.” Fabric can
be strong and resilient, but if one pulls just the
right thread, it can come undone with surprising
speed. With the fashion industry unraveling at
its foundations, now is the right moment to
look back at the history of textiles as women’s
work and an enduring form of communication
and rebellion. Fashion is often trivialized as
frivolous or non-consequential, yet in actuality,
it is a powerful social, political and economic
force. Our clothes can make a statement about
our beliefs and vision for the future. We can build
anew relationship to textiles, one that reaffirms
their value and ends complicity in a toxic and
destructive fashion industry. We can choose to
participate in propagating the systemic racism,
environmental catastrophe, and social oppression
that are intrinsically part of most clothes we wear.
Or we can confront the problem and demand more

sustainable and fair practices, just as generations
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Yus evbupatoAoyiKEs pas emidoyEs evundpxel
n duvatdtnta Napaywyns Tepdatias KoIVWVIKNAS
kai nepiBaddovukns aAdayns. O1 cuAAoyIKES
Has 6pdoeis pnopouv va odnynoouv ae €vav nio
Biwaipo, &ikaio Koapo.

Tuxva oAdKAnpn n Sopn tou avBpwnivou
noAditiopou napadAnAiletal ye éva Upaopa—
ouvu@aopéves KAwotés nou odes padi
OUYKPOTOUV TOV «KOIVWVIKO 10T0». To u@avto
auto unopei va gival Suvatd Kal avBeK ko, adAd
av kdnola/os tpaBngel akpiBws tnv KAwaGTH Nou
xpeladetal, ynopei va §nAwBei pe ekNANKTIKA
taxutnta. Me tn Biopnxavia pédas va Eeptidel
€K BaBpwyv, Twpa €ival n cwaotn oTUyPN va
Koltd§oupe Npos ta MNicw, TNV I0Topia TwWv
U@AOUATWY Kal TwV poUXwV ws €va YUVAIKEIO
€PY0 Kal pia duvatn Pop@n eniKoIvwyvids Kal
€géyepons. Luxvd n p6da unotdtal ws pnxn Kal
acnpavtn, aAdd otnv Npaypatkotnta NpoKeital
Y10 HIO I0XUPN KOIVWVIKA, MOAITIKA KAl OIKOVOUIKN
duvapn. Ta poUxa pas Pnopouv va KAavouv pid
6nAwon yia ts nenoiBnoels Kal to dpapd pas
yia to péAdov. MnopoUpe va xtiooupe pia véa
OX£0N HE TA UPAOHATa Kal ta pouxd, Hid oxéan
nou eniBeBalwvel tnv a&ia tous Kal teppatilel
TN GUVEVOXN HE Hid TOEIKN Kal KATaoTpo@Iikn
Biopnxavia podas. Mnopoupe va emAégoupe va
OUMMETAOXOUPE oTNV Npowbnan tou cucsTnpiKoU
patoioyoy, tns nepiBaAdovtiKAs KataotpoPns
Kal TNS KOIVWVIKAS Katanieans nou anotedolv
EYYEVES TUNMA NS NAEIOVOTNTAS TWV POoUXwWVY
nou gopdye.'H pnopoUye va avtiPeTwnicoups
10 NpABANUa Kal va anaithooupe nio BIwaoIPES
Kal diKales NPAKTIKES, Onws akpIBws To ékavav
aAdes yeviés BappaAéwy Kal ano@acioPévwy

avBpwnwyv nou taxBnKkav unép tns aAdayns, ev
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of bold and determined people have advocated
for change, in part through their clothing.

Over the following pages, you will find
texts about the social and political history of
fashion and craft by artists, scholars and cultural
commentators, all inspiring us to rethink our

relationship to clothing and textiles.

IT IS TIME TO RETHINK FASHION
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MEpel H€oa and ta pouxa nou gopouoav.

Yus oedibes nou akoAouBouv, Ba Bpeite
Keideva yUpw and tnv KoIVwVIKN Kal noAItiKn 1otopid
TNs Uobas Kal tns xelpotexvias anod kaAAitexv(id)es,
aKadnydikoUs Kal NoAItITUKES oXoAIAOTPIES, Keileva
MOU 0T0 GUVOAOG TOUS LaS EPNVEOUV VA §OVACKEPTOULE

TN OXEON JAs e Ta UQAoHata Kai ta pouxa.

QPA NA TANAZKEOTOYME TH MOAA

REDUCE  EAATTQIE

REUSE  EMANAXPHEZIMOMOIHZE

REPAIR  EMIZKEYAZE

RECYCLE ~ ANAKYKAQIE
SHARE  MOIPAZOY
SWAP  ANTAAAAZE
REFASHION  EMANAZXEAIAZE
OO0
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All Semedakia

lead to the Other

Embodied Textile Memories
and Queer Public Interventions

George Kalivis

Paraphrasing the saying “all roads lead to Rome”,
this short text argues that “all semedakia lead
to the Other” to acknowledge the multiple ways
through which traditional crocheted textiles may
both separate and connect oneself to others,
via enacting a felt space-time relationship
with the world. On the occasion of writing
about #ProjectSemedaki, | draw on my memory
of woven artefacts to intimately locate the
affective agency of the semedaki—a type of
Greek ornate handmade textile. On the one hand,
the remembrance of childhood imaginations
embedded in the semedaki—along with various
domestic performativities and traditional
survival tactics—allow it to function as a lived
piece of clothing that connects us to a kind of
“becoming other” through the “grandm(other)”.
On the other hand, the public celebration of the
semedaki, as a technique of remaking ourselves
creatively through handicrafts, enables a queer
reclaiming of its traditional origins. Being an
Other through the semedaki, means to form a
quotidian relationality with the world, where
becoming oneself indicates an unfamiliar embrace
of otherness as a form of uniqueness, inside and
outside the body. Eventually, not only does a
provocative fashion intervention, such as Maria
Juliana BycK’s #ProjectSemedaki, enable a queer

mechanism for “slowing” time—to remember
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‘Ofa ta Zepeddkia

obnyouv oto AAfo
Jwyarornoinuéves MvAuec Ypavtwv
Kat Kounp Anudaiec lMNapeuBdoeic

MNwpyos KaAuBns

Mapagpdlovtas to pntd «dAol oI Spdpol odnyolv
otn Pwpn», 1o oUVTOH0 autd Keipevo npoBdidel
TOV I0XUPIOHO 0TI «OAa ta ogpeddria odnyouv oto
‘AdAo», avayvwpifovtas tous noddanAous Tponous
ME TOUs onoious ta NapadooiaKkd Kevinpata
HnopoUv TauToXpova Va XwpPioouv Kal va guvdégouv
ToV €autd pe tous dAfdous péow algBntwv
XWPOXPOVIKWY CUCXETIOEWV HE TOV KOOHO.
Mpdgovtas oto nAaioio tou #MpotlektepPedaki,
avtdw ané NPocwmnIKES AVAPVACEIS TETOIWV
NAEKTWVY TEXVOUPYNUATWY MPOKEIYEVOU va
€vVIoniow tn cuvaigBnuatikn ikavatnta yia
autevépyela nou diakpivel to oepedaki—Eva gibos
eAANVIKoU nepitexvou xelponointou ugavtou. And
TN pig, n avapvnon twv Naidikwy ovelponoAncewy
Mou CUMMUKVWVOVTdl 0To gepeddri—pali
Me 81ApopeS OIKIOKES eMITEAECTIKOTNTES Kal
NapabooIaKES TAKTIKES eMiBiwons—Ttou enitpénouv
va Agitoupyei ws {wv KOPPATI POUXIGHOU MoV Has
ouvbEel pe éva gibos «yiyveaBal aAfo» Siauéaou tns
«ylayi(@Adns)» [grandm(other)]. And tnv dAAn, to
BNHOGI0 EYKWHIO TOU OEPE WS TEXVIKA ONUIOUPYIKNS
€navacUotaons ToU £aUTOU PESW TWV EPYOXEIPWY,
EMITPENEl TNV KOUAP €MAVOIKEIONOINON TwWV
napadooiakwy anapxwv tou. To va eical Addo
M€oa and to ogpedaki onpaivel va dladop@uwvels
Hia KaBnPEPIVA OXECIOKATNTA PE TOV KOOMO,
onou to yiyveoBal Tou eautou Katadelkvuel évav

avoikelo evaykadigpo tns €1epOTNTAS WS Hop@Pn
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and re-narrate both our intimate and societal
pasts and presents—but it also provides a way
to imagine a non-capitalist and non-toxic future
where creative reuse and the handmade are

valued again, on different terms.

My grandmother’s apartment in Athens
always felt like a museum. The entrance
hall, covered with a large wallpaper image
of a tropical forest, functioned as a kind of
passage to some “other” world. A patterned
beige wallpaper ran throughout the rest of
the rooms. Painted plates, family photos,
tapestries, mirrors, medals, clocks, religious
images and various framed artefacts hung
on the vertical surfaces. Many curios,

trinkets, glassware and small sculptures

Semedaki on my grandma's armchair (2015) George Kalivis.

Yepeddri atnv noAuBpdva tns yiayids pou (2015) IT KaAuBns.
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Hovadikdtntas, péaa Kal £€€w and to owpa. Eviédel,
Mig npoKANTIKN napéuBaon atn poda, onws 1o
#MNpotlertZepeddki tns Maria Juliana Byck,
evepyonolei évav Kounp pnxaviopd «eniBpdduvonsy»
TOU XpAvou—evBUUNONs Kal €K véou dinynons
TWV OIKEIWV Kal KoIVwVIaKwV napeABoviwy Kal
NnapovIwV—rpoo@épovtas eninAéov €vav Tpono
VO (pavtaotoUpe €va Pn-Kamtadigtiko Kai pn-
T0§IKG péddov Grou n dnpioupyikn enavdaxpnon
Kdl TO X€lponointo anoKtouv €K véou agia pe

dlagpopetikoUs dpous.

To dlapépiopa tns yiayids pou atnv ABhAva
navtote BupIe pouaeio. To xwA s 10660y,
KaAUPPEVO PE Pia TaneToapia nou aneikovide
€va tponiko 6daos, AsitoupyoUoe ws Népacpa
oe évav «ando» Koopo. Mia tanetoapia pe
pneC potiBo kéAunte ta unddoina dwudua.
Zwypa@IoPEva MIATA, OIKOYEVEIOKES (PWTO-
ypaoies, tanioepi, KaBpéptes, petannia,
pondyia, BpNoKEUTIKES €IKOVES Kal didgopa
KabpapIoPEVa QVTIKEIUEVa KpéPovTay 0TS
Kataropuees eniaveles. MoAAd pnipneAo,
pnixAipnidia, uafika Kar pikpd yAuntd ntav
tonoBetnpuéva pe peydnn emipédesia oe 6Aa
Ta opIZovtia onyeia tou onitiou. Ta tpanédia,
Ta pdeid, 0l OYKWOEIS NAEKTPIKES OUTKEUES,
ol NAdtes Kal ta pnpdtoa twy eninAwy Tou
KaBioTiKoU Ntav naviote otoAioPEva e
oepebdria. To auvono twv apaxvolpaviwy,
XEIPOMOINTWV, KEVINTWY UPAcpdTwy, Ta onoid
KAMoTe NTaV JEPOS TNS MPOIKAs NS yiayids
Hou, KuplapxoUoav J€ auto T0 E0WTEPIKO
Tonio. Bupdpal, ws naidi, va enioKEntopal autd
10 Siapépiopa-pouasio Kal va nepindaviépal

péoa tou npoonaBwvtas va avakaduyw
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were delicately placed all around the
horizontal planes of the house. Tables,
shelves, large electrical appliances, arms
and backs of seating furniture, even deep
frames hanging from the walls, were always
covered with semedakia. The large set of
intricate handmade crocheted textiles,
which were once part of my grandmother’s
dowry, dominated this interior landscape. |
remember visiting this museum-apartment
as a child and wandering around, trying to
discover new “treasures”. | spent lots of time
staring at the detailed knot-labyrinths of the
many carefully placed textiles in the house.
While sitting in the living room, | often took
the semedaki placed on the arm of a chair
or couch and wore it on my own arm, as if it
was some kind of imaginary armour. Other
times, those semedakia would become the
“maps” and “building plans” that could guide
me around that extraordinary flat. | later
realised that these ornamental handiworks
functioned as intimate entrances to the
fantastic realm of archival exploration that
was my grandmother’s house. Similar to the
hallway’s “exotic” wallpaper, any random
semedaki became a new pathway that led
me into structuring another thing inside me
by discovering some “other” place out there;

in my grandmother’s museum-apartment.

Etymologically, the Greek term semedaki
(oepebdri) derives from the French noun chemin,
signifying a “small road”, a “path” or a “way”
to something or someone. Originally referring

to a chemin de table (road of the table)—a
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véous «Bnaaupous». Mepvouaoa oAy xpdvo
NapaTtNPWVTAS TOUS AEMTOMEPEIS KEVTNTOUS
AaBupivBous twv NoANwy, NPoCEKTIKA Tomo-
Betnuévwy, upavtwy ato anit. KaBiopévos
oto oadovi, £naipva ouxvd To aepedAaKi nou
Bpiokdtav oto pnpdtoo tns noAuBpdvas n
TOU Kavané Kal To (popouod oTo OIKG Hou
pnpdtoo, oav va Ntav Kanolo €idos gavia-
ouKns navonnias. Adfes popés, Ta oeedAKIa
yivovtav «xdptes» Kal «0IKoOOUIKA aXEBIa»
rou pe KateuBuvav eVios Tou acuvnBioTou
autou diapepiopatos. Apydtepa, ouveldnto-
noinoa 6t autd ta SIaKooUNTIKA £pYOXEIpa
Aeitoupyouoav ws NPoowIKN €icodos ato
(PaVTAoTIKG Nedio apxelarns eGepelivnons
nou ouvioToUde To ONiTl TNS YIayIds Hou.
‘Onws Kai N «e€WTUKNA» TaneToapia oto xwd,
ornolodnnote oepedAKI PETATPENOTAV O€ €va
véo povondtl nou pe odnyouaoe va dopnow
€va dAfo npdyua péoa pou diagéoou Tns
avarkanuyns evos «anfou» Tornou eKel €€w-

oto dlauépioua-PouaEio Tns yiayids Jou.

Etuponoyikg, o AANVIKGS 6pos oepeddKI Npogpxetal
anod to yadAiké oualactikd chemin, Nou anpaivel
«HIKPOS BPApOS», «povondti», n «Bladpopn» npos
KA N Kanoia/ov/o. Ava@epdpevo NpwtapxIKd
oto chemin de table (6pduoc tou tpansioy)—o
enitpanéqios SpopEas—Tto oePebARI Xpnaldonoleital
TOKTKA ata véa eAANVIKA yia va nepiypdyel éva eibos
SlaKoopNTKOU, KEVTNTOU £pYOXEIPOU Mou evionidetal
o€ «nadiopoditika» VolKoKupid. TonoBetnuéva
ouvnBws oe 6AwV TwV €1I8WV TIS ENIPAVEIES, Ao
Ta Tpan<dia Kal Tous Kavanédes PExpl TS Yeyanes
tnAgopdoels Kal ta Yuyeia, autd ta ugavtd

oupBaAiZav pia napadoaoiakn popen BnAukdtntas.
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table runner—semedaki is commonly used in
modern Greek to describe a type of decorative
crocheted or embroidered handiwork found in
an “old-fashioned” household. Typically placed
on all Kinds of surfaces, from tables and sofas
to large TV-sets and refrigerators, these textiles
symbolised a traditional form of femininity. They
normalised women into motherly housewife-
figures through a craft-based accomplishment
of homecare and household honour. The semedaki
can be understood as a patriarchal mechanism
of marginalisation that restricted the field of
action and decision-making of femininities to
the household. Yet, such needlework also
offered a platform for quiet and skilful—often
collective—resistance to emerge.! To read the
semedaki as a narrow “path” of craft-labour that
traditionally functioned as both a mechanism of
oppression and of resistance means to decode
it as a way of surviving patriarchy through
a kind of bargaining—a way through which
marginalised subjectivities “strategize within a
set of concrete constraints” (Kandiyoti 1988: 274).
Such constraints were the kin-and-kith gender
norms that brought forth the domestic production
of handmade textiles. Through the semedaki,
one inhabits, yet also negotiates and navigates,
traditional patriarchal otherness; namely, the
standard of the docile and caring housewife.?
The semedaki led the way to transform
the household into a complex territory, an
overwhelming locus that required particular
aesthetic scrutiny to be fully navigated.
Housewives who were confined within this private
family space were in control of its complexity. They

used handiwork to compose their spatial mark
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KavovikonoloUoav Tis yuvaikes pe Bdon tn giyolpa
TNS UNTPIKNS VOIKOKUPAS LETa anod €va EpYOXEIPIKO
KatopBwpa OIKIOKNS PPovTidas Kal tpns. To oepedarI
pMopei va vonBei ws Natpiapxikes PNXaviopos
nepiBwplonoinons nou Nepiopide Tov xwpo dpdons
Kal Anyns ano@doswyv twv BnAuKotntwy o€
autdv Tou VolKoKuplou. Qatoaoo, tétolou €ibous
KEVTNMATA Npogé@epav enions Wia nAat@opua
avaduons olwnnAns Kal 6e§10TEXVIKAS—OUXVA
ouddoyikns—avtiotaons.! H avdyvwon tou ogpé
WS OTEVO «IOVONATI» EPYOTEXVIas nou napadoaiakd
Aertoupyouoe ws pnxaviopds Katanieons addd Kal
avtiotaons, onpaivel tv anokwaIKonoinan tou ws
Tpdno eniBiwons evids tns natpiapxias péoa ano
éva €ibos dianpaypdteuans n «nafapépatos»—yia
6iobo péoa and tnv onoia ol NepiBwplonoINpéVes
UMOKEIPEVIKOTNTES «KATAGTPWVOUV OXEDIa EVIOS
€V0s ouvOfou cupnaywy neplopiopwv» (Kandiyoti
1988: 274). Tétolol Neplopicpoi agopoucav gts
€UPUAES VOPUES OIKOYEVEIOKNS OUYYEVEIAS Kal
@IAIKNS ouvdiaAAayns Nou épepav 0To NPOCKNVIO
TNV OIKIOKN Napaywyn gpyoxeipwyv. Méoa ano to
oepeBAKI, To dtopo evoikei, dianpaypatevetal, aAAd
Kai nionyeital evids tns Napadooiakns NATPIapXIKNAS
gtepotntas- 6nAabn, evids tou npotunou tns
neIBrvias Kal gPOoVTIOTIKAS VOIKOKUPAS.?

To gepebakri dvoige tov dpopo yia tn
METATPONN TOU VOIKOKUpIoU og aUvBeto £6agos,
O€ TOMO MOU anditoUsE Hid EKTEVN aloBnTikn
Slepelivnaon npokelévou va eniteuxBei n nAonynon
€vt0s tou. 01 VOIKOKUPES Mou NTav NePIOPIOUEVES
0€ auTOV ToV IBIWTIKG, OIKOYEVEIOKO XWPO €iXav
uno tov éAeyxd tous tnv noAunAoKdTNTd Tou.
XpnaiponoloUoav ta epyoxeipd NPOKEIKMEVOU va
OUVBE00UV TO XWPIKO TOUS anotunwia Kai va

anodei§ouv tnv UNapgn Tous, anokopidovtas 10l
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Knot-labyrinths, unknown artist (2020) Maria Juliana Byck.

Kevtntoi AaBupivBol, dyv. kaAditéxvida (2020) Maria J. Byck.

and prove their existence while gaining a sense
of belonging. Grandmothers, wives, mothers,
daughters, and occasionally aunties, orchestrated
an ornamental landscape by “overdressing” their
homes with intimate textiles. There, they could
navigate and somehow guide the life of other
household members, by exercising their care
“duties” on their own terms. Caring involves a
process of becoming other—a simultaneous
habitation between the carer and the one who
is being cared for, and a constant separation
of the two by care-labour power dynamics. In
this context, the semedaki incorporated the
affective qualities of care, bringing people
together and setting them apart at the same
time. The traditional formations of the semedaki
led the way to the Other by both separating and
connecting women, with each other, and with the
patriarchal world they were living in.

Being in itself a complex “crossroads” of
the threads that compose it, the semedaki sets

into play a prolonged non-capitalist and non-
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Hia aioBnon tou avnkelv. O1 yiayiddes, ol auduyol, ol
MNTEPES, O KOPES, viote Kal ol Beies, dlapoppuwvav
€va B1aKooPNTIKG ToMio «PopTWVOVTas» ta anitia
TOUS e NPOCWIIKA upavTd. Ekel, ol ibies pnopouoav
va nionynBouv Kail va kaBodnynaouv avtiotoixa
™ ¢wn twv dAdwv peAwyv Tou VoIKoKuplou,
QOKWVTAS Ta PPOVTIOTIKA TOoUS «KaBnKkovta»
uno tous 81KoUs tous opous. H @povtida
evéxel tn 8iabikacia tou yiyveoBat dAdo/n/og
—TNV Tautoxpovn evoiknon petagu autns/ou
Nnou Npoo@éEpel Kal eKkeivou/ns nou AapBavel
N @povtiba, aAAd Kal Tov ouVeEXn anoxwpIoHo
Twv 6uo diapéoou twv Suvapikwy ggouaias tns
(PPOVTIOTIKAS gpyacias. e autd to nAaigio, To
O€PEDARI EVOWHATWVE TS BUPIKES MOIGTNTES TNS
ppovtibas, evwvovtas Kal cuvdapa xwpidovtas
avBpwnous. O1 napadooiakoi oxnUatiopol Tou ogpé
odnyouaav oto ‘Addo Siapéoou tou diaxwpiapoU
aAAd Kal tns 61aoUv6eang TwV YUVAIKWY, TO00
MeTagu tous, 000 Kal e TOV NATPIapXIKO KOOUO
OToV oroio Katoikouaav.

