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Foreword

I am thrilled to welcome this publication “Paths to Innovation in Culture”!
First of all, thank you to all authors, editors, contributors, designers for
making this happen. This is a proof that we in Sofia, but also our partners
in Bucharest and Thessaloniki, take culture seriously as an important item
on the urban growth agenda. We invite cultural managers to highlight
opportunities and challenges for the future, and more importantly, we
listen to them to develop more wide-reaching policies on culture. We are
thus underlining a shared commitment to putting culture at the centre of
our plans for the future development of our cities.
Great cities are defined not only by their history but also by their
innovation and experimentation, their entrepreneurial energy and risk
taking. As I write, Sofia is thriving with music concerts, book releases and
fairs, art and theatre shows and films, free festivals and events. Cultural
managers are developing new exciting projects.
For them to succeed, we as local government must be equally flexible,
supportive, fast-moving and forward-looking. This is the reason we
launched the Academy for Cultural Managers in Sofia in 2013, together
with Sofia Development Association and Sofia University. I am happy that
one year later Goethe-Institut Bulgaria became our major partner and thus
we developed jointly a living sustainable programme, growing in scope
and in depth. The city is investing in its cultural human capital, and also
receiving its cultural managers’ invaluable advice, insight and support.
Sofia’s culture and heritage make us proud and confident that we are on
the right track. Since Sofia – Creative Capital, our cultural strategy, was
published in 2013, much has been achieved. But there is still and always
will be much more to do if we want Sofia, as well as Thessaloniki and
Bucharest, to be among the leading European cultural cities. This book
marks our progress, helps us learn from each other and sets out some of
our big ideas for the future.
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The Academy for Cultural Managers is actually a stroke of luck. When I came from
Munich some three years ago, my idea was to find partners to strengthen my own job,
more precisely, the management of cultural events, the creation of cultural networks,
the joint effort for a good cultural policy. On occasion of the “First Future Workshop” of
Goethe-Institut Bulgaria with participants from different genres in culture and society I
met Malina Edreva and consequently Svetlana Lomeva and Sevdalina Voynova of Sofia
Development Association. They already had a suitable format in which cultural actors
could meet and continue their education together: the Academy for Cultural Managers.
Goethe-Institut Bulgaria joined the initiative and brought other European cultural
institutes into the new cooperation: British Council, Czech Center, Institut Français,
Instituto Cervantes, Polish Institute, and the Austrian Embassy. Every partner brought
in an expert from his country. Thus the Academy expanded its competences and
perspectives. The underlying idea from its beginning has been to encourage operators
both from public funded cultural institutions and from the independent scenes to be
cultural entrepreneurs, to exchange experiences and to develop common projects.
The second year more than 20 members of the growing Academy went on a “learning
journey” to Berlin, where they met with activists of the “Coalition of the Free Scene” - an
open platform that discusses and formulates cultural policy demands, develops concepts
and organizes campaigns. The third year, a next group went to Warsaw and Krakow. By
then, the neighboring countries Greece and Romania had joined the Academy through
the cooperation between the three Goethe-Instituts in Thessaloniki, Bucharest and
Sofia. In 2018 we shall welcome the next country sharing the Academy´s concept, Bosnia
and Herzegovina. The trainings of the Bulgarian participants are certified by the Sofia
University, as well as the Aristotle University certifies the trainings in Thessaloniki.
Besides this, the Academy turned out to be a catalyzer for Goethe-Institut´s own
programme concept. Many of the former participants of the Academy are now our
close and reliable partners in cultural events and initiatives. So I want to thank the
partners in the Municipality of Sofia, the participants of the Academy, the members of
EUNIC Cluster Bulgaria – the European Union of National Institutes for Culture – all
the lecturers, facilitators and experts active in the Academy and my own colleagues at
Goethe-Institut, for their commitment and energy they have spent on the project. I
look forward to further fruitful cooperation.


Enzio Wetzel, Director of Goethe-Institut Bulgaria

Paths to Innovation in Culture
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Introduction:
Paths to
Innovation
in Culture

Introduction
Sevdalina Voynova is an expert in public policy for innovation, sustainable
urban and social development. She has led numerous research and
strategy projects at the local and national level, has authored several
books and has gained broad training experience in the area of cultural
policy and art management. Since 2010 Sevdalina has been Director
of Programmes for Sofia Development Association. Her prior positions
include Government Affairs Director of AmCham and Director of National
Democratic Institute for International Affairs. She holds degrees from Sofia
University and Oxford University.
Svetlana Lomeva is the Executive Director of SDA, directly elected on this
position by Sofia Municipal Council. A political scientist by education, she
has vast experience in adult learning, policy development, implementation
and evaluation. She has been involved in diverse local, national and
international research projects as well as teaching activities in the
fields of entrepreneurship, open innovation, city branding and process
management. Her prior positions include Deputy Minister of Education and
Science and Director of the Bulgarian School of Politics.