‘Ovtas 1o i610 éva nepinAoKo «oTaupodpopi»
ano tis KAWGOTES Mou To cUVBEToUY, To oepedAKI BETel
o€ Aeltoupyia pia napatetapévn, Pn-Kamtadigtikn
Kdl JN-CUMHOP@OUMEVN €UMEIpia Tou Xpdvou.
H napadooiakn tou napaywyn dia xeipods, ota
niaiola yuvaikeiwy cuvaBpoigewy, anaitoUoe Wpes
enavaapBavopevwy Xelpovopiwy. AUTo NETPene pid
OWUATKN UNAOKN PE TNV UAIKGTNTA TOU EPYOXEIPOU,
€V HEOW avabuodpEeVwY NPOoWIKWY GUNTNOEWY
rou £€naipvav tn Jop@n TaKTIKwY eniBiwons evavua
otnv natpiapxia. Yno pia évvoia, ta oepedaKia gival
T4 XEIPOMOINTA apXEIaKd MNPAKTIKAG 6owv Agyovtav
O€ QUTES TIS KOIVOTIKES ouvavtnaels. AgItoupyouv
ws «apxeia ouvaioBnudtwv» (Cvetkovich 2003) nou

EVOWHATWVOUV TS BULIKES OMTIKES YWVIES Kal TnV
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conforming experience of time. Its traditional
production by hand within gatherings of women
required long hours of repetitive gesturing.
This enabled a somatic entanglement with the
materiality of the handiwork while allowing for
intimate discussions to emerge as a survival
tactic against patriarchy. In a way, semedakia
are the crafted records of what was shared in
those communal meetings. They function as
“archives of feelings” (Cvetkovich 2003) that
embed the affective standpoints and the agency
of their marginalised creators. One can observe
their detailed patterns and speculate about the
chatting, the laughter, the political discussions,
the caring advice, the ironic anti-patriarchal
gossiping and the overall power-subversive
speech-acts that circulated their production.
This creative and critical reading of the
semedaki—as a societal “map” of the contexts it
was made in—further stretches time on the level
of aesthetic perception. It allows for unfamiliar
and overlooked narratives, imaginations and
concepts to appear in retrospect. In this sense,
the semedaki is above all a powerful technique
for doing defamiliarising art (Shklovsky 1997).2

The call for donations of unwanted
handmade traditional textiles was out.
Bags of semedakia arrived and filled Maria
Juliana’s atelier at Victoria Square Project.
The table surface at the centre of the
space transformed into a landscape of
handmade textiles. People from around
the neighbourhood and friends from all
over the city started coming. After going

downstairs to co-design their unique
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IKQVOTNTA YIa QUTEVEPYEID TWV NEPIBLIPIONOINKEVWV
Tous dnpioupywv. Mapatnpwvtas ta Aentopepn
potiBa tous, YnopoUpEe va KAVOUUE EIKATIES
YyUpw anod to KouBevtoddl, To yéAIo, TS MOAITIKES
OU{NTNOEIS, TIS (PPOVTITTIKES CUMBOUAES, TO EIPWVIKO
avt-natpIapxikd KoutoopnoAid Kai, cuvoAiKd,
yUpw ano ta avatpentikd yAwaoIkd evepynpata
nou nepiotoixifav Tnv napaywyn tous. Autn n
SNUIoUPYIKA Kal KPITIKN avAyVwWon ToU OEPE—WS
KOIVWVIAKOU «XAPTN» TOU EKACTOTE GUYKEIUEVOU
010 onoio dnpioupynBnke—>BiaotéAfel nepaItépw
TOV Xpovo ato eninedo tns aioBnuikns avtiAnyns.
Enitpénel ous avoikeles agnynaoels, (paviaciwoels
Kal évvoles nou éxouv napaBiegBei va avaduBouv ek
TWV UoTEPWV. YNO QUTO To Npiopa, To oepedaki eival
navw an’ 6Aa pia navigxupn Texvikn éA0KNoNS tns

Téxvns tns avolkeiwons (Shklovsky 1997).3

To KdAeopa yia tn dwped xelponointwy,
napadociakwy UPAvIwy avaxoIvVwBNKe.
YaKkoUnes pe oepeddkia dpxicav va
KaTaQTAVoUV Kal va yepidouv to ateié tns
Maria Juliana oto Victoria Square Project.
H enipadveia tou tpanediod aTo KEVTPO TOU
XWPOU UETATPANNKE O€ TOMI0 €PYOXEIPWV.
Kdtoikol tns yeitovids Kal gides/ol/a and
onin tnv néAn dpxioav va npogépxoval.
Apotou oxebialav and Kolvou ta povadikd
Kal aouvnBiota evbupata anod oepedaria
0ToV Kdtw 6powo, ouvnBws KaBovtav Aiyo
napanavw yia KouBévta. Hrav 6Aes/ol/atéoo
evBouaolaopiéves/ol/a nou CUPHETEIXaV OE auto
10 eyxeipnpa pédas. Mopépata, PoUoTes,
navtedovia, pnAouldKia, KAMnes, payio,
unodnuata, toavies, Kanéda Kai Sidpopa

KoopNpata guaypéva and aepeddria, nanic
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and extraordinary semedaki outfits,
they would usually stay a bit longer
for a chat. Everyone was so excited to
be participating in this fashion project.
Dresses, skirts, trousers, shirts, capes,
speedos, footwear, bags, hats and various
jewellery made out of semedakia, old
clothes and fabrics started hanging
around the room decorating the walls.

It was time for my fitting. Together
with Maria Juliana, we created an outfit
placing a big round semedaki on my naked
torso. This reminded me of all the times |
spent interacting creatively with textiles in
my grandma’s house as a child. What was
once a core element of my grandmother’s
domestic performativity, and a mysterious
“map” that allowed my young imagination
to roam inventively, had now become a new
part of my skin. Maria Juliana created an
opportunity for me to embrace the semedaki
as an extension of my senso-affective
corporeal self, placing it on the part of my
body where somatic connection with others
is often achieved through the transmission
and reception of intimate gestures, such as
hugs and caresses. A golden cape and a set of
dark linen capri trousers framed this circular
handiwork. The semedaki really “popped”
while adding a campy tone to the look.

The day of the catwalk had arrived.
The photo-shoot was now over and an
energetic beat of music filled the Elpidos
pedestrian walkway with anticipation. A
big and diverse crowd gathered to watch

the show; older and younger neighbours,
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poUxa Kal updopata dpxioav va Kpépoval
oto dwpdtio otodidovtas Tous ToiXous.

‘HpBe n ouypn yia tn &ikA pou
Sokiun. Madi pe tn Maria Juliana, eud€ape
T0 €vOuud pou tornoBetwvtas éva peydno
0TPOYYUAO OEPEDAKI OTOV YUUVO HIOU KOPHO.
BupnBnKa OAes eKeiveS TS POPES Mou, oav
naidi, aAAnAemdpolaoa dnuioupyIKd W Ta
upavtd oto onit tns yiayids pou. Auté nou
Kdnote ntav Bagikd OToIXEio TNS OIKIAKAS
EMITENETTIKOTNTAS TNS Kal évas JUoTNPIoS
«XGPTNS» MOU EMNETPEME TN VEAPN Pavtacia
Hou va nepindavdtal e eQpeupeTKOTNTA, €iXe
TWpPa YiVel VEO KOPPATI Tou O€pUatds Hou.
H Maria Juliana pou €bwoe tnv eukaipia
va ayKadidow To ogpeddrI ws NPoEKTaon
TOU OUV-aI08NTNPIaKOU EVOWATOU £0UTOU
Hou, pe TNV TonoBéTtnon Tou aTo PEPOS Tou
KOpWIOU LIoU Grou N OWHATIKA GUVOEDN LE TOUS
dnAous ouxva enituyxavetal Siagéoou tns
HETAO00NS Kal TS ANYNS OIKEIWVY XEIPOVOHILLY,
onws ol ayKkadiés Kal ta xadia. Mia xpuon
KAMa Kal €va okoupo Aivo naviedovi Kanpl
nAaioiwoav To KUKAIKG epyoxelpo. To aepedEKI
NPAYHOTKA «EeXWPICex, EVW NPOaBeTe éva
e€edntnpévo (camp) UPos aTtnv eP@avion.

H pépa tns naoapénas eixe @Tdoel.
H pwtoypdpion tedeiwoe Kal €vas
duvapikds Pouaikos puBuos yéUIle Tov
ne¢ddpopo tns 0dou EAnidos. Eva peydno
Kal €TepoyeVES NANBOS GUYKEVTPWONKE yia va
napakoiouBnael tnv enideign- vedtepol/es Kal
NAIKIWEVOI/ES YETOVES/IOTES, OIKOYEVEIES [IE
naidid, kanAitéxvides/es an’ 6Aov Tov KOoUo
Kal MpoapUyIooes/es nou {ouoav eKeivn tnv

nepiodo ota népi§ tns MNAateias Biktwpias.
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families with children, fellow artists
from all over the world, and refugees
that lived near Victoria Square during
that time. Forty-six people of different
gender, class, sexuality, ethnicity, “race”
and age, from eighteen countries—now
living together in Athens, around and
beyond the neighbourhood—participated
as models in the catwalk. We walked one
by one as we had rehearsed, posing in
three spots along the way. Our unique
and intimate crocheted outfits were now
observed by everyone. This semedaki
clothing collection elaborated on
skirts and dresses as gender-neutral
garments, overcoming normative fashion
stereotypes. At the beginning of the show,
| overheard some uncomfortable laughs

and a few offensive comments in the

Neighbours arrive early in the afternoon and take their
seats along Elpidos Street, waiting for the catwalk of
#ProjectSemedaki to commence (2019) Eleusinian Heritage
Research Group.

‘AvBpwnol and tn yeitovid KataeBdavouv and vwpis to
anoyeupa Kal naipvouv Ts BEOeIS TOUS Katd PAKos NS
060U EANidos, nepipévovias va Eekivhael n nacapéna tou
#MpotleKtLepeddri (2019) Oudda Epeuvas EAcuaiviakns
KAnpovopids.
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Yapdvta-£€ dvBpwnol SiapopeTtikoU @uAou,
oeCouanikotntas, eBvikotntas, nAiKias, Kal
KOIVWVIKNS TAENS, arnod GEKOOXTW XWPES—TIOU
tote Couoav otnv ABnva, yUpw Kai népa and
TN YEITOVIA—CUPETEIXOV WS Poviéna atny
naoapéna. Tn diaoxioape, To KaBéva pe tn
oeIpd tou, 6nws eixape NpoBdpel, naipvovtas
Tpels Nodes o€ NpoKaBopiopéva onpeia tns
diadpopns. Ta povadikd, Kevintd, MPOSwWIKG
pas evbupata napatnpolviav twpad and
6fous/es/a. Auth n ouddoyn poUxwv and
oepeBARIT aveNTUEE Kal avedEIEe TS (POUaTES
Kal Ta popépata ws €va ouvodo £upuia
oUbETEPWV evoupdTwy, unepBaivovtas €10l
0 KaVOVIOTIKG otepedtuna tns podas. Xtnv
apxn Tns enibeIgns, To agTi You NNPE PepIKG
dBoAa yeAdkia Kal npooBANTKG oxdéAdia and
T0 KoIV, Kupiws and dvopes. LUvtopa dpws,
6na/es/ol Gpxioav va {ntwKpauydadouy Kaiva
X€EIPOKPOTOUV 0OTAUATNTa, Unepkanuntovas
TS NponyoUEVeS EUpuAes MPoaBonEs Kal ta
KaxoBouda oxdédia. Mikpd naidid dpxioav va
eloépxovtal otnv nacapéna. Mas aykanialav
Kal Jigouvtav ts nédes pas. Huaotav 6w
Kal kavape BopuBo, 6Aa padi. H yiopuvn
atpdo@aipa pds wlnae va ouvexicoupe va
nepnatdye Népa anod tnv apxikn nacapéna,
péxpl TNV nAateia oto téAos tou dpduou.
Mepnatnoape Kal XOpEWAUE HE TOUS
avBpwnous nou kdBovtav otnv nAateia.
Evw Apactav Kanws eniQuAaKTikda/és/of
oTtnv apxn, ol Mepactikoi/és auviopa
dpxioav Ki qUToi/€s va pas enKpoTouV yid ta
dnpioupyIKd pas Kounp evoupata. Exkeivn tn
HEPO ENAVAKTNOAWE TNV QUTOVOIT pas atnv

€vbuon evaAvTIa 0€ KAVOVIOTIKES MPOTOOKIES.
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audience, mostly by men. However, soon
everyone started cheering and clapping
continuously, overwriting any previous
gendered insults or slurs. Young children
entered the catwalk. They started hugging
us and mimicking our poses. We were out
and we were loud, all together. The festive
atmosphere urged us to continue walking
beyond the runway, all the way to the
public square at the end of the street. We
walked and danced with the people sitting
in the square. While being hesitant at first,
passershy shortly started cheering for our
creatively queer outfits, too. That day,
we reclaimed autonomy in the way we
dress against normative expectations.
We reclaimed the traditional semedaki
and its relationship to our bodies as a way

of coming out through coming together.*

By turning the semedaki into clothing, Maria
Juliana Byck re-materialised a traditional
textile handiwork into a non-conforming way
of reading the world and ourselves inside it. On
a global scale, #ProjectSemedaki highlighted
our common relationality and responsibility
towards environmental problems of textile
wasting and unequal labour exploitation in
fast fashion.® It further unsettled normative
dichotomies of art-production by challenging
the so-thought superiority of “high” fashion and
art over “low” dressmaking and craft. In a local
context, #ProjectSemedaki weaved together
soft connections between neighbours through
intimate garment-making. The semedaki was

brought forth as a non-hierarchical technique
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Enavaktnoape To napadooiakd oepebaKI Kal tn
OXEON TOU JE T4 GWATA Jas ws TOMo coming

out péow tns cundoylkhs cuveupeons.*

Metatpénovtas 1o oepedaki og €vbupa, n Maria
Juliana Byck enavacuotnoe to napadociako
EPYOXEIPO OE UN-CUUHOPQOULEVO UETO avAyVwans
TOU KOOMOU Kal TWV €QUTWY PAs €VIOS Tou. L€
naykoopia KAaipgaka, to #MpdtdeKktZepedari
avédeIfe e UVONTIKG Tpono tn cuAdoyIKn
MOs oxeolakOtnta Kal euBuvn €vavil twv
nepiBaddovtikwy npoBAnpdtwy nou agopolv
oTNV anéppiyn UQACUATWY Kal tnv davion
€EPYOOIOKN eKkpetdddeuon tns «ypnyopns»
p6das.® EninAéov, anootaBeponoinoe tis
KAVOVIOTIKES SIXOTOUAOEIS TNS NAPAYWYNS TEXVNS
aggioBntwyvtas tnv unotiBépevn avwiepdtnta
NS «uPnAns» podas Kal téxvns €vavtl Ins
«XaUNANS» PAnTIKAS Kal XEIPOTEXVIAS. £TO TOMIKO
OUYKeipevo, 1o #lMpotlektLepedakl eEUpave
xadapés ouvbéaels PeTagu yeltdvwy, H€ow Tns
npoownikns evbupatonolias. To ogpév avadubnke
WS HUN-1EPAPXIKN TEXVIKN YIA TNV ENAVANPOoEyyion
Tou UAIKoU pas napeABovTos Kai Tou Kolvou Jas
napavtos, NPOKEIUEVOU VA (PAVTIAOTOULE €K VEOU
€va aouveidnto akopa péAdov 6rnou n SnpioupyIKN
enavaxpnan, n xelpwvagia, Kai n nepiBaidovtikn
ouveibnon otn poba éxouv onpacia. To
#MNpotlektLepedari avandaioiwae tov KaBnpepivo
XpOvo g€ pia Suvapikn, Snpdaia yioptn, Hovadikwy
€UpuAWY, €BVIKWV Kal QUAETIKWY EKPPATEWV.
Y€ oWHATIKG eningdo, n napéuBaon tns
ouAAoyIkNs a0TIKAS NacapéAas avéTpeYe TS
OTEPEOTUNIKES TWHATIKES VOPHES TWV SUTIKWV
Biounxaviwyv €vduans, Kal enava-agnynBnKe

TOUS TPOMOUS HE TOUS Oroious ol NapadooIaKEs
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for re-approaching our material past and shared
present, to re-imagine together a not-yet-
conscious future where creative reuse, making
by hand, and environmentally conscious fashion
matter. #ProjectSemedaki reframed everyday
time in a dynamic public celebration of unique
gender, ethnic, and racial expressions.

On a bodily level, the collective urban
catwalk intervention subverted stereotypical
body-norms of western clothing industries,
and re-narrated the ways traditional gender
dynamics emerge through needlework. The
private domestic performativity of textile-
production was queered through the reuse of
its quotidian and ornamental characteristics,
hence enacting a public disidentification (Mufioz
1999) of the semedaki itself. The ordinariness
of forgotten home-crafting was transformed
through provocative garment-making, and via
a public runway that re-established fashion
as an expression of local solidarity. What was
once naively seen as a connotation of docile and
hidden femininity, was now visibly a source of
strength and energy. The semedaki was thus
rendered into an unfamiliar artefact to be worn
on the body. It escaped the confined horizontality
of the table and became a vertical chemin du
corps (road of the body). By covering the skin,
the semedaki gained a new context where it
could function again as a porous “pathway”
that connects and separates bodies together
and apart. The outdoor catwalk—formed by the
spatial positions that observing and participating
bodies held and exchanged—emphasised this new
contextualisation of the semedaki as a “body-

road”. This celebration of semedaki-made clothes
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€upuies duvapikés avablovtal péoa ano to
Kévtnua. H 181wTikn olKIakn emitedeotiKOTNTa
TNS NAPAYWYNS UPAVIWY £YIVE KOUNP PECW TNS
€MavAaxpnaons twv KaBnpepIvwv Kal SIaKoOUNTIKWY
XOPOKTNPICTIKWY TNS, NPoKaAwvTas £1al eVos €idous
dnpdoia anotavuon [disidentification] (Munoz
1999) and to i6lo 1o ogpeddkI. H Kavovikdtnta tns
ANOUOVNUEVNS OIKIOKNS TEXVNS PETAOXNATIOTNKE
Héoa and tnv NPOKANTIKA pantikn Kal tn Snpoaia
S1abpopn nou enavanAaiciwaoe th H6da ws EKepacn
tonikns adAnAeyyuns. Auto Nou KAMote ntav
apedws avuAnnté ws ocuvdnAwaon s nelBnvias
Kal Kpuens BnAuKOTNTAS, TWPA ATAV KAtagavws
nnyn duvapns Kai evépyeias. To oePedARI Katéotn
€101 QVOIKEIO aVUKEIPEVO e OKoMo tnv évbuan Tou
gwpartos. AiEQuye Tns Neplopiopévns opi{ovTioTnTas
Tou Tpanediou Kal £YIVe £va Katakdpugpo chemin
du corps (6pdpiog tou owpatog). KaAuntovtas to
6€ppa, 1o ogpeOARI ANEKTNOE KaIvoUPIO OUYKEIUEVO
orou ynopouoe va Asitoupynael §ava ws nopwoes
«MEPAopa» nou ouvdéel Kal Siaxwpiel ta owpata. H
nacapénia otov SNPGaIo XWPO—GCUYKPOTNHEVN and
Us XwpIKEs Béaels nou katéAaBav Kal avtdddadav ta
OWHaTa Mou TV NapatnpoUoav Kal GUPKETEIXaV o€
autn—édwae éUpacn ge Toutn Tt véa NAaiciwon Tou
OEE WS «OWHa-6popo». H yloptn twv evbupdtwy
and oepeddria €yive pia noAitikonoinyévn,
nepIBaAAoVTIKN, PEUIVICTIKA Kal Kounp Siekbiknan
TOU XWPOU PECW Tou owpatos. Evw apxikd, ye
npoBANpATIKG Tpono dev £tuxe evBAppuvons ano
opIopéVoUs, ypryopa n enidein pddas petetpann
o€ éva €ibos teAeToUPYIKOU YEITOVIAS Kal ENETPEYE
tn ouvtopn, aAdd pvnpeiwsdn, diaBepatikn pign
avBpwnwv ol onoiol, poAovot Jouv og eyyutnta
HETagu tous, onaviws addnAemdpouv. Ta poviéda Kal

T0 KoIvO eniBpdduvav ouAoyIKd Kal aToXAoTNKav yia
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became a politicised, environmental, feminist
and queer claiming of space through the body.
While being problematically discouraged by
some at first, quickly enough the fashion show
transformed into a kind of neighbourhood
ritual and allowed for a brief, yet momentous,
intersectional mixing of people who live close but
rarely interact, to occur. Models and members of
the audience slowed down together and reflected
on how they become themselves through each
other, inside affective relationships. Time and
perception were prolonged poetically (Agamben
1999) once again through the semedaki, in this
occasion outside the house.
#ProjectSemedaki made visible how
non-toxic social change may be achieved
when realising our felt space-time relations to
formations of otherness inside and outside our
bodies. The reused semedakia functioned as an
archive of embodied interactions with the world—
being weaved, displayed, stored, given away,
collected, re-weaved, dressed and re-displayed
differently. This alteration journey revealed
how we dress and per-form ourselves through
complex trajectories of othering; namely, by
becoming oneself through interrelation with other
subjectivities. The creative reuse of the semedaki
became an inventive way of re-approaching the
making of us on the level of how we internalise
attributes and relationships from, towards
and with others. By choosing which re-crafted
handmade textiles would cover our bodies, and by
sharing these publicly, we creatively reconsidered
our lineages with figures from our past, as well
as reconstructed our contemporary linkages to

each other. Thus, #ProjectSemedaki became a
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T0 NWs yivovtal o1/Ta eaUToi/és/d Tous To éva péaa
and to dAdo, YEow oUVaIoBNUATIKNS CUOXETIONS.
0 xpovos Kal n avtiAnyn enektdBnKav nointKd
(Agamben 1999) Kai nadl péoa ano to oePedakx,
auth TN QPoPA EKTAS TNS OIKIaS.

To #MpotleKktZepedar €Kave ep@avn tov
TPAMo e ToV 0Moio N UN-TogIKN KolvwVvikn addayn
Mnopei va eniteuxBei dtav ouveldntonoloUpe
TS aI0BNTES XWPOXPOVIKES OXECEIS YOS HE TOUS
OXNOTGOHOUS TNS £TEPOTNTAS EVTAS KAl EKTOS TOU
OwWatos pas. Ta enavaxpnaolponoinyéva aePedaKIa
AeitoUpynoav ws apxeio evowpatwy diadpdoswy pe
T0V KOoHo—KaBws upAavBnKav, napoucidotnKkay,
anoBnKeUtnKav, napaxwpndnkay, cuAdéxBnkayv,
enavueavinkav, pop£BnKav Kal napouaidatnkav
€K VEou BlapopeTikd. Auto to tagidi petanoinons
anoKAanuYe Tov TPAMo E TOV OMoio VIUVOUAOTE Kal
enitedoUpE Tous eautoUs pas péaa and nepinfoKes
TpoxI€s gteponoinans: 6nAadn, KaBws yIvopaote
pia/éva/s eautn/é/s péow tns aAdnAoouoxétions
pe dAdes unokelpevikotntes. H dnpioupyikn
€MavAXpnan TOU OEPE KATEDTN EQPEUPETIKN PEBobos
€NAvVANpooEyyIoNsS TNS GUYKPOTNONS Hds OTO
€ninedo TNs €0WTEPIKEUONS XAPAKTNPICTIKWY Kal
OXECEWV ard, npog Kal pe aAdous/es/a. EmiAéyovtas
Ta Petanoinpéva xelponointa ugdcpata nou Ba
kdduntav ta owyatd pas, Kai npoBdAfovids ta
dnudaia, avaBewpnaoape pe Snpioupyikd TPAMNo
TN yeveadoyIKN pas ouvBeon Pe @IyoUpes Tou
olkeiou NapeABdvtos, enavadopwvtas napdidnia
Tous gUyxpovous deopous petagl pas. Etal, 1o
#MpotlexktLehedari £yive pia NnAat@opua yia va
gavtactoUpe §ava Kail va enavadiekdIKNooUE Ta
€0UTA Pas ws Povadika Adda og oXEan e TOV KOGHO.

To oepeddri anotedei «6popo Npos 10

‘AAfo». Emitedei Tov péfo autou nou tautoxpova
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platform for reimagining and reclaiming ourselves
as uniquely Others in relation to the world.

The semedaki is a “path towards the
Other”. It simultaneously performs as a separator
from and a connector with the world. Both as
a dowry heirloom and a contemporary bodily
garment, the semedaki holds a kind of material
agency that frames overlooked marginalised
ways of claiming intimate resistance in modes
of meeting and surviving in the world. It allows
for the formation of unique space-times
where people gather together and bring forth
themselves in unexpected unconventional ways.
#ProjectSemedaki made such gatherings a public
space intervention, enhancing the semedaki as
a pathway that connects us to what is “other”
outside and inside our bodies. It showed us that
only by accepting what we learned to read as the
Other we may be able to eventually accept and
celebrate ourselves as unique. And to accept the
Other, one needs to revisit and follow the chemin

paved by #ProjectSemedaki again and again.
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Mas SiaxwpiCel and Kal Jas eVWVel e TOV KOGHO.
Tooo ws NpoIKIG-KeluNAio 600 Kal ws gUyXpovo
OWHATIKO €vBupa, to ogpeddrI Siatnpei Kanoiou
gidous UAIKN IKAVOTNTA AUTEVEPYEIAS MoOU
nAaiciwvel nepiBwpionoiNpéva Kal ayvonpéva
péoa SiekBIKNONS pids MPoowWIIKNS avtiotaons
OTOUS TPAMOUS JE TOUS 0MoioUS CUVAVTIOHACTE Kal
eniBlwvoupE oTov Koapo. Enitpénel tov oxnuatiopo
HovadiKwv xwpoxpdvwy onou ol avBpwnol
ouvaBpoifovtal Kal SopoUv tous gautous Tous
Me anpdBAentous, avtioupBatikous tpdnous. To
#MpOtlerTIePeOARI aVEDEIGE QUTES TIS OUVEUPEDEIS
ws napéuBaacn atov dnpdoio xwpo, avayovtas 1o
oepedAKI og 6pAO NMoOU Pas EVWVEI JE AUTO Mou
eival «aAdo» €KTOS Kal eVIOS TOU OWHATOS Has.
Mas €6¢€1€e 60U povo péow tns anodoxns autou
nou pdaBape va diaBadoupe ws AdAo pnopoupe
evténel va anodextoUpe Kal va YIOPTAOOUE
tov/nv/o eautd/n pas ws povadikae/n. Kai yia va
anodextoupe to Adfo, Ba npénel va enicTpéYoue
Kal va akoAouBnaoupe to chemin nou xdpage to

#MNpotlexktlepedbari Eava Kal Eava.

OO

NOTES / THMEIQXZEIX

1—See also Anna Bonarou’s text in this volume
(p. 107-116).

2—Itis important to clarify that traditional femininities
are not formed in a homogeneous way. Depending on
intersectional identity characteristics—such as class,
“race”, ethnicity, and locality—(feminine) subjectivities

bring forth themselves within diverse contexts of

1— Biéne enions to Keipevo tns Avvas Mnovdpou atov
i610 tépo (oeA. 107-116).

2—Eival onpavtiké va disukpiviotei 0Tl ol Napadociakes
BnAuKkotntes 6ev Slapop@wvovtal JE OPOIOYEVN
Tpdno. AvaAdyws twv diaBepatikwy [intersectional]
XUPOAKTNPIOTIKWY TNS TAUTOTNTAS—Onws n tagn, n

«@UAN», n €BviKOTNTa, N evtoniotnta—ol (BNAUKES)
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oppression and/or privilege. For instance, groups
of women in different parts of Greece traditionally
obtained various social positionalities that allowed
them to engage more or less with the handmade
production of semedakia as housewives, versus for
example working in the fields. However, this always
occurred within an overall patriarchal context, where
experiences of feminine marginalisation were broadly
linked to domestic handling of textiles.

3—For a further critical reading of contemporary
feminist knitting practices and activist potentials of
needlework in art see also Pentney (2008).

4—The fashion show of #ProjectSemedaki took place
during the summer of 2019, on the pedestrian street in
front of Victoria Square Project and in Victoria Square
in Athens, Greece.

5—See also Maria Juliana Byck’s text in this volume
(p. 15-37).
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UMOKEIPEVIKOTNTES €PXOVTAlI OTO MPOCKNAVIO EVTOS
noIkiAwv CUYKEIJEVWY Katanieons Kal/n npovouiwv.
lMa napadelypa, ouvoda yuvaikwy avd ta Sia@opetika
Hépn tns EAAddas napabooiakd katadduBavav Sidpopes
KOIVWVIKES BEaels NMou Tous enétpenav va egniakouv
nepIoodtepo N AlyOTEPO KE TNV NApaywYn XEIPOMOINTwWY
O€PEBWV WS VOIKOKUPES, £vavtl gép’ eIneiv tns epyacias
ota xwpdgia. Qotéoo, autd naviote ouveBaive evids
€vos ouvoAiKoU NatpiapxikoU GUYKeievou, Onou ol
gdnelpies tns nepiBwplonoinons twv BnAukotATwY
ouVBEoVTaV EUPEWS HIE TNV OIKIOKN SIAXEIPION UPAVTWV.
3—Tia nepaltépw KpITIKA avdyvwaon Twv aUyXpovwy
@EMIVIOTIKWY MPOKTIKWY KEVIAPATOS Kal TwV
akuBioTIKWY duvatotntwy tou NAe§idatos atny téxvn
BAéne enions Pentney (2008).

4—H eni6eign podas tou #MpdtlektIepedani éAaBe
Xwpa to KadoKaipi tou 2019 atov nef66popo pnpoatd
and to Victoria Square Project Kal atnv MAateia
Biktwpias atnv ABnva.

5—Bdéne enions to Keipevo tns Maria Juliana Byck

atov i6lo topo (oeA. 15-37).
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From the Nomads of Sarakatsani
to “Semedaki” Fashion

Knitting Collective Utopias

in Modern Athens

Anna Bonarou

Numerous cultural and historical texts reveal
that the textile arts—meaning the diverse
techniques of embroidery, knitting and weaving—
is a field that has mainly been associated with
women (Barber 1995; Schneider and Weiner
1991). Surely, the strong connection between
the textile arts and the female sex, as well as the
marginalised position that material culture holds
within the social sciences, partly explain the
general reluctance of anthropologists to address
issues such as fashion, clothing, and handiwork.
Nevertheless, scattered references, as well as
more detailed accounts, of the social dimensions
of textile arts in the context of the daily life of
women can be found in Greek ethnography.
The first ethnography of post-war Greece,
by British anthropologist John Campbell (1964) in
the mountainous region of Sarakatsani, contains
a significant amount of information about the
relationship between women and the textile
arts, especially in regards to the processing of
wool and weaving. In this ethnography, women
are portrayed as passive, voiceless, submissive
beings who are constantly subjected to male
control. The men, on the contrary, appear to
control all social organisation and institutions.
The women’s world revolves almost exclusively
around an arduous daily life, which includes child

care and a variety of tasks, such as carrying
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And tous Nopdades Lapakatodvous
ota Pouxa pe «Zepedbariar»
[Agxovtac Xurdoyiég Outorieg

atn XUyxpovn ABnva

‘Avva Mnovdpou

MNAnBwpa d1anoAITICUIKWY Kal 10TopIKWY
napadelypdtwy anokaduntouv 0T ol TEXVES ToU
vnpatos—>ondadn to ouvoro twv nodunoikiAwy
TEXVWV TOU KEVTNPATOS, Tou NAegipatos Kal tns
ugpavtkns—anotedoUv éva nedio ato onoio £xouv
dpaotnpionoinBei Katd Kupio Adyo yuvaikes (Barber
1995; Schneider kai Weiner 1991). Acgadws, n
I0XUpn gUVBEDN TWV TEXVWV TOU VAUATOS KE T0
yuvaikeio @uAo, aAAd Kai n nepiBwpionoinuévn Béon
Tou UAIKoU noAitiopoy ota nNedia Twv KoIVWwVIKWY
eNIOTNPWY, €€Nyei €V PEPN Kal TN YEVIKOTEPN
anpoBupia twv avBpwnoAdywyv va Kataniactouv
He Bépata dnws n p6da, To £vOUpa Kal To EpYOXEIpo.
MoAatauta atnv eAAnvIKn Bvoypagia pnopouv
va €VIONIOTOUV OKopries avagopés ald Kai nio
evdenexels pe€tes yia US KolvwvViKEs dlaotdoels
TWV TEXVWYV TOU VARATOS otd nAaioia tns yuvaikeias
KaBnpepivis {wns.

Ttnv npwtn eBvoypagia tns petanodepikns
EAAadas, n onoia SievepynBnKe ano tov Bpetava
avBpwnodyo John Campbell (1964) atous opeaiBious
YapaKatadvous, MEPIEXETAl £VAS ONHAVTIKOS apIBUos
NANPOMOPIWYV YIA TN OXEGN TWV YUVAIKWYV HE TS
TEXVES TOU VARATOS, Kal 181aitepa e Tnv enegepyaaia
Tou panAioU Kal TNV u@avTikn. ITn GUYKEKPIPEVN
€Bvoypapia ol yuvaikes napouaiadovtal ws nabnukd,
dpwva Kal unoteAn dvta Nou UNOKEIVTal og Evav
ouveXN avipike éAeyxo, evw avtiBeta ol dvipes

eppavidovtal va eA€yXouv To 0UVOA0 TNS KOIVWVIKNS
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water, preparing food, weaving and other
physically demanding labour. For Sarakatsanes,
(as Sarakatsani women are called) weaving
is not a pleasant leisure activity—as it is for
many contemporary weavers—but a difficult and
labour-intensive task that adds to an already
heavy workload. An excerpt from Campbell’s
ethnography, which describes a woman’s physical
abuse by her violent husband, is indicative of this
hard life. The incident takes place at the loom,
that is, in the most obvious place where a woman

would “normally” be found.

The story is told of a shepherd who
habitually beat his wife before leaving his
hut to go to the sheep. One morning he
was some distance on his way when he
remembered that he had forgotten to beat
his wife. He at once returned to his home
where he found the woman working at her
loom. ‘Get up’, he shouted to her, ‘so that
| can give you your beating’ (ZAKw Hwpn,
va o€ deipw). At these words, his little son,
only four years old, flung himself on his
father and tried to wound him with a knife.
(Campbell 1964: 153)

We cannot conclude with certainty whether the
society that Campbell documented actually had
these “rough” characteristics or whether the
way in which he understood and represented
the Sarakatsani was due to the fact that both
he, as the ethnographer, and all those he spoke
with, were men. After all, how could a male
ethnographer have access to the world of women

and hear what they had to say in a society—such
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0pYyAvwons Kai twv Beopwv. Mepartépw, o yuvaikeios
KOOHIOS NEPIOTPEPETAl GXEOOV ANOKAEITTIKA YUpw and
Hia okAnpn KaBnpepivotnta, n onoia nepiAapBavel
v avatpoen twy naidiwv adAdd Kai pia nAnBwpa
KaBnKovtwy, dnws to KouBddnua tou vepou, Thv
€T0lhacia tou gayntou, thv U@avon gtov apyanelo
Kal dAdes Baplés owpatikés epyaoies. MNa ts
YapaKkatodves Aoindv, o apyanelds dev anotedei pia
€UXApIoTN Spaotnpidtnta eAgUBEPOU XPOVOU—ONwWS
I0XUel yia noAdés oUyxpoves upavtpes—anid pia
dUoKoAN Kal KoniaguKN epyaaia nou NpootiBetal og
Hia ndn eniBapupévn KaBnpepivotnta. EvBeIKuKo eival
anAwote Kal éva andonacpa ano thy eBvoypacgia tou
Campbell, nou nepiypdagel th cWUAUKN Kakonoinan
pias yuvaikas ano to Biaio ouquyd tns. To oupBav
diadpapatiCetal otov apyaneid, S5nAadn otov nio
auToVvONTO XWPO NMou Ba PNopoUsE «@UCIKA» va

tonoBetnBei pia yuvaika.

Aéyetal pia 1otopia, yia évav Ktnvotpopo
Mou TAKTKA XTUnoUade TN yuvaika tou npiv
va @Uyel ano tnv KanuBa tou yia ta npoBata.
‘Evanpwive, Bpiokdpevos ae Kanoia andataon
npos 1o dpdpo tou, BupnBnKe 0Tl E€xaoe va
XTUMNOEI TN YUvaika tou. Apéows yUpIoe oTo
onft, érou BpnKe T yuvaika va epyaletal
otov apyaneld. «XNKw Pwpen va o€ deipw»
s @wvage. Me autd ta Adyia, o HIKPAS YIOS,
pOAIS TE00ApWY ETWY, METAXTNKE MPOS TOV
Natépa Tou Kal Mpoanabnae va Tov TpauaTioEl
Ue €va paxaipt.

(Campbell 1964: 153)

AocgpaAws, 6ev pnopouue pe BeBaidtnta va
OUMNEPAVOURE av Mpdyddtl N Kolvwvia nou

Katéypaye o Campbell eixe autd ta «oKkAnpa»
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as that of the Sarakatsani—which is built on
clear gender divisions?

Yet again in another Greek ethnography
that documents handiwork and domestic labour,
this same issue arises. This time it is not found
through a critical reading of a text, but rather
through the observation of the anthropologist
himself. Michael Herzfeld (1991: 95), while
observing Greek women who regularly gathered
to sit in the narrow alleys of the old town of
Rethymnon—sometimes with their handiwork—
realised his inability as a male ethnographer to
join these female gatherings. He wondered if a
different critical female discourse was articulated
amongst the women. For Herzfeld, women in
Greek ethnography are represented in a binary; on
the one hand through the archetype of the Virgin
Mary and on the other through the vicious and
evil Eve (see du Boulay 1986). As a result, women
are either quiet and submissive, or dangerous and

scandalous. Herzfeld’s question about whether

Sarakatsanes Women (1922) Angeliki Hatzimichali, from
the book Sarakatsani (1957: 36).

uvaikes Lapakatodves (1922) Ayyedikn Xat¢npixddn, ano
10 BiIBAio Zaparatadvor (1957: 36).
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XOPOKTNPIOTIKA M av avtiBeta o Tponos Katavanons
Kal avanapdotaons Twy Lapakatoavwy anéppee
Katd Bdon and to yeyovos 6t 1000 o eBvoypdgos
000 Kal ol guvopIANTES Tou ntav avtpes. Mws Ba
Mnopouce dAdwate €vas avipas eBvoypdpos
VO KATa@EpEl VA €I0XWPNCEI GTOV KOTHO TwV
YUVAIKWV Kal va a@ouyKpaotei tov Adyo tous, otav
HIO KOIVWVIa—OmMws autn Twv LapaKatoavwy—
olkobopeital o€ Hia TO00 10XUpN EPQUAN AoUPHETPIC;

Mepiépyws, Pe agopun Kal ndal To pyo-
X€1po, 0 i610s npoBANpatiouos enavépxetal €K
véou otnv eAAnvikn eBvoypagia—povo nou
autAv tn Qopd dev ekppadletal and tn Bon tou
avayvwatn addd and tov i6io tov avBpwnoAodyo.
O Michael Herzfeld (1991: 95) Aoindv, napatn-
pwvtas tn cuvnBela noAAwv yuvaikwy va
KaBovtal ota oTevd OoKAKIa tns nadids noAns
tou PeBUpvou—eviote padi pe 1o epyodxelpd
tous—kKal avtuAapBavopevos tnv aduvayia tou
ws avipa €Bvoypd@ou va napeic@pnaoel atis
YUVOIKEIES OUVTPOPIES, avapwtiétal av Petagu
Tous apBpwvetal £€vas d1aQopeTIKAS N AKGUN Kal
ENIKPITIKOS yuvaiKeios Aoyos. lNa tov Herzfeld,
ol yuvaikes avanapiotavtal otnv €AANVIKN
eBvoypagpia ota ndaioia gvds dindAou, £tal
OMnws npocwmnonoleital, anod tn pia Yepid otov
Tuno tns MapBévou Mapias Kal and tnv aAdn otov
Tuno tns @avudas Evas (BA. du Boulay 1986). Qs
axkoAouBws, o AGY0S TwV yuvaiKwy napouaiddetal
€iT€ ACUX0S KAl UMOTAKTIKOS, €ite eMiKivbuvos
Kal okavbadoAoyikos. ITo epwtnua TeAIKA Tou
Herzfeld, yia to av diatunwvetal évas Siakpitos
Yuvaikeios Adyos péoa oUSs OUOQUAES YUVAIKEIES
napées, £pxetal va dwaoel andvinon pia @idn tou
eBvoypdgou, n onoia CUPPETEIXE O€ KAMoIES ano

autés TS ouvtpowiés. Avanapdyovtas, Aoindv o
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a distinct feminine discourse was expressed in
these women’s groups was answered by a female
friend of his, who participated in some of these

gatherings. Herzfeld quotes his friend as follows:

On the few occasions that | attended such
[informal] gatherings [of women] in Crete
and elsewhere, | was astonished at the
transformation of the women. Although
they customarily continue some dumb*
task—crochet, embroidery, lacework,
etc.—they use discourse [logho(s)] in an
unexpected way.

(Herzfeld 1991: 95) *[silent]

Comparing these two ethnographies, the
portrayal of domestic textile arts that emerges
is contradictory. On the one hand, weaving
is understood to be tedious, laborious and
oppressive women’s work, while on the other
hand embroidery and knitting are presented
as group activities that facilitate discussions
among women.

The relationship between women and the
textile arts cannot be understood as something
that occurs “naturally” because, for example,
“women have thin fingers or are patient”. Rather
it is a cultural construct—a form of gendered
performance—that is perpetuated by physical
and other logistical needs (see Butler 1990).
Therefore, as a gendered performance, the
textile arts can be used to subvert and create
multifaceted “disturbances”. A quintessential
example of this is the handmade banners created
by the suffragettes in Victorian England. The
suffragettes used techniques such as embroidery,
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Herzfeld ta Adyia tns @iAns tous napaBitel 1o

€€ns andonaopa:

Yus AlYeES NEPINTWOEIS MOU CUUHETEIXA O€
autes us [atunes] padweels [yuvaikwy] atnvy
Kpntn kal adnou, éueiva éknAnKTn ano tn
HETAPOP@WON TwV yuvaikwy. MNapono nou
ouvnBws ouvexidouv Tis BouBés aoxonies
tous—Bedovaki, Kévinua, daviéna,
KtA.—xpnaiponololv to Adyo pe €vav pn
avapevopevo tpono.

(Herzfeld 1991: 95)

LuyKpivovtas Aoindv, Tis avagopés ana ts duo
eBvoypagies, n €IKGVA NMou oKiaypageital yid Ts
TEXVES TOU vhpatos eival gaAdov avug@atikn. And
TN pia PepId, N UPAVTIKN Kataypd@etal ws pid
KOMIQOUKN Kal KATAMIEGTKN YUVAIKEia epyacia, evw
and tnv aAAn to Kévtnpa Kai to NAECIo epyoxeipwv
napouaidletal ws Yia opadikn dpactnpidtnta nou
anedeuBepwvel TIs oUZNTHOEIS PETAEU TWV YUVCIKWV.

Aopadws, n gxéon TOU VAPATOS HE TS
yuvaikes 6ev pnopei va BewpnBei ws KAt nou
anoppEel «QUUOIKA», €Neldn yia napadelypa «ol
yuvaikes €xouv Aentd daxtuAa N €ival UNOPIOVETIKES»,
aAAd ws pia NOAITICUIKNA KATAOKEUN N AKOKN Kal WS
Hia Hopen eMitéAEons TOU Yuvaikeiou @UAoU nou
guvtnpeital ge cwpatikd Kal aAda AoyoBeTikd péoa
(BA. Butler 1990). Qs £uguies enitedéacls Aoinov,
0l TEXVES TOU VAPATOS avatpénovtal N Pnopouv
va xpnaoiponoinBouv avtiotpoga nyioupywvtas
noAUpopPes «avatapaxés». Eva XapaKTnpioTIKO
napabeiypa anotedouv ta xelponointa navo
Twv oougpadletwy otn Biktwplavia Ayydia. Oi
oouppadlétes AoINAV, XPNOIKOMOIWVTAS TEXVIKES

ONWS T0 KEVTNUA, TO PAWIHIO KAl TO anAIKE—EKEIVES
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sewing and applique—practises stereotypically
seen as “normal” for women—to demand a right
that was considered “abnormal”: the right to
vote. The reclaim of women’s handicrafts has
also been undertaken by feminist artists.! In
the 1970s, at a time when abstract minimalist
painting dominated the art world, many women
artists revived traditional crafts such as weaving,
macrame, embroidery and knitting, laying the
groundwork for a new field of art: textile art.
Textile artists were not limited to articulating
a different discourse and claiming a place in a
male-dominated world, but also to challenging
one of the most established dichotomies: that
between fine art and craft. Judy Chicago’s art
installation The Dinner Party is undoubtedly one
of the most iconic works of that period.
However, even this emblematic feminist
received harsh criticism because she was
considered by some to have exploited dozens of
embroiderers, extending the system of unpaid,
domestic labour to the art studio (Gerhard
2013: 227-228). It is interesting to note that
the criticism did not focus on the handmade
ceramic tableware of the art installation, but
rather on the embroidered handicrafts, as
their meticulous creation required the time-
consuming dedication of dozens of volunteer
embroiderers. Judy Chicago’s choice not to
embroider even a small part of the work brought
to the fore—once again—the relationship
between fine art and craft. Besides, it is a
fact that, in the cultural context of the Western
world, art is considered to be practically a
spiritual connection between genius creators

and cultured spectators, while craft is seen
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&nAabn us NpakuKEs Nou anodibovtal oTePEOTUNIKA
0N YUVaIKeia guon—~0iekdiknoav €va Sikaiwpa nou
Bewpouvtav «un QUOIKO»: To SIKaiwpa otn YhHEo.
‘Eva 6eUtepo napdbdeiyua, anotedsi n avaktnon
TWV YUVAIKEIWV XEIPOTEXVIWV AMNd QeUIVIOTPIES
€IKkaotikous.! Mpdypatl, Katd tn Seragtia tou
‘70, o€ JIa €Noxn GMou aTNV TEXvN Kuplapxouoe
n a@npnpévn pivigadiotikn {wypa@ikn, noAdés
YUVCIKES EIKAOTIKOI NPOCE£QPUYAV OTNV UQAVTIKN,
T0 POKPAWE, TO KEVTNWA Kal To NA£EIYo, BEtovtas
us Bdoels yia éva véo €IKAoTIKO nedio: tnv textile
art. O1 emdiwgels ekeivewy twv KadAItéxvidwy tou
vnpatos dev neplopidovtav povo atnv dpBpwon
€v0s biapopeTiKoU Adyou Kai atn Siekdiknan pias
Béons otov avBpoKPATOUHEVO KOO0 TNS TEXVNS,
aAAd Kal atnv ap@ioBntnon evds and ta nio KaAd
ebpaiwpéva dinoAa: autd petalu uynAns téxvns
Kal Xelpotexvias. H eIKkaoTIKN eykatdataon pe tito
«The Dinner Party» [«To Aginvo»] tns Judy Chicago,
anotedei avap@iBoAa £va and ta nio XapaktnPIGTKA
€pya eKeivNs TNS NepIddOU.

Qot600, akOun Kail to euBANUAtIKG yia tn
QEMIVIGTKN TéXxvN «Aginvox» tns Judy Chicago,
6€xBnke Spiyeia KpITIKN enelbn BewpnBnKe ot
ekpetanAelTnKe TNy epyacia 6ekdbwv Kevintpiwy,
eNeKteivovias 1o ouotnuga tns dApiobns,
OIKIOKNS epyaaias oto KaAAITEXVIKG epyaoTnplio
(Gerhard 2013: 227-228). Mddigta, n KpITIKA
dev enikevtpwBnKe ota xelponointa KEpapika
oepBitola tns €IKAOTIKNS €yKkatdotaons addd
0Ta KEVINPEVA €PYOXeIpa, KaBws n emipeAnpévn
udonoinon tous anaitnoe tnv noAvwpn eBeAovVTIKN
epyacia dekadwv Kevintpiwy. Mepaitépw, n
emAoyn tns Judy Chicago va pnv Kevtnael n i6ia
€0TW Kal KAMoIo HIKPO KOPUAT ToU €pYouU £PEPE OTO

MPOOKAVIO—YIA Hid KON popd—Tto {ATnpa TNS



PROJECT
SEMEDAKI

“The Dinner Party” (1974-1979), Judy Chicago. The project
consists of a large triangular table of thirty-nine seats. Each
position is addressed to a prominent female personality.
The production of handmade embroidery required many
hours of voluntary work by dozens of women.

«To Aeinvo» (1974-1979), Judy Chicago. To €pyo anoteneital
ané éva Peydno TpIywVIKG Tpanedi tpidvta evveéa BEaewy. KaBe
B¢on aneuBUvetal oe Pia €€€X0U0A YUVAIKEIT MPOoWIKATNTA.
H napaywyn twv xeiponointwy Kevinpdtwy anaitnoe tnv
noAUwpn, eBefovTIKN epyacia SEKABWY YUVAIKWV.

as a technical skill that gives shape to matter
but lacks a serious philosophical underpinning.