“P

aths to Innovation in Culture” publication comes as a result of
over five years of experience of investing in Sofia human capital
in the area of arts and culture. Based on its vision of placing
culture at the heart of its development, in 2013 Sofia municipality took
the initiative to gather the right partners and launch a capacity, visibility
and recognition programme for its cultural managers.
The Academy for Cultural Managers is a postgraduate qualification
programme for managers of municipal and independent cultural
institutions, organizations and events. The Academy is organized by
Sofia Municipality through Sofia Development Association, GoetheInstitut Bulgaria and Sofia University “St. Kliment Ohridski”, and is
supported by the Austrian Embassy, the British Council, the Czech
Centre, Instituto Cervantes, Institut Français and the Polish Institute.
In 2016 the Academy for Cultural Managers had also trainee participants
from Serbia, and in 2017 – due to the initiative of Goethe-Institut
in Bulgaria, Romania and Greece – it was conducted in parallel in
Sofia, Bucharest and Thessaloniki, with a joint training week and an
international conference in Sofia. The programme brings together
Paths to Innovation in Culture
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cultural practitioners, academics, business leaders, policy experts, and
government officials. The interregional dimension of the Academy
broadened the sphere of reference, fostered trans-border collaborations
and intercultural trust. To the extent that creativity is about the
recombination of existing ideas, combining ideas that haven’t been
connected before creates the potential to produce something new and
useful, based on a common European platform.
The Academy came into existence after Sofia implemented one of
the first large-scale cultural reforms in Bulgaria – the theatre reform,
moving from funding system that was geared to infrastructure
maintenance and salaries to the funding of artistic activities. The
lesson learned from this process was that funding and artistic policies
that attract audiences and boost artistic quality and development are
most efficient when prompted by and implemented jointly with the
practitioners. The Academy for Cultural Managers was meant to further
strengthen this process for the benefit of the city development.
The Academy has already resulted in productive exchange between
knowledge, research and problem solving to generate city-based cultural
action. It has prototyped innovative solutions that were consecutively
applied into practice and brought social and financial return. The
changed status of Ensemble Pirin in Blagoevgrad or the new Sofia
artistic souvenirs are worth mentioning in this respect.
Culture is a focal point of any discussion about innovation. “Paths
to Innovation in Culture” publication aims to provide a South-East
European overview of the role played by culture – including cultural
heritage, creative economies and diverse forms of cultural expression
– in developing thriving people-centered cities, and the authors and
editors hope to make the case for culture as a force at the core of urban
renewal and innovation. Our purpose is to contribute to the Urban
Agenda for the EU goal to improve the quality of life in urban areas by
ensuring that culture is incorporated robustly as a level of change.
In the European Union numerous financial and policy instruments
support science and technology each year with the explicit aim
of fostering innovation. We have no equivalent understanding of
innovation in the arts and culture. We do not have rigorous definitions
of Research and Development in the arts, nor are we aware how to
measure how much arts organisations invest in innovation. We are
10
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lacking the tools to identify the socially desirable outcomes.
The basic idea of this publication – as well as of the Academy for
Cultural Managers in general - is to connect three sectors – arts and
cultural organisations, business and technology companies and academic
researchers – to engage in research and development that aims at
innovation in all its forms, redressing the long-standing imbalances that
exist in innovation policy.
We have had an amazing response from arts and culture organisations.
Cultural managers from Sofia, Bucharest and Thessaloniki, participants
in the 2017 edition of the Academy for Cultural Managers, with the
guidance of the Editorial Committee, developed articles in diverse areas:
testing propositions on how new technologies can be used to broaden,
deepen and diversify audience reach; exploring new business models of
museums; social media and user-generated content; distribution; mobile
and gaming; data and archive; education and learning, and resources.
Innovation flows from a willingness to experiment and find the right
structure and culture that result in new things being created.
The publication purpose therefore is not to assess or synthesize the most
up-to-the minute academic research or to serve as a guide for further indepth inquiry. Nor does it intend to promote novelty in art form as an
objective. Rather, it plugs a gap in research, knowledge and insights that
can remove some of the bottlenecks to innovation in the wider arts and
cultural sector and allow for spillover effects in the urban fabric. The
ultimate goal is an understanding of innovation that is better grounded
in today’s society. If we continue to ignore cultural and artistic practice
as a priority area for innovation policy and support, the relevance of the
arts in society will inevitably be eroded.
The publication contains sixteen thematic reflections grouped into
the categories of Digital and Tech Innovation, Social Innovation and
Innovation Together. These are essays by cultural manager experts on
different ideas and sometimes case studies – successful examples from
the field.
Culture is a focal point of any discussion about innovation. The rapid
development in digital technology has influenced dramatically all
human experiences, including artistic expressions, materials, content
and distribution. These innovations have expanded horizons of creativity
Paths to Innovation in Culture
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and opened new artistic frontiers. Naturally, one of the chapters of this
publication is devoted to digital and tech innovation in the arts and
culture. It provides an astonishing look inside the cultural change still
needed in the shift to digital but also inside the innovation processes
that lead to a new generation of cultural heritage and creative economies
management, and have the potential to boost urban development.
Solutions to our most critical problems are not to be found in
institutional hierarchy or traditional policy and enforcement models,
but rather in collective action, dispersed innovation, and shared
responsibility. We have devoted the second chapter of the publication
to Social Innovations in Culture. We need new types of audience
engagement, of community cohesion, of integration of vulnerable
groups. There is no approach that breaks barriers, connects across
cultural differences, and engages our shared values more than arts and
culture. There is no investment that connects us to each other, moves us
to action, and strengthens our ability to make collective choices more
than arts and culture.
Culture is a shared phenomenon. One key aspect of a culture
that nurtures innovation is collaboration: across sectors and silos,
departments and teams, and up and down the organization and
community. We have dedicated our third chapter of the publication
to this crucial theme: Innovation Together. A culture of collaboration
flows from mutual trust and forms efficient partnerships. Coupled with
that sense of collaboration, and mutual trust, must be a commitment to
create a culture where people are given ownership and the ability to act.
The disruptive innovation theory defines culture as made up of three
things: resources, processes and priorities. To innovate therefore one
needs to have the priority set. Cultural and policy leaders cannot simply
mandate a new culture of innovation; they need to develop enabling
environment for innovation.
With the published empirical and theoretical papers, Sofia Development
Association and the editorial board of this publication aim to further
advance the conversation on how culture shapes innovation. Instead
of conceptualizing culture as an external constraint, research explores
how cultural elements are produced and taken into use in various
situations. While authors demonstrate important differences in
approaches to culture and action, we seek to encourage a focus on how
12
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the complementarities across different approaches might enable a more
synthetic as well as deeper dialogue on cultural dynamics especially in
regard to the study of innovation and entrepreneurship.
Finally, we hope that “Paths to Innovations in Culture” would not
only contribute to expanding the boundaries of 21st century cultural
organisations but would also offer some useful takeaways: ideas worth
exploring, examples, trends, policy recommendations, and inspiration.