Having covered the Sarakatsanes
weavers of post-war Greece, the embroidery
of Britsh suffragettes, and the feminist visual
artists’ establishment of textile art, the thread
of this discourse ends with a contemporary
social-practice art project in central Athens:
#ProjectSemedaki. This project combines the
recycling of second-hand clothes with semedakia
(a specific type of Greek domestic handmade
textile) in order to make haute couture garments.
One of the main goals of the project is to highlight
the significant problems of the disposable
fast fashion system, both for society and for
the environment. These include high energy

consumption, mismanagement of resources,
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oxéans PeTagu uwnAns TEXVNS Kal XEIPOTEXVIaS.
Eival yeyovos dAdwate, 0t ato noAItiopiko nAaicio
ToU SUTIKOU KOOWoU n téxvn Bewpeital pia Katd
Bdon nveupatikn cuvdiadAayn petatu 18lopuwyv
dnpioupywv Kal Kaddiepynuévwy Beatwy, evw
avtiBeta n xelpotexvia avupetwnidetal ws pid
Texvikn 6e€16tnta nou Yopgonolei tny UAn adAd
unodeinetal Kanoiou coBapoU @iAdoco@iKkou
unoBabpou.

Ye autd to onpeio Aoindv, to KouBdp! tns
oudnTNoNns €Xovtas NePAcEl ano TS UPAVIPES
Yapakatodves tns petanofepikns EAAadas atis
oou@padlites, KEVINOTPES ths Bpetavias Kal Us
(PEUIVIOTPIES EIKAOTIKOUS TNs textile art, kataAnyel
o€ £€vd oUYXPOVO KOIVWVIKO, EIKACTIKG EYXEipNUa
010 KEVTpo tns ABnvas: ato #MpotlerZeueddri. H
100 TOU OUYKEKPIPEVOU eyxelpnpatos Baagidetal
0TNV avaKUKAwoN PETAXEIpIoPEVWY poUxwv aidd
Kal Jias 181aiTepns Katnyopias oIKIOKwWY EpYOXeipwv
(YVWwotwv Kal ws ogueddKia) NPoKeIYEVOU va
KataoKeuaotoUv pouxa uwnAns pantukns. Evas
anod tous BaoIKGTEPOUS GTOXOUS TOU EYXEIPALATOS
eival n avadei§n twv onpavtkwy npoBAnpdtwy
nou eni@épel To oUOTNUA TNS YPAYOPNS Kal
£NUEPNS PO6as, TOC0 OTNV Kolvwvia 600 Kal 1o
nepiBannov. Mepikd and autd ta npoBAnyata ival
yia napdderypa n katavaAwaon evépyeias, n onatdin
nopwv, N EKYETAAAEUON TNS YUVAIKEias Kal NaibIkns
€pyacias, N napaywyn anoppIdPdtwy, n NBIKN tns
unepkatavdadwaons, KtA. Qotooo, 1o oePedaKI,
Méaa and tnv i6ia tnv uAIKOTNTA tou, dnAabn péoa
ano ta Aentodoudepéva potiBa Kal tny ouvBetn
Slakdopnon tou, Katagépvel va avadeifel Kal éva
aAfdo onpavukoe Bpa: tny ws eni to nisiotov
dyvwatn dnpIoupyIKeTNTA TwV yuvaikwy. Mpdyuat,

ta oepeddria podovotl cuxva xapaKktnpidovial ws
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exploitation of women and child labour, excessive
waste, overconsumption ethics, etc. However,
the semedaki, through its very materiality, that
is, through its elaborate motifs and intricate
decoration, manages to highlight another
important issue: the mostly unacknowledged
and unrecognised creativity of women. Indeed,
semedakia, although often described as
overdesigned, old-fashioned, tacky and cliche,
nevertheless are the products of extremely long
and arduous labour that requires dedication,
patience, knowledge, aesthetic judgement and
years of experience.

The multifarious degradations of
decorative textiles are not accidental.
Semedakia are, on the one hand, the material
expression of female creativity and feminine
aesthetics, and on the other hand, artistic
objects classified as craft, folk art or amateur
work (Turney 2004). The reuse of domestic
textiles, as part of #ProjectSemedaki, is not
merely an ecological recycling activity but
also a political act. One that seeks to highlight
women’s labour—which often remains invisible,
with no social recognition or significant
rewards. The semedakia are transferred from
the private space of the home to the public view
of a catwalk. They no longer decorate furniture
but bodies, and are transformed into symbols
of social action. Semedakia become active
entities with agency that influence behaviours
and consciences (Gell 1998).

#ProjectSemedaki was conceptualised
by the artist and designer Maria Juliana Byck.
She engaged the community in a variety of

ways, such as open invitations for Athenians to
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¢@Avapa, nadiopoditika, KIKAYoUOTa Kal Kolvatund,
gvtoutols anoteAoUv To MNpoidv pias ealpeTIKA
noAUwpNs Kal KoMIagTIKNS epyaadias, Nou anaitei
agoaiwaon, UMNopovn, YVWOElS, aloBnTIKES Kpioels
Kal Jig oNPavTikn noAuetn ePneipia.

Acgadws, n noAAandn unoBabpion twv
dlakoopnTKwV epyoxeipwy dev ival tuxaia. Ta
ogpedAKIa and tn pia pepid anotedouv tnv UAIKN
€K@POON TNS YUVAIKEIQS dnpIoupyIKGTNTas Kal
TNS yuvalkeias aioBntikns Kal and tnv aiAn, ws
KaAAITEXVIKA avTIKeipeva, Katatdaoovtal otis
Katnyopies tns Xelpotexvias, tns AdikNs téxvns
Kal Tns gpaocitexvikns epyaaias (Turney 2004).
H enavaxpnoigonoinon AoINWY TwWV OIKIAKWY
epyoxeipwy, ota nAaigia tou #MpotdekLepedakl, v
anotefei pévo pia oikoAoyikn dpdon avakukAwaons
aiAd Kar pia noArtKn Npdgn nou enixelpei va avadei€el
HIg CNPAVUKN MTUXA TNS YUVAIKEIas epyacias—ia
MTUXN Mou Napapével aB€atn, Xwpis KoIVWVIKA
avayvwpion Kal xwpis avtapoiBn. Mepaitépw, ta
0eUEDAKIA, £T01 OMWS PETAPEPOVTAI AMO TOV IBIWTIKO
XWPO ToU onitioy otn npodaia B£a pias nacapélas—
ws evbupata nou dev vtuvouv nAcov émnAda adAd
OWUATA—ETATPENOVTAI OE POPEIS PNVUPATWY
Kal KoIVWVIKNSs dpdons, petaBaddovtal dnAadn oe
EVEPYES Kal dpwoes ovidTNTES Nou ennpeddouv
oupnepipopés Kal cuveldnaels (Gell 1998).

To #MpotlerZepeddri Baailetal otnv 16€a
NS €IKAoTIKoU Kal oxedidatpias Maria Juliana
Byck. Qatdoo, n Byck, epapudlovtds didgopes
MPOKTIKES ONwsS Ta avoIxtd Kadéopata npos
TNV KoIVOTNTA, TS CUVEPYEIES PE NPOUNBEUTES
HETAXEIPIOUEVWV POUXWV Kal To Siapoipacpa twv
YVWOoEWV Kal Twv de€lotntwy, Sev Katavoei tn
douAeld tns ws €va atopiko €pyo, aidd ws éva

oundoyIko eyxeipnpa oto onoio evBappuvetal va
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participate in the project, working with second-
hand clothing suppliers, and hosting gatherings
to share creative reuse knowledge and skKills.
Byck does not perceive her work as a personal
project, but rather as a collective venture—
one that encourages the active involvement of
the public. As such, #ProjectSemedaki is not
simply a feminist work that draws inspiration
from women’s domestic arts, but a project that
creates bonds between people and weaves new
social networks. Although the “death of the
author” has already been proclaimed (Barthes
1977), in the world of contemporary Western
art, the artist continues to play the role of
active transmitter and the viewer the role of
the passive receiver. After all, a distant artist
presupposes an equally detached and lonely
spectator—a spectator who will not touch the
work but will look at it within the context of a
silent museum. Thus, in contemporary societies,
sculptures are set up on pedestals and paintings
are framed. For a quilt to be considered art, it
must stand upright like a man, as exemplified
by Robert Rauschenberg’s Bed (Bernick 1994).

Maria Juliana BycK’s artistic endeavour
does not take place in the silent space of a
museum or in the isolation of a gallery, but
among the bustling crowds of central Athens.
The handmade textiles are not placed at an
untouchable distance from the public, but are
designed and worn by a diverse community
of people. The artist is being cast in a new
role, one which is not based on the image of a
remote brilliant authority or a genius creator,
but rather as a social subject who acts as a

catalyst for shared experiences. In this way,
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OUMETEXEN EVEPYA TO KoIVO. To #MpatleKIepedaki
Aoinov, dev anotedei PYovo €va QEUIVICTIKO €pY0
nou avtAel éunveucn and TS YUVAIKEIES TEXVES,
aAdd Kal éva eyxeipnpa nou dnpioupyei 6eopols
MeTagUu avBpwnwy Kal u@aivel véa KoIVwVIKA
iktua. Kar pnopei o «Bdvatos tou ouyypagéa» va
éxel Ndn eINnwBei (Barthes 1977), evtoutols otov
KOO0 TNS oUyXpovns SUTIKNS TExvNs o KaAAItéxvns
ouvexiel va Katéxel To pofo Tou evepyou nopnou Kal
0 Beatns 1o pofo tou naBnukou 6éKktn. AdAwote,
€vas anoatacionoinpévos KadAitéxvns npoUnoBEtel
Kal évav €€i0ou anootacionoiNPEVo Kal HoVaXIKO
Beatn—évav Beatn nou dev Ba ayyiel to épyo aAAd
Ba to atevifel og OUVBNKES POUCEIOKNS CIWMNS.
Ius oUyxpoves Kolvwvies Aoindy, ta yAuntd
otnvovtal og BdBpa Kal ol {wypagikoi nivakes
tonoBetouvtal o€ Kopvides, EVW TKOWN Kal éva
Kanitove nandwpa yia va BewpnBei téxvn, Ba npénel
va otaBeil Katakdpupa oav dvipas—ia 16€a nou
unoaotaaionoleital napaderypatikd oto €pyo «Bed»
Tou Robert Rauschenberg (Bernick 1994).

Qaotdoo, T0 €IKAOTIKO gyxeipnua tns Maria
Juliana Byck 6ev ektudiooetal otis olwnnAés
OUVBNKes €vas pouagiou N oTnv anopdvwaon pias
yKadepi aAAd otov noAuBouo GUVWOTIGUG ToU
KEvTpou tns ABnvas. Ta uAika texvnpata dev
tonoBetolvtal oe Hia avéyyixtn andotacn anod to
Kolvo aAdd npoBdpovtal Kal popiolvtal KatdoapKa
and pia noAuguvBetn Kolvotnta avBpwnwv.
MapdAAnAa, KatatiBetal Kal pia véa tautotnta yia
10 poAo tou KaAAitéxvn, n onoia 6ev Bepefiwovetal
oTnV €IKOVA Hias gu@uous auBevtias Kal evos
tadavtouxou Snpioupyou, aAdd oKiaypagei éva
KOIVWVIKO UMOKEIUEVO Mou evepyei ws evBappuvins
kal SieukoAuvtns ouAdoyIKwy dpdoewv. To oEPESAKI

Aoindv, £va UAIKG avtikeipevo eEopiapévo and thy
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the semedaki, a material object exiled from the
history of Western art—touches the worlds of
high fashion and fine art, creates collectives and
utopias, merges the artist with the spectator
and deconstructs art, taking it from the walls

of the gallery to the streets of Athens.
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I0Topia tns SUTKNS TéExvns—ayyilovtas akpoBiyws
TOUS KOOHOUS TNS OGS Kal TwV UPNAWY TEXVWV—
dnpioupyei cuAAoYIKATNTES Kal oUTonNies, CUYXWVEUEI
tov KaAAitéxvn pe tov Beath Kal anokaBnAwvel to
€PY0 TEXVNS aMO TOUS TOIXoUs tNs YKaAdepi atous

dpopous Twv aBnvaiKwy YEITOVIWV.

NOTES / THMEIQZEIX

1—Just to mention a few women artists who use fabric
and yarn as basic means of expression, such as Joyce
Wieland, Judy Chicago, Magdalena Abakanowicz,
Lyubov Popova, Faith Ringgold, Harmony Hammond,
Sheila Hick and Miriam Schapiro.

1—Ev8eIKTIKG ava@épovtal PEPIKES POVO YUVAIKES
€IKAOTIKOI, Ol OMoies Xxpnaiyonoinaav to Ugaopa Kal
Ta vApata ws Baoika eKQpactika péaa, onws n Joyce
Wieland, n Judy Chicago, n Magdalena Abakanowicz, n
Lyubov Popova, n Faith Ringgold, n Harmony Hammond,

n Sheila Hick kai n Miriam Schapiro.
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Wool Spinning Witches
Disciplining the Body,
Soothing Needlework

and Reproductive Labor

Emmeline de Mooij

This text brings together pieces of writing by
different authors, on topics ranging from wool
spinning witches and spider women to the
capitalist disciplining of the (female) body. They all
have to do with the history of textile production,
which is very much a history of reproductive
labor: unpaid care work mostly performed by
women. | started collecting these stories for the
Feministische Handwerk Partij (The Feminist
Needlework Party), an artist initiative | started
together with Margreet Sweerts. We feel there
are so many marginalized histories about women
in relation to textile production, it is high time
they are brought to light. With the Feministische
Handwerk Partij, we regularly organize gatherings
for which we invite people to read, study and
discuss these kinds of stories collectively, while
simultaneously doing needle-repair-work with our
hands, as a way of connecting to our foremothers
and “repairing” history.

In her book, Women'’s work: The first 20,000
years - Women, cloth and society in early times,
Elizabeth Wayland Barber (1994) illustrates how
much the history of women is a history of textile
production. Wayland Barber describes how, even
in the recent past, the daily amount of hours
spent on textile production by women, took up
more time than taking care of children and other

housework chores combined(!):
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Mdyiooes Ypdvipes Maddiou
[NeiBdpxnan tou Xwparoc,
[Napnyopntiko Kevinua

Kat Avariapaywyikn Epyacia

Emmeline de Mooij

To Keipevo autd ouvevwvel ypantd SiagopeTiKwy
ouyypa@éwy, Ndvw ot €va eUpos Bepdtwy nou
nepiAauBdavel and pdylooes upavipes pandiou
Kal YUVaiKes apdxves PEXPI TNV KamitadlotikN
neiBdpxnaon tou (yuvaikeiou) awpatos. Exouv 6da va
KAVOUV IE TNV 10TORIO TNS NApaywyns UQ@acpdtwy,
nou sivai ev noAdois Hia I0Topia ths avanapaywyIkns
epyaaias: anAnpwtns epyacias PépiYvas nou
Mpaypatonoleital Kupiws ano yuvaikes. Apxiod va
oudiéyw autés Tis IaTopies yia to Feministische
Handwerk Partij (Qepivioturd Kdppa Keviriuarog),
pia kaAAitexvikn npwtoBoudia nou Eexkivnoa padi pe
tnv Margreet Sweerts. AioBavopaote du undpxouv
1000 noAnés nepiBwplonoinpéves I0Topies YUpW
ano Tis YUVAIKES Kal Tn 0XE0N TOUS HIE TNV Napaywyn
UQaopdtwy, Nou €xel YTdoel Mia n wpd va £épBouv
0to Qws. Me to Feministische Handwerk Partij,
OPYOVWVOUE TAKTIKA OUYKEVTPWOEIS OTIS OMOIES
kadoupe avBpwnous va diaBdaouy, va peAstnoouv
Kal va oudntngouv autoU tou €ibous s Iotopies
ouAAoYIKd, EVW OUYXPOVWS KEVTAUE N KAVOUUE
enmidlopBwateis ato xépl, NpAypa nou anotedei évav
Tpdno va ocuvdeBoUpe e TIs MPOYGVoUS Was Kal va
«emdlopBwaooupe» TNV IoTopIa.

Y1o BiBAio ths Women'’s Work: The First 20,000
years — Women, cloth and society in early times, n
Elizabeth Wayland Barber (1994) 6&ixvel kaBapd
o€ ndoo Peyano BaBuo n 1gTopia TwV yuvdikwy

eival pia 10Topia tns napaywyns u@acpdtwy. H
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Thirty years ago in rural Greece, [...] people
wore store-bought, factory-made clothing
of cotton for daily wear, at least in summer.
But traditional festive outfits and all the
household woolens were still made from
scratch. It takes several hours to spin with
a hand spindle the amount of yarn one
can weave up in an hour, so women spun
as they watched the children, girls spun
as they watched the sheep, both spun as
they trudged or rode muleback from one
village to another on errands... The tools
and materials were light and portable,
and the double use of time made both the
spinning and trudging or watching more
interesting. In fact, if we reckon up the
cleaning, spinning, dying, weaving, and
embroidering of the wool, the villagers
appeared to spend at least as many labor
hours on making cloth as on producing the
food to be eaten—and these people bought
half their clothing ready-made!

Records show that, before the in-
vention of the steam engine and the great
factory machines that it could run, this sort
of distribution of time and labor was quite
normal. Most of the hours of the woman’s
day, and occasionally of the man’s, were
spent on textile-related activities. (In Europe
men typically helped tend and shear the
sheep, plant and harvest the flax, and market
any extra textiles available for cash income.)
(Barber 1994: 31)

When we think of prehistoric times, most of us

are probably not so aware of how crucial the
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Wayland Barber nepiypdgel o nws, akopa Kai oto
npoo@ato napedBdv, o nuepnalos apiBuds wpwv
nou §odevovtav ano tis yuvaikes otnv napaywyn
u@aoudtwy KatadduBave peyadltepo pepibio
XPOVOU and Tn JEPIVA TV Naibiwy Kal Tis unodoines

doudeiés tou onitiov padi(l):

[pIv aro TRIAVTaXpovia, TS AYPOTKES MEPIOXES
tns EAAddas, [...] o1 dvBpwnol popoucav
£ToIla, ayopaopéva pouxa Blopunxavikns
Kataokeuns and BauBdr yia To KaBnpepivo
Tous vtUoipo, TouAdxioTov To KanoKaipl. AAd
0l NOPadOCITKES, EOPTATTIKES (POPETIES Kal
6na ta panAiva eidn onitiot e€akodouBoloav
VO QUAXVOVTal OTO XEPI. XPEIAZETal KAUMOOES
(DPES YIa VA YVETEIS LE TO adPAXTI TNV Mogotnta
VAUOTOS Mou Propeis va nAECels oe pia wpa
€101, 0l yuvaikes €yveBav KaBuws npdoexav ta
naidid, ta Kopitala €yvebav KaBws npdoexav
Ta NpoBata, evw Kal ol Pev Kal ol &g €yvebav
kaBws aryonepnatovcav h mhyaivav KaBdda
oto poundpl and to €va xwpid oTo Ao via
dounelés... Ta epyaneia Kal ta uAika ntav
edagpd Kal gopntd, Kai n ditth aglonoinon
TOU XPAVoU €KaVE Kal TO YVECIUO Kal To
MEPMATNIC Kal To NPOTEYa Mo eVOIaPEPOVTA.
YTnv Npaypatikotnta, av avanoyioToUpE To
KaBdpiaua, To yvEaIpo, T Bagn, Tnv Upavon Kal
10 otoniopa Tou PaAAioy, ol XWPIKES @aivetal
nws §4dguav 0TNV KATAOKEUN UPAOHATWY
touAdxiotov Ts ibies wpes nou £6dsuav
Kal oTNV Napaywyn tou gayntou rnou Ba
€Tpwyav—aKal ol dvBpwriol autol Ta pIod Tous
pouxa ta ayopadav £tolual

Ta apxeia deixvouv ot nMpiv and v

€PEUPEDN TNS OTHOUNXAVAS Kal TwV Peydnwy



PROJECT
SEMEDAKI

technology of making thread out of fibers was for
the survival of humans, perhaps it was the most
important technology (rather than weapons, as
is still often assumed). After all, from thread
humans could make a net or a bag, with which
they could gather much more food than with just
their hands, subsequently, they could build up
stocks. And, with the help of clothes, humans
could settle in cold climates. In her book The
Golden Thread: How Fabric Changed History,
Kassia St Clair (2018) writes:

Archaeology has traditionally had a fun-
damental bias against fabric. Fabrics are
after all highly perishable, withering away
within months or years, and only rarely
leaving traces behind for those coming
millennia later to find. Archaeologists—
predominantly male—gave ancient ages
names like ‘Iron’ and ‘Bronze,” rather
than ‘Pottery’ or ‘Flax.” This implies that
metal objects were the principal features
of these times, when they are simply
often the most visible and long-lasting
remnants. Technologies using perishable
materials, such as wood and textiles, may
well have been more pivotal in the daily
lives of the people who lived through
them, but evidence of their existence has,
for the most part, been absorbed back
into the earth.

(St Clair 2018: 29)

In the same book, St Clair writes about how our
species has grown up watching spiders and how

spiders are superior textile producers:
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€PYO0TACIOKWY PNXAVWYV TWV 0Moiwv Tn
Aertoupyia auth e€aopdnios, autou tou €ibous
N KATavopn Tou Xpdvou Kal ts epyaoias ntav
anoAUtws guaiofoyikn. OI NEPIOTOTEPES WPES
NS PEPAS JIaS Yuvaikas, Kal NepIoTAcIaKd Kal
Tou avtpa, Eodelioviav o€ SpaoTNPIGTNTES Mou
oxetidovTav pe Ta updopata. (Xtnv Eupwnn ol
avtpes ouvnBws BonBouaoav otn ppovTida Kal
T0 KoUpepa twv npoBdtwy, atn oropd Kal th
OUYKOION Tou AvapioU Kal 0To EUNOpIO TUXOV
napanavioiwy SIaBEaIUwY UPaouaTwy yia Ty
e€aopdnion peuotou,)

(Barber 1994: 31)

‘Otav OKEQTOHAOTE Ta NPOICTOPIKA Xpovid, Ol Me-
ploodtepes/ol and pas nbavotata dev ayvooUpe
T0 NG00 KpigIUn ATav n texvoroyia TNS KATaoKeUNs
kAwaots and ives yia Ty eniBiwon twv avBpwnwv:
iows vantav nnio cnpavtkn texvoAoyia (Nepioadtepo
KI and auth twv onAwy, onws ouxvd niotevstal
akopn). E€aAdou, anod tnv kKAwotn ol dvBpwrol
Mhopolaav va KataoKeudoouv €va §ixtu n pia
T0dvta, e Ta onoia pnopouacav va cuAdégouv noAu
MEPICOOTEPO PAYNTO and 6,T1 HOVO HIE TA XEPIT TOUS, Kal
Katd ouvEneia, va cuagowpeUoouv anoBépata. Enions,
Me tn BonBeia twv pouxwy, ol dvBpwriol Prnopoucav
va eykataotaBouv og Yuxpd KAipata. to BiBAio ths
The Golden Thread: How Fabric Changed History, n
Kassia St Clair (2018) ypdgel:

Mapadoaoiard n apxaiodoyia gixe pia BepeAikobn
npokatddnyn anévavu oto U@aopa. Ta
updopata ivar e€dndou 1BIaItépws @Baptd,
KOTAOTPEPOVTAI UECT OE PNVES N XPOVId, Kal
onavia Jovo agnvouyV Miow Tous ixvn yia va ta

Bpouv ereives Ki exeivol mou Ba akoAouBhoouv
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Spiders are remarkable. Over the course of a
single night and using only a self-generated
material, many species can build a vast
multipurpose structure. To put it in human
terms, it’s like making a web the size of a
football pitch and then using it to catch prey
equivalent in mass to an airplane. Dating
back nearly 380 million years, they have
evolved into over four thousand separate
species. (For the sake of comparison,
humans diverged from chimpanzees just
seven million years ago and there are just
four hundred different primates.)

[...] Our species has grown up
watching spiders. All the while we struggled
to master tools that would help us hunt,
cook and sew, we were surrounded by
pristine webs, each beaded by the body of its
maker. It's no wonder that these creatures
are woven so deeply in our psyches. We have
had much to learn from their self-sufficiency,

their efficiency, their creativity and, perhaps

Spider web (2020) David S. Ferry Il

lotos apaxvns (2020) David S. Ferry Il.
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xiAigTies petd. O apxaiondyol—avipes Katd
KUpIo Adyo—éSwaav aTous apxaious Kaipous
ovopaoies dnws «Enoxn tou Lidnpou» Kal
ToU «XaAKoU», avti Tns «Kepapikns» 1 tou
«AIlvapioU». Autd agnvel va evvonBei ot
ta petaddikd avuikeipeva anotedovoav ta
NMPWTAPXIKA XAPAKTNPIOTIKA QUTWY TWwVY
nepIodwy, dtav ouxva NPoKeItal anAws yia
Ta M0 0patd Kal avBEKTIKA anopEvVApIa TOUS.
01 texvonoyies nou xpnaiponoiouoav eBaptd
uAikg, onws €UAo Kal updopata, pnopei
KanAiota va unnp&av nio KaBopIoTIKES yia
NV KaBnpepivia {wn twv avBpwnwy nou
{ouoav péoa and autd, aAdd ol anodei€els s
Unap&ns tous €xouv, oTo PeyanUtepo HEPOS
ToUS, anopPo@nBei and tnyn.

(St Clair 2018: 29)

Yto id1o BiBAio, n St Clair ypdpel OXEUKA HE TO NWS TO
€ibos pas éxel evnAKIwBel Napatnpwvtas apdxves
Kal 10 Nws ol apdxves anotedoUv aVwWIEPOUS

napaywyous U@Acpatos:

O1 apdxves eivar agloonpeiwtes. Katd tn
didpKela pias povo vUxXtas, Kal Xpnaolpo-
nolwvtas €va UKo rMou napdayouy ta idig,
noAnd eidn pnopoulv va KAataoKeUdoouv
gia axavn noAuxpnatikn dopn. Ma va 1o
B¢ooupe pe avBpwnivous dpous, eival aav
va QUAXVoUV €vav 10TO Mou éxel To péyeBos
€vos nodooaipikoU ynnedou Kal UETd va 1o
xpnaigonoloUy yia va mdoouv Aeia padas
1006Uvapns Pe autnv evds agponAdvou.
Me nAikia 380 oxedov EKATOPHUPIWY ETWY,
éxouv e€enixBel oe Mapandvw ano t€ooepis

x1A1ddes blagopetika €idn. (Xdpiv tns
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especially, their peerless prowess with
silk. Democritus, a Greek philosopher born
around 460 BC, suggested that it was
watching spiders make their webs and spin
their egg sacs that gave humans the idea
to spin and weave themselves. It’s certainly
true that there is a relationship. Some argue
that spiders were originally called ‘spinders’
from the word ‘spin’.

[...] Perhaps because of their dual role
as makers and destroyers, arachnids appear
in the creation myths of cultures including
the people of pre-Columbian Peru, the Akan
in Ghana and some Native American tribes.
The Hopi and Navajo, for example, have
envisaged a spider-woman hybrid who was
responsible for weaving the cosmos from
clouds and rainbows on an enormous loom,
and whose generosity with her wisdom and
skill allowed humanity to flourish on earth.
Tribal weavers, hoping to tap into the skill
of this deity, would rub their hands in spider
webs before they set to work.

(St Clair 2018: 274-276)

Perhaps we can view the figure of the witch (often
appearing in myths and fairytales) as a Western
version of a spider-woman hybrid, considering
the historical connection between witches and
textile production. In historical depictions of
witches, we see them often holding a distaff or
spindle (tools used for spinning thread) because
magical powers were attributed to them, similar
to a magic wand.

Old Norse volva means both “distaff”

and “wand”. Volvas were those who practised

MNPOTZEKT
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oUyKpions, ol dvBpwnol SiagoponoinBnKkay
ano tous XINatdndes eptd Ponis eKatoppupIa
XPOVIa MpIv, Kal UNdpxouv Hévo TeTpaKdaia
dlapopetkd npwrtelovta.)

[..] To €idos pas €xel evnAikiwBEei
napatnpwvtas apdxves. Evoow naoxidape
va tedsionoincoupe epyaneia nou Ba pas
BonBouoav va KuvnyoUE, va ayeipeUoULE Kal
va pdBoupe, nepiotoxifdpactav and dyoyous
IoToUs, KaBévas ano Tous oroious €ixe EKPEUTEl
PEaa ano To owpa ts dSnpioupyou Tou. Aev eival
va anopei Kaveis nou ta nAdopata autd eival
1000 BaBId cuvUPACPEVT UE TS WUXES Las.
Eixapie noAnd va pdBoupe and tnv autdpKeld, Ty
IKavGTNTa, T SNUIOUPYIKOTNTA, Kal [0wS aKApN
MEPICOOTEPO, ano TNV acuvaywviotn Se€lotexvia
TOUS pe To Petdgl. O Anpdrpitos, évas EAdnvas
@iAdooPos Nou yevvnBnke yUpw oto 460 n.X.,
diatunwoe tnv dnown ot napakoiouBwvtas
TS OpAXVES VO PTUAXVOUV TOUS I0TOUS TOUS Kal
va YVEBOUV TOUS GAKOUS TwV aUywV ToUs tav
nou cuvénaBav ol dvBpwnol tnv 15éa va yvEaouy
Kal va upavouy Kai ol idiol. Eivar onwadnnote
ainBeia Tl undpxel Kanoia oxéon. Opiopéves/
ol unootnpiCouv OT o apdxves [ayy.: spiders]
ovopAadovTav apXIKA «UpAvTpes» [ayy.: spinders]
and t AEEN «upaivwy [ayy.: spin).

[...] Evbexopévws eCartias tou dittou
ToUS poAou ws SnIoupywY Kal KATtaoTpo-
QEWV, Ta apaxvoeldn eppavidovial oTous
HUBous Bnpioupyias noikidwy NoAtIoHWY,
oupnepinapBavopévwy twv Aawy tou MNepol
s npokodopBiavis nepiddou, Twv Akdv ns
IKAvas Kal opiopévwy puaiv AutoxBovwy Ins
Apepikns. 01 Xoéni kai of NaBdxo, yia napdderypa,

ouvénaBav éva uBpibio yuvaikas-apaxvns nou
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shamanism, witchcraft, prophecy, and other
forms of magic. They were highly valued socially.
In Norse mythology the goddess Frigg (Odin’s
wife) spun the clouds with her spinning wheel,
as well as the Norns, Goddesses who spun the
thread of fate.

Up until the beginning of the fifteenth
century, witches played an important role in
society as healers, midwives, fortune-tellers and
sorcerers. As old women, they were traditionally
the ones that embodied knowledge and memory.
In the book Caliban and the Witch: Women, the
Body and Primitive Accumulation, Silvia Federici
(2014) argues that the birth of capitalism in
the late Middle Ages required a war against
women. At the beginning of the fifteenth century,
the persecution of witches led to the execution
of hundreds of thousands of women over 300
years. The witch-hunt destroyed a whole world
of female practices, collective relations and
knowledge systems.

Federici describes how subsequent to the
witch-hunts, beginning in the sixteenth century
in Europe and America, was the enclosure of
communal lands which led to significant changes
in social relations. As soon as workers lost access
to the land, they were plunged into a dependence
unknown in medieval times. The physical
enclosure of the land through privatization and
the fencing-in of the commons was amplified by
a process of social enclosure. The reproduction of
workers shifted from the open field to the home,
from the community to the family, from the public
space (the common, the church) to the private.

The population decline caused by the

plague led to governments seeking to break the

MPOTZEKT
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Atav uneuBuvn yia th Snpioupyia Tou KOGHoU
and oUvvepa Kal oupdvia toga o €vav yIyavtio
apyaneld, Kai tns onoias n yevvaiodwpia pe
N copia Kal tn 6e€lotexvia tns eNétpews
otnv avBpwndtnta va arudaoel navw otn
yn. O1 upavtpes twv @uiwy, eAnidovtas va
pnopéoouyv va aflwBouv tn de€lotexvia tns
Bedtntas autns, £TpIBav Ta XEPIA TOUS NAVW
o€ 10ToUS apaxvns rpiv Eerivigouy doureld.
(St Clair 2018: 274-276)

Evbexopévws va prnopoUpe va SoUpe th popen ts
pdylooas (nou su@avietal ouxva ae PUBous Kal
napapuBia) ws pia SutiKn exkdoxn tns UBPIBIKNS
yuvaikas-apdxvns, AapuBavovtas unéwn tnv IGTopIKN
oUvbeon avapeoa otis PAYIOOES Kal TNV Napaywyn
UQUOMATWV. L ICTOPIKES AMEIKOVITEIS JayIoowy, TIS
BAENoupE oUXVA va Kpatouv pid poKa [nAakdtn] n éva
adpaxu [atpartos] (epyafeia nou xpnaiponolovvral
Y10 T0 YVEQIHIO TOU VARATos), KaBuws ata epyareia autd
anobdibovtav payIkés SUVAEIS, NOPOHOIES HE EKEIVES
€v0s payikou paBdiou.

Yta apxaia Nop8ikd, volva onpaivel 1600
«pOKa» 000 Kal «paBbi». H AEEn ‘volva’ xapaktnpile
60ous e€aoKoUaav aapaviopd, pdyia, Npo@nTeies Kal
aines popés payeias. TUyxavav Peydnns KoIVWVIKNS
anodoxns. £tn vopbikn puBodoyia epgavidetal n Bed
Frigg (n oUCuyos tou Ordin), n onoia €yveBe ta olvvepa
e To podavi tns, dnws enions epgavidovtal Kal ol Norn,
Beés nou €yveBav to vipa ths poipas.

MExpI TS apxES ToU SEKATOU NEUNTOU alwva, O
payiooes Siabpapdudav onpavtiko poio atnv Kovwvia
ws BepaneUtpies, Haies, HAVTIOOES Kal KATOXO!
UNEPPUOIKWYV SuVApEewV. (s NAIKILWEVES, NTaV EKEIVES
Mou NapabocoIaKd EVOAPKWVAV TN YVWON Kal Th JVARN.
Yo BiBAio tns Caliban and the Witch: Women, the Body
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control women had over their bodies and their
reproduction. The outcome of these policies that
lasted for two centuries was the enslavement of
women to procreation. The witch-hunt demonized
all forms of birth control and non-reproductive
sex by accusing women of sacrificing children
to the devil. Midwives were labeled as child
murderers, which led to the introduction of the
male doctor into the delivery room. A new medical
practice emerged: if there was an emergency,
the fetus’ life was now given priority over that

of the mother. The body was disciplined by the

The Norns spin the threads of fate at the roots of Yggdrasil.
Engraving from Fredrik Sander's Swedish edition of the
Poetic Edda, Edda Sémund den Vises: Skaldeverk (1893: 7).

01 Norn yvéBouv to vhpa tns poipas ots piles tou
YykvtpdoiA. Xapaktiké and tn goundikn éxkdoon tns
Mointikns Evta tou Fredrik Sander, Edda Sdémund den
Vises: Skaldeverk (1893: 7).

MPOTZEKT
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and Primitive Accumulation, ' n Silvia Federici (2014)
unootnpidel 0T yid T YEVVNON ToU Kanitadiopou ota
€N tou Meaaiwva xpeidotnKke évas NoAepos evavtiov
TWV YUVAIKWV. LTS pXES TOU HEKATOU NEUMTOU alwva,
0 dlwypos Twv payioowy odnynae otnv ektédeon
ekatovtadwy xiAIGdwv yuvaikwy oe didotnua 300
£TWV. AUTO TO KUVNYI JaYIoOWV KATECTPEYE Evav
0A6KANPO KOOI YUVAIKEIWVY NPAKTIKWY, cuAAOYIKWY
OXETEWV KAl CUSTNPATWY YVWans.

H Federici nepiypdgel to nws PETd T0 KUvAy!
TWV HayIoowy, EEKIVLOVTAS ano Tov HEKATo £KTo aiwva
o€ Eupwnn kal Apepikn, akodoUBnaoav ol Mepippageis
KOIVOTIKWV YaIWV, YEYOVOS Mou 08AyNOE O GNUAVTIKES
MetaBonés ats KolVwVIKES axéaels. Otav ol epydtes
€xaoav tnv NpocBaon Tous aTn yn, CrpWXTNKAV o€ €va
KaBeatws e€GpTNONS AyVWOTO GTA HECAIWVIKAXPAVIa.
H quaikn nepippa&n tns yns péow ts IGiwTtiKonoinons
Kal 0 aroKAEIoHOS TwV KoIvwv evtdBnKav and pia
diadikaaia Kovwvikns nepippatns. H avanapaywyn
TWV EPYATWV HETATOMIOTNKE MO TO AVOIXTO XWpPd!
OTO OriTl, ano TNV KOIVOTNTA OTNV OIKOYEVEID, ano Tn
dnpooia apaipa (ta Koivd, Ty ekKANaia) atnv IBITIKN.

H eAdttwon tou nAnBuopoU nou npokdneoe
nnavwAn wBnoe ts KuBepvnaels va npoanabnoouv
va 61appngouv Tov £AgyX0 TWV YUVAIKWY NAvw otd
owpata Kai tnv avanapaywyn tous. To anotéAeopa
QUTWV TwV NOAITIKWY NMou SINpKeaav SUo aIWVES
Atav nunodoUAwaon TwV YUVAIKWY GTNV TEKVoroinan.
To Kuvnyl Twv payligowy daipovonoinge Kabe
Hoppn avtuouAAnyNns Kal pyn avanapaywyikou
o€ pe Tnv Katnyopia Ot ol yuvaikes Bugialav ta
naidid otov 6idBodo. O1 paies xapaktnpiotnKav
ws naibodoAogadvol, yeyovos nou obnynae atnv
€10aywWYnN ToU Avtpa yiatpoU Péad oto Swpdtio Tou
TOKeTOU. Mia vEa 1aTPIKNA NPAKTIKN avaduBnKe: av

MPOEKUMTE KAMNOIO 1aTPIKO eneiyov, n {wi Tou eBpUou
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church and the state to transform it into labor
power. The new strict working process became
dependent on a uniform and predictable behavior.

Federici continues:

A long process would be required to produce
a disciplined work-force. In the 16th and
17th centuries, the hatred for wage-labor
was so intense that many proletarians
preferred to risk the gallows, rather than
submit to the new conditions of work [more
often they became beggars, vagabonds
or criminals]. This was the first capitalist
crisis, one far more serious than all the
commercial crises that threatened the
foundations of the capitalist systemin the
first phase of its development. As is well-
known, the response of the bourgeoisie was
the institution of a true regime of terror,
implemented through the intensification of
penalties (particularly those punishing the
crimes against property), the introduction of
‘bloody laws’ against vagabonds, intended
to bind workers to the jobs imposed on them,
as once the serfs had been bound to the
land, and the multiplication of executions. In
England alone, 72,000 people were hung by
Henry the VIl during the thirty-eight years
of his reign; and the massacre continued
into the late 16th century.

[...] But the violence of the ruling
class was not confined to the repression
of transgressors. It also aimed at a radical
transformation of the person, intended
to eradicate in the proletariat any form of

behavior not conducive to the imposition of

MPOTZEKT
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anoKtoUgE TWPa NPOTEPAIOTNTA £vVavT TNs {wNs TS
pntépas. Ta owpata neiBapxouvtav and ty ekkAnaia
Kal TO KpATos WOTE vVa PeTapop@wBoUv o€ Epyatiko
duvapiko. H véa auotnpn epyaciakn Siadikaagia
€€aptNBNKe and pia opoldpop@n Kal npoBAsywiun

oupnepipopd. H Federici ouvexiZel Aéyovtas:

Oa xpelalotav pia pakpd diadikaaia yia
va napaxBei éva neiBapxnpévo epyatikéd
duvapiko. Tov 160 Kal tov 170 aikiva, To Hicos
yia tn gioBwtn €pyaacia ntav T0oo €Viovo
nou noAdofl nponetdpiol npotipgovaav va
dlarivbuveuoouv va BpeBolv atny ayxovn
and To va unotaxtolv otis VEES OUVBNKES
dounelds [nio ouxvd yivovtav enaites,
nepinAavwpevol n eykAnpaties]. Autn ntav
N NpwtN KanitaAioTIKA Kpion, pid Kpion nou
Atav nonAU nio onUavTIkA ano 6Aes Us Kpioels
Tou eunopiou Mou aneidovoav ta Bepénia
Tou KanitadiotikoU guoTAPatos otny
NPWIN Aon tns avdntugns tou. Onws efval
YVWGTo, N Anavingn tns aoTIKNS Tagns ntav
n eyKaBidpuon evos KaBeatwtos aAnBivis
TpopoKpatias, nou udonoinBnke péow
NS auotnponoinans twv noivwy (e18Ika
eKeivwv nou agopouoav ta eykAnpata
Katd tns 1810KTNaias), TNs €l0aywyns twyv
AgyOUEVWV «QIATNPWY VOPWY» KOTtd Twy
nepINAavVOPEVWV—VOHWY NOU OKoMO eixav
TNV AppNKTN OUVOEDN TWV £PYATWY HE TS
Soudeiés mou tous eniBdAnovtay, Katd tov
Tpdno nou ntav naniotepa depévol e TN yn
ol dounondpoikol—Kal, TéAos, Héow Tou
noAdanAaciaopoU Twy eKTeNéTEwWY. ZTNV
AyyAia povo, o Eppikos o H' kpépaoe 72.000

avBpwnous ota TPIAVIa OKTW XPOvia NS
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a stricter work-discipline. The dimensions
of this attack are apparent in the social
legislation that, by the middle of the 16th
century, was introduced in England and
France. Games were forbidden, particularly
games of chance that, besides being
useless, undermined the individual’s sense
of responsibility and ‘work ethic.” Taverns
were closed, along with public baths.
Nakedness was penalized, as were many
other ‘unproductive’ forms of sexuality
and sociality. It was forbidden to drink,
swear, curse.

[...] the body then, came to the
foreground of social policies because it
appeared not only as a beast inert to the
stimuli of work, but also as the container
of labor-power [...].

(Federici 2014: 136, 137)

In the 17th century, Mechanical Philosophy
emerges: the mechanization and the trans-
formation of the body into a machine. In the
related Cartesian dualism of which Descartes
was the founder, the body is separated from the
person and literally dehumanized. The rational self
lost solidarity with material reality and nature.
This new separation is based on a master-slave
relationship: the task of the will is to dominate
the body and nature. Women were deemed weak
and irrational and far from reason. Witches were
associated with animals and bestiality. Animals
became the ultimate Other.

In the book Threads of Life: A History of
the World Through the Eye of a Needle, Clare
Hunter (2019) describes how in the same period
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BaoiAeias Tou' Kal N gpayn cuvexiotnKke
pEXpI ta ténn tou 160U alwva.

[..] AAAd n Bia ts Gpxouaoas téEns bev
nepIopICOTav oTNV Kataoton Twy NapaBatwy.
YTOXeUE Kal 0ToV PICIKG PETAOXNUATIOUO
TOU OTOHOU, JE GKOMO TNV eKpiCwon PeTagy
Twv npoAdstdpiwy onolacdnnote Hoppns
OUMNEpIpopds nou Sev eEUNNPETOUGTE pid Mo
auotnpnh epyaoiakn neiBapxia. O1 dlaotdoels
autns tns eniBeons eival epgaveis otnv
KOIVWVIKN vopoBeaia nou eixe eioaxBei ws
Ta péoa tou 16ou aiwva otn faAdia Kar ty
Ayydia. AnayopeUtnkav ta naixvidia, Kai 16iws
T4 TUXEPA Naixvidia, agou, eKtds Tou 0T Ntav
dxpnota, unovaépeuay Ty aicBnon euBuvns Kal
NV «€PYACIaKN NBIKNA» Twv atdpwy. ExkAsioav
taBepveia Kai dnuoaia Aoutpd. MNoivikonomBnke
N YupvoTnta, 0nws ouveBn Kal Pe aAdes «pn
NapaywYIKES» HopPES oeCouaniKdTNTAs Kal
KOIVQWVIKOTNTAS. AnayopeUTnKe To Motd, ol
Bwponoxies Kal ol Katdpes.

[...] to owpa Aoindy npBe aTo NPooKN-
VIO TwV NoAITIKWY KoIVWVIKNS dlaxeipions
eneldn yivétav avuAnntd oxi povo ws €va
{wo, abpavés anévavt ota epebiopata
ns epyaaoias, aAnd Kal ws o popéas tns
€pYaOIaKns duvauns [...].

(Federici 2014 : 136, 137) 2

Tov &ékato £B6op0 alwva, avaduetal n Mnxaviotikn
®iAogoia: N UnXxavoroinon Kal HETAPop@wWan Tou
OWHATOS O€ UNXavi. LTov OXETIKO e autn Kapteoiavo
duiopo tou onoiou 16putns ntav o NTeKApT, o
owpa diaxwpidetal and 1o ATopo Kal KUPIOAEKTIKA
anavBpwnonoieital. O AoyIKos autds anwAeoe tv

alAnAgyyUn tou pe tnv UAIKA NPAyPaTIKOTNTA Kal Tn
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there had already been a shift from the artist
as craftsman to the individual, “inspired” artist,
who acquired a higher status by associating
himself with the head and with inspiration
instead of the work of the hands. And from the
end of the 17th century, needlework increas-
ingly shifted to the domestic environment.
Embroidery, which had previously taken place in
guilds, is now labeled amateur and associated
with decorative frippery. Exemplary for this
is how the, by then 800-years-old, Bayeux
Tapestry was first called “carpet” (while it is
technically an embroidery) in order to elevate it
above any association with female handicrafts.

The stories above are just a few examples

of the many stories that have inspired the

Bayeux Tapestry, scene 57: The death of King Harold at
the Battle of Hastings (c. 1070-1080). The stitching of
the Tapestry was most likely undertaken by unknown
women needleworkers.

Tamoepi Tns Mnayi€, oknvn 57: 0 Bdvatos tou Baoidid
XdpoAvt atn Mdxn tou Xéiouvyks (nep. 1070-1080). To
payipo tns Tanioepi mBavdtata avénaBav dyvwates
YUVOIKES KEVTNOTPES.

MPOTZEKT
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(uon. Autds o véos dlaxwplapos sival Baclopévos o
Hia oxéon a@évin-oKkAdBou: o okonos ths BouAnans
€lval va Kuplapxnael eni Tou 6WHATOS Kal Ts Uaons.
O1 yuvaikes BewpnBnkav adUvapes Kal napddoyes
Kal anopaKkpuopéves and tov Adyo. O pdyiooes
OUOXETIOTNKAV We Ta {wa Kal thv Ktnvwdia. Ta {wa
€yivav o anédutos Addos.

Xto BiBAio Threads of Life: A History of the
World Through the Eye of a Neeldle, n Clare Hunter
(2019) nepiypdpel To nws tnv idia nepiodo eixe
nén oupBei pia petatonion and tov KaAAItéxvn
WS TEXVITN OTOV PEPOVWHEVO, «EUMVEUTHEVO»
KaAAItéxvn, Nou anéKtnae PeyaAUTepn KOIVWVIKN
avayvwpion JEow tns oUVOEDNS TOU Je To Ke@ani
Kal TNV EUNVEUCN QVTi TNS XEIPWVAKTIKAS £pyaaias.
Kal ano to tédos tou 170u aiwva, to payipo/
KEVINUA JETATONIOTNKE OTO OIKIaKO nepiBadnov.
To KEvINpa, MOU NPONYOUHEVWS YIVOTaV and
OUVTEXVIES, TWPA XAPAKTNPIZETAl EPACITEXVIKO Kal
Bewpeital Siakoopntikn agéneia. Eva napaderypa
autou anotedei To yeyovas ot n—tote 800 etwv—
Tanioepi tns Mnayi€ ovopdotnKe apxIika «xadi»
(EVW TEXVIKA MPOKEITAI VIO KEVTINA), NPOKEIUEVOU
va apBei ndvw and onoiadnmnote CUGXETION PE TIS
YUVOIKEIES XEIPOTEXVIES.