The Academy for Cultural Managers - international conference in Sofia, 2017.
Photo by Ivan Donchev
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Digital and
Tech Innovation
in Arts and
Culture

O vervi ew
Vladiya Mihaylova is a curator and a cultural historian. Since 2007
she has been part of Sofia City Art Gallery’s team as a curator in the
“Vaska Emanouilova” gallery where she works with the programmes for
contemporary art and the museum’s archive of the gallery. She is interested
in cultural history, contemporary art, social, political and educational
aspects of the institutions for art. Mihaylova has collaborated as curator
with artists for projects in public spaces, self-institutionalizing platforms,
educational initiatives, etc. In 2017, Mihaylova was a chief curator of the
festival NIGHT/Plovdiv.

I

n his book “The Emancipated Spectator”1, Jacques Ranciére
reviews the issue of the educational mission and practice of art and
offers a different view on the way of perceiving the figures of the
“schoolmaster” and the “spectator”. In his opinion, the “schoolmaster’s”
task is not to teach the “spectator” what the former knows, but to
show them what the “spectator” themselves do not know yet and
provide them with an opportunity to connect to this new object of
knowledge through their emotions, experience and abilities. This
seemingly simple thesis radically upends the notion of the knowledge
production and the educational function of the arts. It is a gesture of
removal of the intellectual hierarchies and the basic inequality between
the artists (institutions) and the audience. The spectator is thought as
a participant rather than as an observer of the artistic action. For the
contemporary forms of art, this perspective is fundamental, and it is
becoming increasingly important for the “life” of the institutions as
well. Technology and digital communication often are tools used to
dismiss knowledge hierarchies and destroy the idea that institutions are
intellectual fortresses. They facilitate access to information, help open
museums and learn through participation and/or experience. United
under the general idea for innovation (Veselka Nikolova), these new
tools connect the practices of daily use of technology such as mobile
phones, online communication, games, etc., with what until recently
was understood as “high” culture. The Thomai Nanasi text examines
some of the existing practices of museums to apply new technologies
such as the use of smart phone applications and Bluetooth hotspots,
3D printing and scanning, Virtual reality, QR codes, and so on. All