01 napandvw Iotopies eival PepIKA
Hovo napabdeiypata twv noAdwv I0TopIwY Nou
evénveuaav 1o PeuvioTiKé Kouua Kevtrjuatoc. Ol
A£€els Kal n epyacia tooo noAAwWY yuvaikwy Yéaa
OTNV 10T0pia €xouV SIOUOPPUWCEI TNV MNPUKTIKN
Kal Tov aktuBiopo pas, nou akodouBouv tnv

KateuBuvan nou opidetal and To PavigEoTo Jas:

To @epviotkd Képua Kevthuatos eival éva
noAItKG PEUIVIOTIKO Kivnpa Kadditexvwy

apIEpWEVO OTN PeAETn, Tnv enididpBuwon,
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Feminist Needlework Party. The words and work
of so many women over history have shaped our
practice and activism guided by the direction set

by our manifesto:

The Feminist Needlework Party is a political
feminist artists movement dedicated to
studying, repairing, speaking, patching up,
unlearning and mending.

We want to restore the disturbed
relationship to our immediate environment
and a damaged world as a whole. The act
of repairing textiles plays an important role
in this because it is an exercise in slowing
down, embodying and transforming. In this
way, we connect with the underexposed
history of textile production within the daily
reality of women.

During our meetings, we allow
needlework and studying to be completely
intertwined. We want to “unlearn” the deep-
rooted tendency for a hierarchical separation
between body and mind (whereby the mind
is put above matter).

By speaking in an embodied
manner both indoors and in public spaces
(from community centers to boardrooms),
together with the participants in our
meetings we develop an alternative way
of working, making and speaking.

We are tired of the highest goal being
a heroic manifestation in the outside world.
Who facilitates the superhero? Who always
cleans up after him?

The Feminist Needlework Party

wants to achieve a higher valuation of
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™ (ouv)opidia, To Yavtdpiopa, Ty anoudanon
KOI TNV EMIOKEUN.

O¢Aoupe va anoKaTtaoTACOUHE TN
Siatapaypévn oxéon pe To dpeco nepiBdiiov
aS Kal e £vav KaTeoTPOUEVO KOO0 GUVOAIKC.
H npd&n tns embdiopBwons upaopdtwy
dlabpapatilel onuavtiko pono oe autd yiati
elval pia doKknon otnv eAGTTIwon taxytntas, Ty
EVOWHATWON Kal tn PETapdp@uon. Me autdv tov
TPAMO, oUVOEBPAOTE Pe TNV unonpoBeBanuévn
I0TOpia TNS NOPAYWYNS UPACUATWY £VIAS TNS
KaBNUEPIVAS MPaYHAUKATNTAS TWV YUVAIKWV.

Katd t didpKeia Twv ouvavinoewy
as, ENTPENOULIE OTO PAYILIO, TO KEVTINUA Kal
™ peAén va eival evienws cuvueacpéva.
O¢Aoupe va «EepdBoupe» tn Babid pilwpévn
TAON MPOS €vav IEPAPXIKO SIaXWPIoHO HETAty
OWHATOS Kal Nveupatos (J€ow Tou oroiou To
nveUpa tonoBeteital ndvw and tnv UAn).

MiAwvtas pe €vav evowpato Tpono
1600 Péoa 0ToV XWPO Has 600 Kal dnudoia (and
KOIVOTKG MOAIIOTIKG KEVTpa PEXpl aiBouaes
OUOKEWEWV), padi Je TIS/Tous GUPHETEXOUTES/
OVTES OTIS CUVAVTNOEIS as, avantUoooUpE
évav evaniak ko tpdno epyaaias, Snuioupyias
Kal (uv)opidias.

‘Exoupe KoupaoTei and To va npenel, ws
UyioTo otoxo, va anotedoUpe pia ekdndwaon
NPWICHOU aToV £€w KAao. MNolos dieukoUVel
v Unapén tou unephpwa; Molos KaBapidel
navta yia Aoyapiacpo tou;

To @epviotKko Kopua Kevtnpatos
Bénel va KatopBwoel pia uynAotepn
agioAdynon s PEPIUVAS, TNS CUVTNPNONS
Kal tns enibiopBwaons. lNa tov oKono auto,

avantUoooupE Pid Un Beapatikh avt-Iotopia
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care, maintenance and repair. To this end,
we develop an unspectacular ongoing
counter-story. Care is invisible work, usually
takes place in the domestic environment
and is often unpaid. It is directly opposed
to innovation, autonomy, the myth of the
independent genius and the epic hero story.
Care is about dependence, about intimacy,
about rituals, about recovery, about keeping
things going, about living together, being
sick together and dying together.
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ev e€eniCel. H pépiuva eivar adpatn epyaaia,
ouvnBws AapBdvel Xxwpa 0To OIKIAKO
nepiBéAfov Kal ouxvd dev nAnpwvetal.
AvutiBetal euBéws otnv Kaivotopia, tnv
autovopia, Tov PUBo tns aveCdptnins
1Bloguias Kal tnv I0Topia tou enikou npwa. H
HEpIKva apopd TNV eEAPTNON, TNV OIKEIOTNTA,
Ts teetoupyies, tn Bepaneia, To va propoUpe
va ouvexiCoupe napd us duokonies, To va
CoUpe padi, va appwataivoupe padi Kai va

neBaivoupe padi.

1—ZXta eAAnvIKA KUKAo@opei and tis Ekdoaels twv Eévwy
unod tov titdo O KdAwnav Kat n pdytoaa: yuvaikes, owpa
Kat npwtapxikr) auaawpeuan, (Ltep.: Ipias Mpappévou, Aias
TuIdKa, Mavayiwtn Mnika, Aoukn Xaoiwtn).

2—Tia tn petdgpacn tou Kelpévou tns Silvia Federici
AngBnKe unown n Yetdepacn twv lpias Mpappévou, Aias
TUI0Ka, Mavayiwtn Mnika, Aoukn Xaoiwtn yia thv eAAnviKA

¢Kk6oon tou BiBAiou and tis EkGdoels twv Févwv.
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Semedaki is Both

Feminine and Sexy
— fact

Anna Fardi

Over the past decade, the fashion industry has
faced multiple changes. The emergence and
gradual establishment of online shopping and
the rise of social media influencers, the constant
“showoff” culture displaying wealthy lifestyles
(whether they are real or not), FOMO (Fear Of
Missing Out) and the new possibilities in easy
and relatively cheap overconsumption (online
shopping, credit card payments, marketing tricks
with flash sales) put quantity over quality. The
more consumers saved financially, the bigger the
loss in quality for the buyers—who wore cheap,
badly made clothing—and the workers—who
got paid meager wages.

Given that the fashion industry is respon-
sible for 10% of carbon emissions worldwide, it
has not been unfairly targeted by the environ-
mental movement. A growing awareness of
overproduction—with many garments ending
up getting incinerated or dumped in landfills—
combined with the water wasted on cotton
crops and the harmful effects of dyeing fabrics,
brought the fashion industry giants a new, more
conscientious and demanding audience, who
have turned against these new developments
in the garment business in order to keep their
eco-conscience clean. The annual research of
the biggest online thrift shop, thredUP, claims
that the resale market will grow more than

double in size, surpassing the fast-fashion
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To Lepebaki ival
OnAUKO Kal ZEE
— fact

Avva @apdn

H nponyoupevn 6ekastia BprKe To Xwpo tns Hodas
va Biwvel noAdanAés addayés. H avaduon Kai
KaBiEpwaon tou NAEKTPOVIKOU EUMOPIoU Kal Twv
vEwV dlapop@wtwv yvwpns ota social media, n
KoudtoUpa tns «enidei§ns» tou (aAnBivou n pn)
nAoUtou, to FOMO (Fear Of Missing Out) kai ol
vées BuvatoTnTes EUKOANS Kal APKETA OIKOVOUIKNS
unepkatavadwons (online napayyedies, nAnpwpn pe
KApta, marketing TEXVIKES L€ NPOa@OpPES-aaTpann)
€Banav og npotepaldTNTa TV NooATNTA £vavTl TNS
nolétntas—kKal 6,u yAitwaoav ol Katavadwtés og
Koatos, addol to nAnpwaoav evduodpevor eBnva,
KaKopappéva updopata Kal aidol pdBovtds ta pe
nevixpd nuepopioBia.

Aedopévou ot n Biopnxavia tns podas ival
unevBuvn yia to 10% twv eKnopnwy avBpaka
naykoopiws, 6 BpéBnKe AGIKa 0To GTOXAOTPO
tou nepiBadfovtikoU Kivhpatos. H unepnapaywyn
ayaBwv—pe éva peyddo pépos autwv va
Katadnyouv o€ Kauon N XwHUatepés—ae ouvbuaopo
pe tn onatain vepou otis KaAAiépyeies BapBaKiou Kai
us eniBAaBeis ouvéneies tns Bagns Twv UQAoPdtwy,
£€@epav tous KofdoaooUs tns Podas anévavt og
€va V€O, OUVEIBNTOMOINUEVO Kal anditnTIKO KoIVO,
Mou OTPEQPETAl OE VEES AYOPES MPOKEIPEVOU va
diatnpnoel KaBapn tnv olkoAoyIKN Tou cuveibnon.
H etnoia épeuva tou peyadutepou online thrift shop,
thredUP, 1oxupietal 6u n petanwAnon Npoioviwy
Ba unepdindaciaotei évavt tns fast-fashion ayopds

péxpi to 2030. O1 ayopaotés nA€ov avadntouv NBIKN
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market by 2030. Buyers are searching for ethical
consumption, without sacrificing the social
and aesthetic aspect of fashion, and upcycling
is getting here just in time to bridge the gap
between the two.

“The difference between upcycling and
second-hand buying lies in the transformation
of every piece of clothing”, explains the creator
behind House of Refashion, Maria Juliana Byck,
an environmentally conscious artist and designer.
She moved to Athens from San Francisco—the
homeland of second-hand—challenged by the
new dynamics that were forming in Greece after
the rise of refugee flows, she decided to combine
her art with activism. While working at several
free shops—stores where anyone in need or
consciously abstaining from shopping, because
of an anti-capitalist and anti-consumerist
philosophy, can get clothes for free—she
observed that on the one hand people had the
desire for a shopping “experience”, and on the
other hand “undesirable” items accumulate in

the junk pile.

[MJB]: There was one item no one
wanted: the businessman suit. Despite
the high quality of the materials—most
are made of pure wool or silk—and the
well-crafted patterns, the suits were left
hanging. So | decided to create my first
catwalk and use the traditional suit in

new ways.

The jackets were turned inside out, the sleeves
and the waist were gathered and finally, they were

transformed into modern satin bomber jackets.
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«[a évav Meta-Kanitadiotiké Kéopo», Evbuparta.
Communitism, ABrva (2018) Xphatos Xpnatidns.

Katavdadwan, Xwpis va XAoouv TNV KOIVWVIKN Kal
aigBnukn &idotacn tns pPodas, Kal to upcycling
€PXETAI VO YEQUPWOEI TO XAopa avdpeaa ota duo.

«H d1agpopd tou upcycling pe tnv ayopd
oc deUtepo xEpPI gival OTI EVTIAOOEI TO KOPUATI
NS PETAPOpPwWaONns KABe KoppatioU», e€nyei
n dnpioupyds tou House of Refashion, Maria
Juliana Byck, suaigBntonoinpévn KaAAItéxvis
Kal oxedidotpla. Metakopioe atnv ABnva and
10 Xav Opavaioko—tnv natpida tou second
hand—yonteupévn anod tis vées SUVAMIKES Mou
dlapoppwvovtav otn xwpea e Tnv augnon Twv
MPOCMUYIKWY POWV Kal ano@dcioe va cuvdudaoel
tn 6oudeld tns pe tov aktBiopd. Kdvovtas tn
Bnteia tns oe free shops tns ndéAns—puayadid
onou pnopei va npopnBeutei dwpedv pouxa
onolos BpioKketal ge avdykn n enmiAdéyel va
anéxel ano tnv ayopd pouxwyv oto ndaicio tns

avukanmtadigtikNns Kdl avtikatavadwTtikns



PROJECT
SEMEDAKI

“For a Post-Capitalist World”, Outfits. Communitism,
Athens, Greece (2018) Chris Christidis.

The cotton shirts were buttoned upside down,
their sleeves were turned into pockets and the
collar was refined so that the new design could

be worn as a high-waisted buttoned-up skirt.

[MJBI: | followed the same principles in my
next project. This time the Greek semedaki
was used as raw material: as it is made of
high-quality materials and has many unique,
handmade designs yet was also left unused.
The semedaki is a symbol of a women’s
creation and was once an indicator of their
value and place in society. | wanted to
honor these women, but also prove that the
semedaki can be worn, become extremely

fashionable and have a new life.

So, she took the semedakia that were either

hidden in closets or donated en masse to the
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@idocopias—>oianiotwaoe, a@evos, TNV avdaykn
va §1atnpnoouV ol EKACTOTE «OYOPACTES» TN
shopping epneipia Kal, agetépou, €ide KAnola

KOMMATIa va cuogwpevovtal ota alatnta.

[MJB]: Ynnpxe éva avTKeipevo nou Kaveis
dev nBede, KI autd NTav 1o KoaotoUupl.
Mapd tnv uwnAn noldtnta Twv UAIKWY—
Ta NepIoootepa PTIAxXvovtal and KaBapd
padAi n petd€i—kal to KadobouAgpévo
natpdyv, éUeve ota pdeia. Etol anogdaioa
va KAvw pia Npwtn nacapéna Kai va to

XPNOILONOINOW HE VEOUS TPOMOUS.

Ta oakdkia yupioav péoa £§w, ooupwBnKav ata
pavikia Kal otn Yéon Kal JetagoppwbnKav ae
Moviépva oatév bomber jackets. Ta BapBakepd
MouUKAIoa KoupnwBnkav avdanoda, ta pavikia
PAPTNKAV Ot OXNHYA TOEMNS Kal O YIaKds
@IVIpIOTNKE, WOTE 1o TeEAIKO OXEDI0 va poplétal

oav midi @oUaota pe Koupmnid.

[MJBI: Tis ibies apxés akofouBnoa Kai ato
endpevo project Jou e Mpwtn UNN To Oepe-
8AKI, €va avuKkeipevo and KAwoTEs uwnAns
noldtntas, o€ Jovadikd, xelporiointa oxedia,
nou €ueve axpnoiponointo. Ta oepeddkia
eival oUpBoAa tns yuvaikeias Snpioupyias Kal
KAnote unnp&av to PETpo nou dnAwve thv aia
Kal To péAo tous.' HBeAa va upnow autés ts
yuvaikes, aAAd Kai va anodeiw ot unopouv
va popeBouy, va yivouv drpws BnAuKd Kal va

QMOKTAGOUV pia véa {wn.

Avéaupe, Aoinov, ta Konavédia nou KpuBovtav ota

vtouddnia Kal Swpiovtav padika ota free shops Kal,
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free shops, and she transformed them into
sleeveless tops, long dresses with high slits
and all kinds of purses, equally beautiful
to the expensive crocheted garments that
flooded the biggest fashion chains last season.
Utterly wearable, unique, and easily tailored
to fit any body type, the reborn semedaki were
made to the measurements of a wide variety
of “models” from the Victoria Square Project
neighborhood and subsequently worn in several
DIY catwalks, sometimes combined with big
banners advocating for sustainable fashion.
The pieces that were made through
this process are not for sale, however, Byck
would really like at some point for someone
to bring their grandmother’s semedaki and
tailor them to their size, creating clothes
with zero environmental footprint and huge

sentimental value.

[MJBI: The reinterpretation of clothes or
fabrics is enjoyable, easy and accessible to
everyone. It is a totally new side of fashion
that we can explore while at the same time
we can abandon the problematic aspects

of the industry and indulge in its fun parts.

This text was first published as part of “Upcycle:
The Athenians who make treasures out of trash”, in
ATHINORAMA magazine (Thursday 5/3/2020).
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paBe-EnAwve, Ta HETAPOPPWOE O€ AUAVIKA ToNdKId,
MOKPIG QOpENATa e OKIOIUATA Kal TOAvTes 0Awv
Twv e1dwyv, nou dev £xouv tinota va ZnAéywouv and
Ta aKpIBd crochet nou KatékAuoav tis PeyaUtepes
adugibes tnv nponyouUpevn Xpovid. AKpws QopETipd,
£EXWPIOTA Kal eUKoAA PETAMNOINGIKA 0Ta HETPa
KABe cwyatdtunou, Ta avayevvnpéva oededdria
pAPTNKav Navw otn heyddn noikidia «poviéAwv»
Tns yeitovids tou Victoria Square Project Kal
nepnatnBnkav oe didg@opes DIY, akuBIoTIKES
nacapéfes, cuvduaopéva ouxvd e PNvURaTa Unép
tns Biwalpdtntas.

Ta Koppdtia mou NpoéKuYav npos to napov
dev eival npos nwAnon, waotéaco, n Byck Ba nBede
noAu Kanoia otiydn ol AvBpwnol va @épvouv ta
oededaKIa twv yiayiddwy Tous Kal va ta npooap-
poZouv padi tns Ndvw Tous, @TIAXvVovTas pouxda Je
pN&eviKo nepiBaifovtikd anotunwa Kal peydnn

ouvaioBnuatkn a&ia.

[MJB]: H enavavonpatodotnon twyv pouxwy
N TWV UPAoPATwY eival anoAauoTIKA,
euKoAn Kal npooith o 6Aous. Eival pia
evienws Kaivoupyla nAeupd tns podas nou
pnopoUpe va e€epeUVACOUNE, aPNVoVIas
0TNV AKpN TS MPoBANUATIKES MTUXES
tns Biopnxavias Kar anodapBdvovtas to

5100KedaOTIKG TNS KOPUATI.

To Keipevo npwtodnpocieUtnKke oto nAaicio tou Bépatos
«Upcycle: Ot ABnvaiot nou gtidxvouv Bnaaupous ané akouri-
61a», oto nepiodiké ABHNOPAMA (Mépntn 5/3/2020).
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Weaving and the Stitches
of Concentrated Attention
Greek Handicrafts from
Tradition to Modern Fashion,
Art and Critical Thinking

Efie Falida

The time of craft has come. It is becoming a symbol
of Europe’s cultural heritage, as countries such as
England, Italy and France organize institutions,
trade fairs and art festivals around the practices
of the craftsman and the artisan. Their purpose
is to highlight other forms of history, culture,
economy and society from the old continent,
influenced in part by developments in the art and
craft of marble, glass, textiles, leather, precious
metals and gems.

The Domenico Dolce and Stefano Gabbana,
known for their obsession with beauty and the
traditions of Sicily and Southern Italy, built their
colorful 2013 collection on the art of basket
making, mat weaving, macrame and crochet.
They infused the female body with the way of
life in the Mediterranean region, or it would be
more correct to say that their models wore the
tradition of the craft from their homeland. Even
more elaborate and difficult was the couture work
undertaken by the professional “small hands”
(petites-mains)' from the house of Valentino.
Under the guidance, designs and photographic
material provided by designers Maria Grazia Chiuri
and Pierpaolo Piccioli, they made capes with silk
crepe railings that were wrapped by hand for
hundreds of hours. Their designs are reminiscent

of the curves formed by the sequences of iron
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XelponAeKTIKN Kal ol BeAoviés
tns Ectuiaopévns Eypnyopons
To EAfAnvikd Epydxeipo and tnv
[Napdboan otn Xuyxpovn Mdba,
Téxvn Kat Kpitikn ZKEwn

‘Epn Oadida

H wpa tns xeipotexvias éxel onpdavel. Mivetal
oUpBoAo tns eupwnaikns NoAITIOUIKAS KANPoOVopIds,
eV Xwpes onws n Ayydia, n ltadia kai n MaAdia
opyavwvouv Begpous, eunopikés ekBEaels Kal
KaAAItexvika @eotBan yUpw anod tnv 16€a tns
€pyaaias tou texvitn (craftsman) Kal Tou XeIpoTéXvn
(artisan). Ikonos tous sival va avadei€ouv difdes
HOp®EsS Tns I0Topias Tou NnoAItiopoy, TNS oIKovopias
Kal TNS Kolvwvias Tns ynpaids nneipou, nou atnpie
HEPOS TNs Mopeias tns otnv téxvn enegepyaaias
Twv petdidwy, Tou Jappdpou, Tou yuadiou, Tou
UQAoHaTos, Tou SEPUATOS Kal TWV EUYEVWY UAIKWV
Kal noAUTIpwv AiBwv.

0 Domenico Dolce Kai o Stefano Gabbana,
(PNUICUEVOI VIO TNV EPPOVA TOUS HE Ta OTEPESTUNT
oHop@Ids Kal tnv napddoon tns Zikedias Kal tns
Nouas Itadias, athpi§av th {wnpoxpwpn cuddoyn
tous 1o 2013 otnv KaAaBonAgKTIKN, TV Upavon
ns Yabas, to BeAovdki pakpapé. Xwpeoav ato
YUVaIKeio owpa tov tpono Jwns Mias neploxns
ns Meagoyeiour n Ba Atav nio cwotd va nouye
OU (popecav ota PoviéAa tous tnv napddoaon
TNS XEIPOTEXVias tns yevETelpds tous. AKOUN Mio
enegepyaopévo Kal SuokoAo ntav to €épyo uynAns
panuKns nou avédaBav ta enayyeAPAtiKa «HIKpd
xépla» (petites-mains)' tou oikou Valentino. Yno
us odnyies, Ta ox€BIa Kal T PWTOYPAPIKO UAIKO

nou napeixav ol oxedlaotés Maria Grazia Chiuri Kal
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railings used when fencing large privately owned
properties. The Valentino gate-cape indicates
the passage of ironwork into the technique of
clothing. It is an example of the meeting of high
design with craft.

These two examples of luxury fashion, as
presented in 2013, are far from the female hands
of today’s Greece. The famous craftsmanship of
the “small hands” of the French school of haute
couture is rarely found worthy of representation
in our country. For economic and cultural
reasons, the labor-intensive crafts did not find
enough supporters to create a safety net for
traditional Greek craft techniques as part of
state and institutional policy. Thus, crochet,
knitting and embroidery did not evolve in
the context of a formal educational process.
They remained confined to a type of women’s
association that developed after World War
II, within the closed family environment and
concentric social interactions that took place
at the core of the village or neighborhood. The
practice of such community gatherings took
place in small groups, charged with large
reserves of desire and dreams.

Traditionally, the image of women in
Greece is projected through her handiwork.
Her lifestyle, her background, her education
and her financial status were reflected in the
quality of her materials: the humble cotton
thread, domestic linen and silk, or, for the most
wealthy, the imported glossy yarns made of
good quality silk and cotton, the materials one
used discreetly stated class differences between
the women. However, the way in which women

gathered to produce the textiles remains more
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Pierpaolo Piccioli, épuiaav Kdnes pe petawtd
Kpen péAil nou tuAixBnke eni ekatovtddes wpes
oto xépl. To ox€616 tous BupiCel Us nepieni§els nou
oxnpatiCouv ol aAAnAouxies ano oibepévia KayKeAa
otav nepippadouv Peydres 1610KTNTES eKtdaels. H
Valentino kana-kaykeAdnopta dSnAwvel to népacpa
TNs o16npoUpYias atnv TeXVIKN Tou evbupatos. Eival
10 Seiyda tns ouvavinons tou uynidou vy pe
TNV TEXVoTponia.