1

Rancière, Jacques, The Emancipated Spectator, Verso, 2009.
Paths to Innovation in Culture
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of these “tools” are not only marketing strategies to attract audiences
but are related to the supply and learning of information that until
recently was only available to professionals. One example of this is the
Invisible Monuments Digital Memory Project, which “repositions” seven
less popular archeological sites back in the city life and the collective
memory through QR codes and information dissemination on social
networks. Another example of cultural heritage socialization is the
“Touch the Past” Project presented by Georgia Tsazi who employs 3D
printing and gaming rules to “reconnect local communities to their
local history and archeology” (G. Tsazi). Even though such projects
have the opportunity to gain popularity and involve large audiences,
a comparatively small number of museums in Greece can afford the
widespread use of new technologies. Such are the results of the study
conducted by Stela Anastasaki among 20 museums with a different
profile in Thessaloniki. The reasons are the lack of sufficient funding, the
limited operability due to the small number of staff in the institutions,
the need for narrow specialist employees, and finally, the limitations
of space. Such limitations in the use of technologies are mentioned in
the texts by Thomai Nanasi and Georgia Tsazi as well. Clearly, even
though they facilitate the access to knowledge and promote the work of
museums, state-of-the-art technologies remain inaccessible to museums
operating on limited budgets and often with limited possibility to
act under the persisting heavily centralized administration. However,
technologies are an indispensable part of the museum of the future
and probably will soon become a must in the communication with the
audience. Their power and potential show in the Dance Clinic Project by
Singapore artist Choy Ka Fai, who works on exploring the movements of
the human body and choreography created by artificial intelligence.

16
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Dig i ta l a n d Tech I nnovat i o n i n Art s a n d Cult ure

Use of Mobile Technologies in Thessaloniki’s Museums.
An Online Survey 2017
Stela Anastasaki is an art historian, PhD Candidate in History of Art at the
Department of Fine Arts and Sciences of Art, University of Ioannina. She has
studied Archaeology at the Department of History and Archaeology at the
A.U.Th. University and holds a master in Art History from the same school. She
has worked as an art historian at the Macedonian Museum of Contemporary
Art and has collaborated with other museums and cultural institutions in
Thessaloniki. She has curated exhibitions and arts festivals and has published
articles regarding contemporary art and museum education.

A b s trac t

As contemporary society goes through transition towards
participatory culture (Jenkings, 2006), and while the digital revolution
has provided unlimited access to information and changed the notion
of connectivity, cultural institutions and museums all over the world
are challenged with a major dilemma: to find ways to integrate new
technologies in order to keep in pace with the upcoming trends and
integrate mobile experiences through personal devices into their
exhibitions, or to stick to their “guns”, exhibiting their collections,
developing their audiences in traditional ways, and facing the risk of
becoming relics of the past.
Several studies conducted since 2011 regarding the integration of mobile
technologies in museums have indicated that mobile devices will be an
important means of access for museum visitors today and in the future
(Tallon, 2011). While the use of mobile technologies and their ability to
engage audiences have become en vogue for museums abroad, with more
than 70% of them already deploying mobile technologies, a recent study
on the use of the web and social media in Greek museums (Vrana et.all,
2014) showed that by 2014 only 5.7% of the museums in Greece offer a
mobile app to their audiences.
This paper aims to investigate where the museums in Thessaloniki use
or intend to integrate mobile technologies in the development of their
audiences, to what extent and to what end. The main reason behind
Paths to Innovation in Culture
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this study is to indicate the existence of a potential emerging market in
museum app development in Thessaloniki and offer some guidance for
future strategic development. The survey will be conducted via an online
questionnaire that will be sent to 20 museums in Thessaloniki (private
and public). The results of this investigation will be elaborated on, and
the conclusions will be presented in this paper, shedding some light on
the potential growth of new technologies in Thessaloniki’s museums.
Keywords: museums, Thessaloniki museums, mobile apps, museum apps,
mobile technologies, mobile study, mobile devices, QR codes, audio
tours, smartphone apps

I

n a technological world, the museum visit no longer begins when a
person enters the building, nor need it end when she or he leaves.
The museum’s physical space is but one site - albeit a privileged one in the continuum of the visitor’s imaginative universe1.