Ta 600 autd napadeiypata nou agopouv T
Mo6a tns noAutédeias, £1a1 ONws NApoucIdoTnKav
Tov Xxelpwva tou 2014, anéxouv and ta yuvaikeia
xépla tns onuepivis EAAdSas. H idonun de€lotexvia
TWV «HIKPWV XEPILWV» Tns yaddikns oxodns uynins
POMTUKNS onavia evionidetal oe ASIES EKNPOCWNOUS
otnv xwpa pas. MNa Adyous olkovopiKoUs Kal nofi-
TIOMIKoUS, N Xelpotexvia upnAwyv anaitnogwy oe
BpPrKE EUNKOOUS UMOCOTNPIKTES WOTE, aTo NAaiolo
KPATIKWV Kal BEGUIKWY ano@doewy, va dnpioupynBei
€va dixtu aoganeias yia tis napadooiakés eAANVIKES
VNHOTOUPYIKES TexVIKES. Etal, o BeAovaki, To nA€gipo
Kal to Kévinpa Sev e€edixBnrav ota nAaioia pias
enionuns eknaibeutikns diadikaaias. Mapépeivav
€YKAEIoPEVa O€ €va €i60S YUVTIKEITS OUVAVAOTPOPNS
rou avantuxBnke petd tov B’ Maykdopio MoéAepo,
€VT0S ToU KAeloToU oIKoyevelakoU NepiBaAAovTtos Kal
TWV OHOKEVTPWY KOIVWVIKWY 0UVAVACGTPOPWV MoU
ouvtedoUvtav aTov NUPAVA ToU XwpIoU A TNS YEIToVIds.
H NpaKTIKNA TETOIWVY KOIVOTIKWY GUVavVAoTpoQuV
ouvéBalve og HIKpA OXNUaAta, Qopticpéva e pHeyana
anoBépata emBupias Kai oveipwv.

Mapadoaoiakd, n €IKGva tns yuvaikas
otnv EAAd6a npoBaddel péoa and ta epydxelpd
tns. 0 tponos {wns Tns, N Kataywyn tns, 10
HOP@WTIKA Kal TO OIKOVOMIKG Tns eninedo anotu-

MwWVoVTav otnv noidtnta twv UAIKWY Tous: 1o
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or less the same. The women’s groups, each
afternoon after cooking and caring for their loved
ones, gathered in yards or outside the doorsteps
of their homes for socializing with each other.
Handicrafts (crochet, Knitting or embroidery)
served as a tool for weaving together a social
fabric. Joining requires knowledge of the
relevant technique. Every woman equipped with
these handicraft skills could create her dowry,
ornaments for her house and her clothes, and
the linens that her family members would use. In
this way, while she was making her “world”, the
Greek woman was simultaneously participating
in the women’s microcosm, feeding it with her
“news”, entertaining it with her jokes. Much more
methodically, it strengthened a special identity
for that which in Greek society is called “the art
of gossip”. Somehow, while for the male world
gossip remained the negative habit of “talkative”
women, for women themselves it became a way
of connecting, caring and recounting everyday
experiences through craft circles.

The art of hands is a human experience.
It is a process of production whose vitality is
transferred to the object. Performance artist
Georgia Sagri, on a trip to Aegina in 2012 with a
team of researchers in social anthropology and
architecture, participated in the process of creating
lace with the technique known as “kopaneli”. The
video recording of the whole process emphasizes
the meeting of a group of craftswomen and the
special sound produced by the lemon sticks used
for wrapping and unwinding the thread. It all
starts when the participants place a cylindrical
pillow filled with straw, the “kousouni”, on their

feet. The woman who is experienced in the
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taneivo BapBakepo viapa, yxwpio AV Kal PETAg],
N, Yid Us nio eUpwWATes, T eloayopeva yuadiotepd
vAgata ano Kadns noidtntas Petdél Kal BapBdaKi,
dnAwvav diakpItika taikés diagpopés avapeoa
oS yuvaikes nou ta petaxelpidovtav. Qotoco, o
TPOMOS KOIVOTIKNS Napaywyns Aiyo noAu napaével
id10s o€ KABe nepintwon. 01 NUPEES TWV YUVAIKWY,
KABe anoyeua YETA TO Payeipepa Kal Tt gpovtida
TWV OIKEIWY, CUYKEVTpWVOVTaV o€ auiés n €§w
and ta KatweAid Twv oriITtiwVY ToUus Yid Th hetagy
TOUS KOIVWVIKN guvavaotpo@n. To €pyoxeipo
(BeAovdki, NAggIpo N KEvinua) AeitoupyoUoe ws
epyafeio Kolvwvikonoinans, ws YéBodos nNAgns
€VOS KoIVWVIKOU ugavtou. H évtagn oe pia tétoia
opada npolnoBete yvWOEelS TNS AVTIOTOIXNS
texvikns. KdBe yuvaika epodiaopévn Pe autés tis
XEIPOTEXVIKES IKAVOTNTES UropoUae va SnpIoUpYNaEl
TNV Npoika tns, ta atoAiia Tou onitioy tns Kal Twv
POUXWV TNs, td AgUKA €idn nou Ba xpnaoiponoioloav
ta PEAN tns olKoyEvelds tns. Me autov Aoindv
TOV TPOMNO, KaBWS £QPTIAXVE TOV «KOOHO» TNS, N
EAAnvi6a ouppeteixe Tautdxpova oTov YuvdiKeio
MIKPOKOGOHO, TOV TPOPOS0TOUCE LE TIS «EIBNOEIS»
ns, tov diaokédade pe ta aoteia tns. MoAu nio
HeBOBIKA, Tov evioxuoe WOTE va AnoKtnoel pia
181aitepn tautdtnta nou otnv eAANVIKNA Kolvwvia
anokadeital «n Téxvn Tou KoutaopnodioU». Kanws
€101, EVW YIO ToV avOpIKO KOGKO To KoutoounoAid
napépeve Wia apvntikn ouvnBela «noAudoyias»
TWV YUVAIKWY, YIa TS (61€S TS YUVAIKES €YIVE
TPOMOS KOIVWVIKAS ouvavaotpogns, ppovtidas
Kal €§10T0pnNoNs KaBnpepIVWVY eUNEIPIWY PEST anod
OMAdES xelpotexvias.

H téxvn twv xepiwv eival pia avBpwnivn
eunelpia. Eival pia diadikacia napaywyns tns

onoias n wvtdvia HETaQEPETal 0TO avTIKeipevo. H
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technique of making kopaneli places a thick piece
of cardboard at the top and pins on the pattern of
the lace designed on rice paper. She then places
pins on the outline of the design. The threads are
fastened to a pin at the beginning of the design
and tied together in groups of two, four or eight.
Their length is wrapped around approximately
twenty elongated sticks of lemonwood, the so-
called “kopanelia” or bobbins. Holding these
bobbins in her hands, she begins to make the lace.
The rhythmic beat that is heard as the bobbins
strike each other gave its name to the lace
produced. The complexity of this technique, the
sound of the woods and the handiwork produced
make the kopaneli a purely feminine ritual that
leads to the formation of a very unique and, at
the same time, familiar atmosphere of work and

focused concentration.?

Kousouni and kopaneli bobbins (2019) Educational
Association of Aegina “Kapodistrias”, Friends for the
Dissemination and Rescue of the Aeginian Kopaneli.

KouooUvi Kai konavédia (2019) Mopgpwtikds fuAnoyos
Aiyivas «0 Kanobiotpias», Turjua @idwv ya v Aiddoan
Kat Aidowan tou Atyivritikou KonavedioU.
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neppoppep kadditéxvns Mewpyia Zaypn, og €va tagid
tns atnv Afyiva to 2012 pe pia opdda epeuvntwy
KOIVWVIKNS avBpwnofoyias Kal apXITEKTOVWY,
ouppeteixe otn diadikaaia dSnuioupyias daviéAas
ME TNV TEXVIKN YVWOTN ws «Konavéni». Lto Bivieo
Kataypagns tns dAns diadikaoias divetal éugaocn
0T guveUpean pias opddas and texvitpies Kal gTov
181aitepo nNxo nou napdyouv ta EuAdKIa Agpovids
rnou xpnaidonoloUvtal yia to tuAiypa Kal etuAiyud
Tou vapatos. 0Aa apxifouv 4Tav ol CUPHETEXOUTES
tonoBetolv Ndvw ota nodia To «KouooUVi», To
KuAIvEpIKG pagiAdpl, onws Aéyetal, YEHIOUEVO HE
axupa. H yuvaika nou eival éPneipn otnv TeXvikn
davténas pe Konavénl akouundel anod Navw va
XOVTPO XAPTOVI Kal 0TN CUVEXEID KAPQITTWVEI TO
natpov tns davtéas, To onoio eival axediaopévo
o€ pifoxapto. Eneita, tonoBetei Kapitoes ato
nepiypappa tou oxediou. e pia Kap@itoa atnv apxn
ToU 0Xebiou gival aTeEpEWEVES 0l KAWOTES, Bepéves
av &Uo, téooepis n oKtw. To PNKos tous Bpioketal
twAlydévo oe nepinou €ikool pakpooteva uadkia
ano gudo Aspovids, ta Aeyopeva «konavéniar.
Kpatwvtas ata xépia tns 1a HaKpOateva autd
guAdria apxilel to nA£§ipo. O puBpIKOS KTUNos
rnou axouyetal KaBws KonavioUvtal Petagl tous
€6woe To Ovopa Tou otn napayopevn daviéda. H
noAunAOKATNTA QUTAS TNS TEXVIKAS, 0 NX0S TWV
€UAWV Kal To Napayduevo epyoxelpo KaBiotouv to
Konavén ws pia agyws yuvaikeia teAetoupyia nou
obnyei otn diapdpwaon pias 1diaitepa NPwToyvwpns
Kal, TaUTOXpova, oIKEias atddopalpas epyaaias Kal
nepiouAfoyns.

H davtéAda autn pnopei va @opeBei Kal
oav Kéounpa, Ba unootnpiel Ye tn ggipd tns n
oxedidotpia Akanksha Sharma and to Néo Aedxi,

navtpepévn atnv Kpntn Kal yKataotnpévn oto
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This lace can also be worn as jewelry,
as proposed by the designer Akanksha Sharma
from New Delhi, married in Crete and settled
in Heraklion. Her ability to use and rejuvenate
traditional elements, both from her place of origin
and in Greece where she now lives, results in an
attempt of approaching tradition from the point of
view of contemporary design. Kopaneli becomes
a delicate piece of jewelry to be worn anywhere
on the body and at the same time promoted in
a new form to the forefront of modern women’s
entrepreneurship.?

Also in Crete, the “Penelope Gandhi Mission”
team is popularizing weaving on the loom,
producing flax and silk yarns and dyeing with
vegetable dyes. The weavers of Penelope Gandhi,
with their handmade personal woven dresses,
follow a methodology that starts with weaving
lessons in the primary schools of Crete, in
collaboration with the Pedagogical Department
of Primary Education of the University of Crete,
as they seek to maintain their continuity of a
long-held tradition. This is a project that has not
yet met its ideal partner from the field of modern
design so that Cretan handmade weavers receive
the recognition they deserve in a contemporary
fusion of fashion and tradition.

As we have seen, when design meets
technique designers around the world are
inspired by the concept of heritage, as was
dynamically introduced by the famous fashion
houses of France in the mid-2000s. In the
century of e-commerce and the triumph of
software coding, the specialized touch of
experienced hands on objects is a privilege. In

the age of the Anthropocene, humble women’s

MNPOTZEKT
2EMEAAKI

HpdkAelo. H 1kavdtntd tns va alonolsi Kai va
avalwoyovei ta napadoaoiakd otoixeia, 1000 Tou
TOMOU KAtaywyns Tns 600 Kal TNs NePIOXNS Orou
onpepa Cel, KataAnyel og Jia anoneipa Npocéyyions
tns napadoaons pe 6pous vuldiv. To Konavédi
yivetal Aentenidento Kéounpa yia va @opeBei
ornoudnnote NAvw 0T CWHA, EVW ENAVEPXETA
MetaAAaoaopEVO GTO NPOCKAVIO TNS oUYXPOoVNS
YUVQIKEITs eNIXEIPNUATKOTNTAS.?

Enions atnv KpAtn, n opdda «Anoatodn
MnveAdnn Gandhi» &1adidel tnv Ugpavon otov
apyadeld, tnv napaywyn vnpdtwy ané Aivapl
Kal YetagooKwAnKa Kal Th Bagn Tous pe QUTIKA
xpwpata. O1 updvtpes s MNnveAdnns Gandhi, pe
T XEIPOMOINTA NMPOCWIIKA TOUS UPAVTA Qopéatd,
axkoflouBouv pia peBodoAoyikn Npoayyion nou
€EKIVA ano Jabnpata ueavtikns ota SnpoTIKA oxodeia
s Kpntns, og ouvepyaoia pe to Maibaywyikd Tunpa
Anpotikns Eknaibeuaons tou Maveniotnpiou Kpntns,
KaBws eMGILKOUV va SIaTNPNGOUY TN CUVEXEID Hias
HaKpoxpovns napddoaons. Mpokeital yia pia nopeia
nou axoun Bev €xel NPAyPAtonoIngel Thv 16avikn
TNS ouvAvVTNoN Pe €vav gUVTIPOQO anod ToV Xwpo
Tou oUyxpovou vTZalv, €101 Wate ta oxEdia Twv
KPNTIKWV XEIPOMNoiNTwWY U@avIwy va €lanpagouv
TNV avayvwpIion Mou Tous appodel o€ pia JoviEpva
oupBiwon podas Kal napddoons.

‘Onws éxoupe nbn bel, dtav to vuldiv cuvavid
TNV TEXVOTPONia ol oXedIAoTES GANS TNS OIKOUHEVNS
avanapdyouv Pe Bdon v évvolia tou heritage nou
€KKIvnoav SUVAMIKA ol 10TopIKoI oiKol Hobas tns
loAAias ota péoa tns SeKkaetias tou 2000. Ltov aiwva

TwvV nAeKkTpoviKwy cuvadiaywv Kal tou BpidpBou
s ypapns Kwbika yia npoypdupata AoyiopiKkou,
10 €E€IBIKEUPEVO AYYIYHA TWV EUMNEIPWYV XEPIWV

nAvw ota Npdypata eival npovopio. LTnv eNoxn tns
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craftsmanship promotes an alternative through
the redefinition of social roles in new economic
models that build their foundation on the
appreciation of traditional techniques. This is
where the handmade and “do it yourself” (DIY)
practices find a place in a dynamic return from
the past. Following the emergence of handicraft
seminars that spread during the decade of the
“Greek crisis” (2009-2019) through clubs and
independent volunteer groups, we now see the
organization of conferences on topics related
to crafting with the participation of delegates
from abroad.

Against this technocratic model of living
and transitioning into a new era, one that uses
the internet as a platform and tool for sharing
crafting techniques, combined with marketing
and community building through social media,
a counter-proposal was published: Katerina
Schina’s book (2014) Right side and back: The
Culture of Knitting (in Greek—Kal{ kai Andpodi:
0 Politismds tou Plektou). According to which,
the evolution of the “monolithic” militant first-
wave feminist is a modern feminist connoisseur
and activator of domestic arts. Not out of
necessity or limitation, but out of choice. This
is the author’s main argument, who begins her
semiology on the long-standing technique of
Knitting, her personal favorite pastime. Katerina
Schina, a worthy and capable professional in
critical writing and artistic translations, treats
her text like the design of a knitted textile. She
uses elaborate phrases, deftly stitching together
a layered and structured argument, like the
practiced hand of an experienced weaver who

for many years has mastered the technique
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AvBpwnadKaivou, n TAneIvh YUVAIKEIQ XEIPOTEXVia
npowBei tnv addayn napadeiypatos péow tou
€navanpoadiopiopoU TWV KoIVWVIKWY Has péiwv
0€ VEQ OIKOVOUIKA Poviéda nou Sopouv th Bdon
TOUS 0 NapabooIaKES TeXVIKES. EKel Bpiokouv Béan
Ol MPAKTIKES TOU Xelponointou Kal tou «Pudgto
Mavos Zou» (DIY) kaBws eniatpépouv duvapika and
10 NapeABov. Metd ta oepIvapia XeIpotexvias nou
81066BnKav otn deKaetia tns «eAANVIKNS Kpions»
(2009-2019) péoa and cuAAdyous Kal avegdptntes
eBefovtikés opddes, @traoape atn Siopydvwon
ouvebdpiwv pe Bepatikés yUpw and to crafting Kai
HE TN GUPKETOXN CUVESPWV anod To eSWTEPIKO.
Anévavtl and autd To TEXVOKPATIKO
povtéAo eniBiwans Kal petdBaons o€ pia véa
€MOXN HE OXNUA TO IVTIEPVET Kal EQOBIa TS TEXVI-
KES XEIPOTEXVIAS, OUVOUAOUEVES PE KIVATEIS
HAPKETIVYK KAl QVAPTACEIS OE JEGA KOIVWVIKNS
dIktuwons, KUKAo@Apnaoe £viunn avtinpotacn
navw oto idio Bépa: to BiBAio tns Katepivas
Ixiva (2014) KaAn kat Avanoén: O MoAitiopdg tou
MAeKToU. LUP@wva Pe tnv onoia, n Hete€eAIEn
NS «HovoAIBIKA» HaXNTIKAS NPWTOo-PEUIVIOTPIAs
eival pia oUuyxpovn QeQIVIOTPIO YVWOTPIA Kal
XPNOTPIa TwV 0IKoKUpPIKwY. OxI Adyw avayKns n
nepiopiopou, addd and emidoyn. Eival to Bagiko
EMIXEIPNUA TNS oUYYPAPED MoU, PE a@eTnpia TNV
NPocwMIKA tns npoo@iAn evaaxaAnaon, ekiva
TN onpelodoyia TNS yid TN HAKPAiwvNn TEXVIKN
tou nAe§ipatos. H Katepiva Ixivd, d&ia Kal iIkavn
enayyeApatias tns KPITIKAS ypa@ns Kal tns
EVIEXVNS PETAPPUONS, AVTIUETWNICEl TO KEIPEVO
Tns oav to oxédlo evos nieKtou. Xpnaoiyonolei
nepitexves @pdoels gav enidé€ies BeAoviés—
Mia otpwtn Kal dounpévn oKEWn, ONws To

€COOKNUEVO XEPI TNS EUNEIPNS NAEKTPIAS MOU YId
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of the warp and the weft. The author of the
book Knits together her points in each new
chapter, taking care to give food for thought
to her readership with literary quotes, political
arguments and philosophical ideas. She writes
about everything, from the enraged weavers of
the French revolution and Madame Defarge in
Charles Dickens’ “Tale of Two Cities”—Honoré
de Balzac’s literary heroines—to modern activist
groups, such as “Raging Grannies”, who knit
to protest against climate change, war, racial
injustice, and so much more.

Knitting is a way out, a creative activity, a
moment of freedom and conquest of the desire to
escape in thought from limiting clichés. Knitting
has a moral, historical, aesthetic style, and

therefore political meaning. Schina emphasizes:

[...] time of free contemplation and inner
contemplation, time of consciousness and
control, but also a time of nervousness
and irritability, this is the time of
Knitting. The emphasis on process and
change, on progressive development,
on the transformation of matter into
something that surpasses it, makes
knitting a journey that is not only sealed
by the transformation of one object (the
thread) into another (the knitted textile)
but it also captures the ever-changing
relationship between the craftswoman,
the craft and the crafted object.

(Schina 2014: 153)

All that remains after this brief overview weaving

together fashion, art and politics through
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noAAd xpovia twpa €xel JABeI TNV TEXVIKN TNS
Kadns Kai tns avdnodns nAégns. H cuyypagéas
tou BiBAiou pixvel Tous nNdvtous tns o€ KABE
véa evatnta, @povtidovtas va dwael Tpopn yia
OKEWN 0TO avAyVWAOTIKO TNS KoIvo We napabépata
and AOYOTEXVIKA OTIYHIOTUNA, €MIXEIphAta
tns nNoAItIkNS OKEWNS Kal tns @idogo@ias twy
16ewyv. MaBaivoupe yia tis NAEKTPIES-PAIVADES
tns yaddikns enavdotaons, tn Madame Defarge
otnv «lotopia 6Uo néAswv» tou Charles Dickens,
yia Aoyotexvikés npwibes tou Honoré de Balzac:
aiAd Kkai yia oUyxpoves akUBIOTIKES opddes Onws
ol «Opyiopéves Mayiddesy, ol onoies NAEKoUV yia
va diapaptupnBouyv yia to nepiBanfov, Ttov NoAepo,
TS QUAETIKES Hlapopés—yia Ta navta.

To nA¢€ipo cival 8i1€€odos, dnploupyikn
anaoxodnon, otiyun eAguBepias Kal KatdkTnons
tns eniBupias va §e@Uyel n oKEWn and tov
nepiopigho twv KAigé. To nAE€IPo €xel NBIKA,
IoTopia, aIoBnTIKG Uos, dpa Kal MoAITIKG vonpa.

H Ixiva tovilel:

[...] xpovos eneUBepou atoxaopoU Kal e0w-
TEPIKNS EVATEVIONS, XPOVOS CUVEIBNTAS Kal
efAeyxopevos, aAnd Kal xpdvos VEUPIKAS Kal
euepéBiatos eival o xpovos tou NAeKktoU. H
éupaon otn diadikaaoia Kal atnv addayn, otnv
NPoodeUTIKN avantugn, TN PetdnAaon tns
npwINs UANS o€ KATI Mou TNV €xel unepBel,
Kavel to nAéCIo évatagidi nou dev oppayicetal
HOVOV anoé TN YETATponn VoS avUKEILEVOU
(tou vApatos) o’ éva dAno (to nAekto) aAld
anotunwvel Kal t diapkws petaBanidpevn
OXE0N QVAPEDQ OTOV XEIPOTEXVN, TN XEIPOTEXVIT
KCI TO XEIPOTEXVNA.

(Ixiva 2014: 153)
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tradition is to ask oneself: what could be the
future of handmade textiles in Greece? In these
times of crisis, unsustainable fast fashion and
rapid social change, could craftsmanship once
again play a central role in shaping communities
and revitalizing creative expression? Will future
generations value the semedaki, and the other
handmade textile products, through a renewal
of interest in the skills and techniques handed
down over the centuries by Greek women?
Will there be a strong enough environmental
awareness that will lead people to reimagine
and redesign their used clothes based on these
techniques? To what extent could a dynamic
sector in modern Greek fashion be developed,
where the past will meet the future through
personal stylistic choices and a DIY ethos for
sewing and decoration of clothes? Maria Juliana
Byck’s #ProjectSemedaki in collaboration with
Victoria Square Project and the content of this
book can give us a glimpse into such a future. So
let’s unravel the threads that are sewn between
the past, the present and the possible future of

art and fashion on these pages.
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To pdvo nou pével PJeTd and autnv th guvtoun
EMIOKOMNON TNS XEIPONAEKTIKNS Mopeids tns
pObas, Tns Téxvns Kal tns NoAITtIKAS Yéoa ano
Tnv napdadoon, eival va avapwtnBoupe: Moo Ba
Mnopouce va eival to PéAdov Twv xelponointwy
u@aopdtwy otnv EAAGSa; e autés ts nepiddous
Kpions, pyn-Biwaoiuns ypnyopns pobas Kai
YOPYWV KolvwVIKwy petaBoAwy, Ba ynopouoce
N XEIPOTEXVIA va AMOKTNOEl Kal NAAl KEVIPIKO
poéAdo otn SiapdpPwaon KoIVOTATWY Kal atnv
avalwoyovnan tns SNUIOUPYIKNS €K@paacns; Ba
EKTIUNOOUV ol HeAAOVTIKES YeEVIES Ta OgpedAKIA
Kal ta aAda xeiponointa KAwatoU@avioupyikd
npoiovta Péoa anod tnv €NAVEPHUNVEIa TwV
de€l0TATWYV Kal TwV TeXVIKWV nou napadidouv
0TO ONpepa ol avd tous aiwves EAAnvides; Ba
undapé&el pia apKketd toxupn nepiBaddovtikn
ouveidnon nou Ba odnynoel Tous avBpwnous
va Eavagavtadovtal Kal va enavacxedialouyv
10 PETAXEIPITPEVA pouxd Tous Pe Bdon autés
s texviKkEs; Katd ndéoo 8uvatal va avantuxBei
€vas duvapikds topéas atn guyxpovn eAANVIKA
MGbda dnou to napedBov Ba cuvavtd to péddov
péod and npoownikés oUAICTIKES eNIAOYES Kal
Mia DIY 81dB8eon atn cuppagn Kal diakdéopnon
Twv evdupdtwy; To #potlekZeucddri tns Maria
Juliana Byck oe ouvepyaaia pe to Victoria Square
Project Kal to nepiexdpevo autou tou BiBAiou
Mnopei va pgas npoo@épouv pia KAe@tn patd
o€ éva tétolo péAdov. As &etuAi§oupe Aondv ta
vnpata nou pdBovtal avapeoa ato napeABav, to
napdv Kai to niBavo péAdov Tns TEXVNS Kal Tns

pobas oe autés edbw s oedibes.
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NOTES / THMEIQZEIX

1—The term petites-mains refers to professional
seamstresses who work in Paris couture workshops.
2—Kopaneli can be translated as bobbin lace or pillow
lace. The word kopaneli comes from the Greek verb
kopanao (Konavdw), which means “to hit and produce
asound”. Thus, this lace, the process of making it, and
the lemonwood sticks (bobbins) used are all called
kopaneli after this sound.

3—With the corporate name Ariadne ‘s Thread, See

<http://www.ariadnesthread.gr> (acc: 23/06/2020).

1—H éK@paon petites-mains ava@épetal ots
enayyedpaties podiotpes nou Soudelouv ota
gpyaotnpia uywnAns pantikns tou Mapiaiou.

2—Me tnv etaipikn ovopaaia Ariadne’s Thread, BA.

<http://www.ariadnesthread.gr> (avakt: 23/06/2020).
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Balkans (2020), Queer Archive Festival (2020),
Victoria Square Project (2019), Thessaloniki Queer
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HMaria Juliana Byck ival pia kanitéxvis Kolvwvikns
MPOKTIKNS, Nou aoxoneital pe Bivieo, eyKataotdoels,
napepBdaoeis og SNUOCIOUS XWPOUS Kal GUVEPYATIES
nou BaaiCovtal g tonous. H e€epelivnon KUKAIKWV
ouoTNUdtwy, Héow napakonoUBnons powv Kal
diatapaxwy, kKaBodnyel Ta Tpéxovta €pya s yia Ts
YEITOVIES Kal TNV KaBnpepivi eniBiwon £€w and tous
puBpoUs tou Kanitadiopou. Méoa and epyactnpia
Kal MEIPAPATIKG €pya VIOKIUAVIEP, EVEPYOMOIE
SIOPOPETIKES KOIVWVIKES Opaipes yia va evBappUvel
us SianoAitiopikés Kal Siayeveakés aviandayes. H
npoopatn douneld tns éxel napouaiaotei ota: BIEN
Mnievane KAwatoUgpavtoupyikns Téxvns, ZAoBevia
(2021), Mnievdane Autikwv Badkaviwy (2020), Queer
Archive Festival (2020), Victoria Square Project (2019),
Thessaloniki Queer Arts Festival (2019), Mouceio
Mnevakn (2016), Cross Gallery, Tainél, TaiBdv (2016),
Side Gallery, TZainoup, Ivbia (2016), Transmediale,
Bepodivo (2015) kal Mnievdne tou Bepodivou (2012).
Mpiv petakopiosl otnv EAAGda, n Mapia {ovoe otn
Néa YopKn 6rou epydotnKe NAvw O€ NEIPAUATIKA
TNNedpaon Kai BiVIEo VIOKINAVTEP HE ENIKEVTPO TNV
KOIVWVIKN SikalooUvn Kal tn Aoyodoaoia Twy Péowy
evnpépwaons. H ouneid tns éxel napouciagtei otn Néa
Yopkn (NY) oto MoMA, ato Anthology Film Archives,
oto Vera List Center for Art and Politics kal ato Pacific
Film Archives, oto Berkeley (CA) ato Wexner Center,
oto Columbus (OH) oto Béatpo REDCAT, oto Aos
Avtlenes (CA) oto AieBvés OeotiBan Ntokipavtép
s Koneyxayns, Kal petado8nke ato MNN tns Néas
Yopkns, ag €BvIkS eninedo atis HIMA agto FSTV Kal

d1eBvws oto TeleSur.
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George Kalivis (Athens, 1993) is an architect and
social researcher. He is a PhD candidate in Visual
Sociology at Goldsmiths, University of London,
where he also works as a seminar tutor. He holds
an Integrated MA in Architecture (University of
Thessaly, distinction, 2018) and an MA in Gender,
Media and Culture (Goldsmiths, UoL, distinction,
2020). George’s projects correlate concepts such as
archives and manuals, space and gender, body and
normalization, defamiliarization and representations.
He worked as the director of Victoria Square Project
(2018-2019), curator of the exhibition “Emfylo-noieiv:
to construct the Gender” (a.antonopoulou.art,
2019), assistant curator of “Geometries” (Onassis
Foundation & Agricultural University of Athens,
2018) and architectural collaborator of “Stefanos
Lazaridis: cynical romantic” (Stavros Niarchos
Foundation Cultural Center, 2018). His work has
been presented in the group exhibitions “Counting
approximately 1.5m” (a.antonopoulou.art, 2020,
online), Thessaloniki Queer Arts Festival (MOMus,
2019) and “The Diary of a Seamstress: Animaginary
biography” (a.antonopoulou.art gallery, 2018).
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0 MNwpyos KaAuBns (ABrva, 1993) sival apxitéKtovas
Kal KOIVWVIKOS gpeuvntns. EKnovel tn S16aKTopIkN
tou diatpiBn otnv Onukh Koivwviodoyia oto
Goldsmiths, University of London, énou epyddetal
enions ws diddokwyv oepivapiwy. Katéxer dinAwpa
Apxitéktova Mnxavikou (Maveniotpio Geooanias,
didkpion, 2018) Kal petantuxiakd oe LrnoudeEs
®uAou, MME Kai MoArtiopou (Goldsmiths, Uol,
didkpion, 2020). Ta épya tou lMwpyou cuoxeti(ouv
€VVOIES OMNWS apXeia Kal eyXeIpIBIoUds, XWPOS Kal
@UAo, owa Kal Kavovikonoinan, arnoolKeiornoinon
Kal avanapaotdoels. Epydotnke ws dieuBuvtis tou
Victoria Square Project (2018-2019), enipedntns tns
€KkBeans «Emfylo-noieiv: to construct the Gender»
(a.antonopoulou.art, 2019), BonBos enipéneias s
KadAitexvikns dlopydvwons «Tewpetpies» (ZTéyn
I6pUpatos Qvdon & Mewnoviké Maveniotipio ABnvawy,
2018) Kal suvepYATNS OPXITEKTOVIKOU OXedIaoHOU NS
€KBeans «Xtépavos Aalopibns: KUVIKOS POUAVTIKOS»

(Kévtpo MoAtiopou 16pupa Xtaupos Nidpxos, 2018).

‘Epya tou €xouv napouciaotel oTs opadIKES eKBETEls

«Metpwvtas nepinou 1.5m» (a.antonopoulou.art, 2020,
online), Thessaloniki Queer Arts Festival (MOMus, 2019)
Kal «To npepondyio pias podiotpas: Mia aviagtkn

Bioypagpia» (a.antonopoulou.art gallery, 2018).

SOOOOOO

Anna Bonarou holds an undergraduate degree
in architectural engineering and has completed
postgraduate studies in education. Since 2017,
she has been conducting doctoral research with
a scholarship from the University of the Aegean in
the Department of Social Anthropology and History.

The subject of her research is material culture and

H’Avva Mniovdpou sival SinAwatoUxos apxITEKTovas
HUNXaVIKOS e UETAMNTUXIOKES OmnMoudés otnv
eknaideuon. And to 2017, Sie€ayel SidaktopIkn €peuva
HE unotpopia ato naveniotpio Alyaiou oto Tunpa
Kolvwvikns AvBpwnonoyias Kai latopias. To Béuatns
€peuvas tns avnkel oto nedio tou udikoU noAitiopoy

Kal Tns avBpwnoAoyias Twv TeXVWV Kal e0TIalel oIS
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anthropology of the arts and focuses on women
who create using techniques such as embroidery,
knitting and weaving. Her ethnographic strategy is
open-ended, using the concept of thread—literally
and figuratively—she follows its course, as it wraps
and unfolds, gradually weaving a constantly evolving
web of people, arts and crafts. The theoretical
foundations of her research are drawn mainly from
the field of social anthropology but also from the
fields of architecture, art, design, education and

art history.

Within her artistic practice, Emmeline de Mooij
(1978, Delft, The Netherlands) uses installation,
performance, sculpture, textile and video. An
important subject in her work is care, maintenance
and repair. De Mooij has previously gained attention
with national and international exhibitions as: The
Guest Mattress, Andriesse Eyck Gallery, Amsterdam
(2020), CosmoFeminism, Fortuna Wetten, Berlin
(2019), #Satisfying Slime, Andriesse Eyck Gallery,
Amsterdam (2018), Cure Park, Amsterdam (2017),
Art in Therapy, Centraal Museum Utrecht (2016),
Manifesten, Museum Kranenburgh, Bergen (2015),
Facing And Touching Treatment Method, De Centrale,
Brussels (2014), Legion TV, London (2013) and Daegu
Photo Biennale, Korea (2012). De Mooij holds a BA
from the Gerrit Rietveld Academie in Amsterdam
(2006) and an MFA from Bard College (2014).
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YUVaIiKeS nou dnpioupyouv Texvoupynpata and vapata
XPNOIYOMOIWVTAS TEXVIKES OMWS TO KEVINWG, TO
NAEEILO Kal TNV u@avtkA. H eBvoypagikn oTpatnyikn
s dev nepinapBdvel éva e€apxns npodiayeypapévo
nAavo adAd xpnaipgonolwvtas ty €vvoid Tou
VAPOTOS—KUPIONEKTIKA Kal peTagopIkd—aronouBei
TNV Nopeia tou, KaBws auto tuAdiyetal Kal Eetudiyetal
upaivovtas atadiard €va diapKws e€eNIcadpEVO I0TO
avBpwINwy, TEXVWY Kal Texvnudtwy. Ta Bewpntika
gpeiopata s épeuvas aviAouvtal Kupiws and to
nedio ts Kolvwvikns avBpwnonoyias addd kai and
Ta nedia TNS apXITEKTOVIKAS, TNS TéXVNS, Tou design,

NS €KNAIBEUONS Kal TNS I0TOPIAS TNS TEXVNS.

Yto nAaigio tns KaAAITEXVIKNS TNS MPAKTIKAS,
n Emmeline de Mooij (1978, Delft, OAdavdia)
XpNaolJonolel eyKatdotaon, Nep@opuavs, yAuntKkn,
updopata Kai Bivteo. Znuavtiko Béua otn doudeid
s eival n @povtida, N cuvthpNaN Kal N ENIGKEUN.
H De Mooij £xel kepbioel ato NnapeABOV TNV NPoooxn
pe eBvIKkEs Kai bieBveis exBEaels onws: The Guest
Mattress, Andriesse Eyck Gallery, Apotepvtap (2020),
CosmoFeminism, Fortuna Wetten, Bepodivo (2019),
#Satisfying Slime, Andriesse Eyck Gallery, Auotepvtap
(2018), Cure Park, Auatepvtap (2017), Art in Therapy,
Centraal Museum Utrecht (2016), Manifesten, Museum
Kranenburgh, Mrépykev (2015), Facing And Touching
Treatment Method, De Centrale, Bpu&énnes (2014),
Legion TV, Aovbivo (2013) kai Daegu Photo Biennale,
Kopéa (2012). H De Mooijj eivar kdtoxos ntuxiou and
v Akadnpia Gerrit Rietveld oto Apotepvtap (2006)
kal MFA and to Bard College (2014).
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Born and raised in Chios, Anna Fardi moved to
Athens in 2013 to study Communication and Mass
Media at National and Kapodistrian University of
Athens. Being a journalist has always been her
goal—however she tested other possibilities in press
office work, first as an intern in Greek Film Archive
and later volunteering and working in numerous film
festivals. In 2018, in a turn of fate, she found work
at Athinorama magazine, managing the website
as an original content editor and writing, mostly
about music. She has been reporting about what'’s

happening in Athens ever since.

Efie Falida studied History at the lonian University
and is a journalist. She lives in Athens and works
for the Culture section of TA NEA, a Greek daily,
writing on aesthetics, fashion and architecture. She
was the author of the art book companion to Maria
Papadimitriou’s “Firma Gypsy Globales” (2014). In
2015, she helped stage Tassos Vrettos' “Wor(th)
ship” show and wrote the exhibition catalogue. She
has curated art and fashion shows including: GR80s:
Greece in the Eighties (2017, Technopolis), Doulamas
the Magnificent (2017, Kanari 4, an annex of the
Peloponnesian Folklore Foundation), and The Diary
of a Seamstress: An Imaginary Biography (2018,

a.antonopoulou.art).
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HAvva ®apbn yevvhBnke Kal peydiwae atn Xio.
To 2013 petardpioe otnv ABrva yia va onouddaoel
Enikoivavia kal Méoa Madikns Evnpépwans oto EBvIKG
Kal Kanodiotpiakd Maveniotpio ABnvwy. LToxos
s NTav NAvtote va epyaatel atn dnpoaioypagpio—
SoKIpdotnke waotdoo otn doudeld Mpageiou Tunou,
NPWTa e 0To NAdiolo NPAKTIKNS TNs atny TavioBAKn
s EAAGSos Kal énerta ndte ws eBeAdvpia Kal didote
ws £pyacopevn O€ PKETA KIVNOTOYPAMIKA PeoTIBAN.
To 2018, n tuxn tnv £pepe aTo NePIodIKG ABnvopapa,
otn B¢on tns Original Content Editor kaBws Kal otn
OUYYPaEN KEIPEVWY, KUPIWS 0T 0TNAN TNS LOUGIKNS.

Ano tote, ypdeel yia 6,1 cupBaivel otnv ABrva.

H ‘Epen ®adiéa onoudaoce lotopia oto lovio
Maveniotnpio Kai eival Snpocioypdos. Zel otnv ABrva
Kal epyadetal aTo NoAItICUKS TUAKA TS e@nepidas
TA NEA, apBpoypapwvtas yia Béuata aigBntkns,
HO0aS Kal apXITEKTOVIKNS. LUUHETEIXE OTO €pY0 TNS
Mapias Manadnuntpiou «Dirma Gypsy Globales»
(2014) ws ouyypagéas tou opdttAou art book tns
kadAitéxvidas. To 2015 cupPETEiXe TNV OpyAvwaon
s €rBeans tou Tdooou Bpettou «T(p)dnol Aatpeias»
Kal TN oUYYpPaPn Tou opwvUpou Katandyou. Exel
avaddBel tnv enipéneia ekBéaewv pddas Kal Téxvns
onws: GR80s: H EAAdda tou '80 (2017, Texvénonn),
0 unépoxos vtoudapds (2017, Kavapn 4, napdptnua
tou MeAonovvnaiakou Aaoypagikou [6pUpatos), Kal To
npeponoyio pias podiotpas: Mia gavtaoukn Bioypagia

(2018, a.antonopoulou.art).


















The fashion show of #ProjectSemedaki took place

at Victoria Square Project on July 23, 2019.

Working with 100% recycled materials, this creative
reuse fashion project featured the Greek semedaki.
Traditional handmade textiles with intricate original
design details, using techniques that have evolved
over thousands of years of artistic practice and
innovation, remain hidden in drawers and closets
all over Greece. We want to honor women’s work
by highlighting the skKill, talent and creativity of

this domestic textile, giving it new life and purpose.

Fashion design, concept and implementation:

Maria Juliana Byck

Production: Victoria Square Project

Art direction: George Kalivis

Press and media communication:

Dorothea Kritikou and Maria Papadimitriou
Event photography: John Sachpazis

Event videography: Nicolas Juge Pampanos
Event graphics and additional photography:
Francesca della Seta

Set coordination: Eleonora Meoni

MakeUp: Dorothea Kritikou

Additional support: Taha Salim, Holly Martin and

Francesca della Seta

Featured sustainable designs:

Jewelry by: loanna Tarkasi and Scrap Coop Team
Bags by: Théla and 3QUARTERS

Shoes by: Alchimia Vegan Shoes

Clothing and semedaki donations:
Khora Free Shop
Temporary Autonomous Museum for All (T.A.M.A.)

Victoria Square Project community

H enibeign podas tou #pdtderZepedart énabe xwpa

oto Victoria Square Project otis 23 louniou 2019.

AuTO To eyxeipnpa enavaxpnons podas pe 100%
avoKUKAwpéva uika eixe otdxo va avadei€el to
eAANVIKG oguebdKI Kal Tov NepinAoKo, avenTuyHEVo
péaa oe xiNiades xpovia, oxediaopd Twv Napadoaiakwy
€PYOXEIPWV NOU NAPAREVOUV KPUUKEVT OE OUPTApIa Kal
vtouddnes ae 6An tnv EAAGSa. B¢éAoupe va Tunooupe
auTd TO YUVAIKEIO £py0 avadeIkvUovTas Ty IKavotntd,
10 tanévto Kal tn SnNPIoUPYIKOTNTA auTWwY TwVY

OIKIOKWV UPavTwy, 8ivovids tous véa {wn Kal GKoMo.

Yxedlaopos podas, 16€a Kal udonoinan:

Maria Juliana Byck

Mapaywyn: Victoria Square Project
KaAditexvikn 6ieuBuvan: Mwpyos KaduBns
Enikoivwvia Kar pivtia:

AwpoBia KpntikoU Kal Mapia Manadnpntpiou
DOwrtoypdgion dpdans: MNdavvns Zaxndlns
Bivteoordnnon Spdons: NikoAd Zoul Mapnavos
Fpaikd ekbnAwaons Kal NPOaBeTes puwToypapies:
Francesca della Seta

Yuvtoviopos nacapénas: Eleonora Meoni
Makiyial: AwpoBéa Kpntikou

MNpoaBetn unootnpin: Taha Salim, Holly Martin kal

Francesca della Seta

MapouaidotnKay ta napakdtw Biwaipa oxedia:
Koopnuata: lwdavva Tapkaon kai Scrap Coop Team
Todvtes: Théla kai 3QUARTERS

Manoutoia: Alchimia Vegan Shoes

Evbuuata Kal oepeddkia dwploav:
Khora Free Shop
Mpoowpivé Autévopo Mouatio yia'Odous (TA.M.A)

H Koivdtnta tou Victoria Square Project



The fashion show represented the contributions
of many people from our diverse neighborhood

community in Victoria Square, Athens (GR).

Fashion show models (and country of origin):

Aspasia Stavropoulou (Greece), Benedicte
Nazombo (Congo), Chara Efthimiopoulou (Greece),
Ching-Yu Cheng (Taiwan), Chrisoula Skorda
(Greece), Curtis Graff (USA), Denis Maksimov
(Russia), Dimitris Grammaticoyiannis (Greece),
Dimitris Metallinos (Greece), Dimitri Yin (USA/
France), Diti Kotecha (India), Dorothea Kritikou
and Tesoro (Greece), Elias Karniaris (Greece),
Eva Ringhof (Germany), Francesca della Seta
(Italy), Garyfalia Pitsaki (Greece), George Kalivis
(Greece), Georgia Zetta Klitsa (Greece), Holly
Martin (UK), Inga Bergen (Germany), lvan Nikolic
(Croatia), Janeyar Magid (Kurdistan), Jeener Magid
(Kurdistan), Joulia Strauss (Russia), John Pitsakis
(Greece), Julia Buttner (Germany), Katherine
Chronis (USA/Greece), Latifa Kisala (Congo), Maria
Arvanitaki-Karelou (Greece), Marianthi Karadima
(Greece), Maria Juliana Byck (USA/Netherlands),
Maria Kalaridi (Greece), Maria Papadimitriou
(Greece), Nika Kasper (Estonia), Nikos Branidis
(Greece), Nuno Cassola (Portugal), Riswan Syad
(Pakistan), Robert Hoffman (Netherlands), Sanem
Gayriresmi (Turkey), Sheelan Magid (Kurdistan),
Syrine Benaceur (France), Teresa Satta (Italy),
Vandad Happyman (Iran), Yi-Ling Hung (Taiwan),
Yorgos Tome Siannos (Greece), Zoe Alexandra

Holman (Australia).

Special thanks to all who donated semedakia
anonymously, and many, many, many thanks to all
the inspiring women who dedicated time and skills
to creating semedakia and handcrafted textiles in
Greece, developing techniques and passing them

on for generations.

H enideiEn podas avtinpoowneue TS CUVEICPOPES
noAnwv avBpwnwy and tnv NoIKIAGHoPEN Kovatnta

s yerovids pas otnv MAateia Biktwpias otnv ABhva.

Movténa enibeiEns pddas (Kal xwpa Kataywyns):
Acnacia Itauponoudou (EAAAda), Benedicte
Nazombo (Kovyko), Fapugpadia Mitodkn (EAAGS0),
Mewpyia Zéta KAitoa (EAAAda), Ching-Yu Cheng
(TaiBdv), Mavvns Mrtodkns (EAAGda), MNwpyos
KaAuBns (EAAGSa), Mwpyos Topé Zidvvos (EANGSa),
Curtis Graff (HIMA), Denis Maksimov (Pwaia),
Anpntpns Mpappatikoyidvvns (EAAada), Anpntpns
Metandnnvéds (EAAGSa), Dimitri Yin (HMA/fadAia),
Diti Kotecha (lv6ia), AwpoBéa KpntikoU kai Tesoro
(EAAAda), Eva Ringhof (Teppavia), Francesca della
Seta (Itadia), HAias Kapvidpns (EAAGSa), Holly
Martin (HB), Inga Bergen (Teppavia), lvan Nikolic
(Kpoatia), Janeyar Magid (Koupbiotdv), Jeener
Magid (Koupbdiotdv), Joulia Strauss (Pwoaia), Julia
Biittner (Feppavia), Katherine Chronis (HMA/EARGSa),
Latifa Kisala (Kovyko), Mapia ApBavitdkn-Kapénou
(EAAG6a), Map1dvBn Kapadnpa (EAAGSa), Maria
Juliana Byck (HMA/OAAavbia), Mapia Kadapidn
(EANGda), Mapia Manadnpuntpiou (EAAGGa), Nika
Kasper (EaBovia), Nikos Mnpaviéns (EAAdda), Nuno
Cassola ([Moptoyania), Riswan Syad (Makigtdv),
Robert Hoffman (OAAavbia), Sanem Gayriresmi
(Toupkia), Sheelan Magid (Koupbigtav), Syrine
Benaceur (faAAia), Teresa Satta (Itadia), Vandad
Happyman (Ipav), Xapa EuBupionoUdou (EAAGSQ),
XpuooUAda IKdépba (EAAGSGa), Yi-Ling Hung

(TaiBav), Zoe Alexandra Holman (Auotpadia).

|6iaitepes euxapioties oe does/ous dwpioav oepedAKIa
avwVvupa, Kal ndpa noAnd euxapiotw o€ OAes Ts
YUVCIKES MU Uas EVEMVEUOTY, OPIEPLIVOVTAS XPOVO Kal
Se€idtntes otn Snpioupyia oepedakiwv Kal xeiporointwy
upavtwy avd ty EANada, avantiooovtas TEXVIKES Kal

HETabIOoVTAS TES YIa YEVIES.
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