As contemporary society goes through transition towards “participatory
culture”2, and while the digital revolution has provided unlimited
access to information and changed the notion of connectivity, cultural
institutions and museums all over the world are challenged with a major
dilemma: to find ways to integrate new technologies in order to keep
in pace with the upcoming trends and integrate mobile experiences
through personal devices into their exhibitions, or to stick to their
“guns”, exhibiting their collections, developing their audiences in
traditional ways, and facing the risk of becoming relics of the past.
Eilean Hooper Greenhill writes, “where the modernist museum was (and
is) imagined as a building, the museum in the future may be imagined
as a process or an experience. […] The post-museum will negotiate
responsiveness, encourage mutually nurturing partnerships, and
celebrate diversity”3.
This paper aims to investigate to what extent museums in Thessaloniki
recognize that Internet, web technologies, and specifically mobile
Samis, Peter, “The exploded Museum”, Tallon, Loïc, Walker, Kevin, (eds.), Digital Technologies and
the Museum Experience: Handheld Guides and Other Media, Altamira Press, Plymouth, UK, 2008, p. 3.

1

Jenkins, Henry, Convergence Culture: Where Old and New Media Collide, New York University
Press, New York, 2006.

2

Hooper-Greenhill, Eilean, Museums and the Interpretation of Visual Culture (Museum Meanings),
Routledge, London, 2000, p.153.
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technologies, can provide a platform that may build and engage
audiences in meaningful ways. Are mobile technologies popular among
the museums of Thessaloniki? Have the cultural organizations of the
city already integrated into their agenda the use of mobile technologies
to build their audiences and enhance their visitor experience? Do they
intend to invest in that area in the future? Does the “post–museum” era in
Thessaloniki include mobile technologies, and are they about to become
a new venue in the city’s museums? This research intends to shed some
light on the potential growth of the new mobile technologies field in
Thessaloniki’s museums.
Me thod olo gy

The survey was conducted in July 2017 through an online questionnaire
that was sent via email to 20 museums in Thessaloniki, requesting one
response per organization. The questionnaire included 25 questions
concerning the profile of the organization (type, number of visitors,
offer of mobile applications to the public, etc.) and the use of mobile
technologies4. The questions were designed taking into consideration the
characteristics of the museum sector in Greece, as well as similar surveys
that have been conducted by the American Alliance of Museums (US)
and Museums Association (UK) in collaboration with Fusion Research
Analytics about the use of mobile technologies in museums during the
years 2011 and 20125.
Responses were received from 13 different museums and cultural
institutions, out of approximately 28 that are situated in Thessaloniki6.
Access to the questionnaire: “Use of mobile technology in Thessaloniki’s museums- An Online
survey 2017”, 2017, https://goo.gl/forms/5u6n3mRatE2QbqcD3. Accessed 10/08/2017.

4

Previous studies that were conducted by the American Alliance of Museums (US) and Museums
Association (UK) in collaboration with Fusion Research Analytics regarding the use of mobile
technology in museums during the years 2011 and 2012:
American Association of Museums, 2011 Mobile Technology, Fusion Research and Analytics, 2011,
https://www.google.gr/url?sa=t&rct=j&q=&esrc=s&source=web&cd=8&cad=rja&uact=8&ved=0ahUKEwjZ3pLggsjVAhWGOsAKHcnxDBcQFghFMAc&url=http%3A%2F%2Fwww.aam-us.
org%2Fdocs%2Fcenter-for-the-future-of-museums%2Faam_mobile_technology_survey.pdf%3Fsfvrsn%3D0&usg=AFQjCNHtGa4VzdRoM6bud7oWY6XuQM5Vkw. Accessed 08/08/2017.
American Alliance of Museums (US), Museums Association (UK) Members, Mobile In Museums
Study 2012, Fusion Research and Analytics, 2012, https://www.google.gr/url?sa=t&rct=j&q=&esrc=s&source=web&cd=1&cad=rja&uact=8&ved=0ahUKEwjZ3pLggsjVAhWGOsAKHcnxDBcQFgglMAA&url=https%3A%2F%2Faam-us.org%2Fdocs%2Fresearch%2Fmobilemuseums2012-%2528aam%2529.pdf&usg=AFQjCNF9ENdWOI6M3OiapEsLXycYzNYR6w. Accessed
08/08/2017.

5

6

It is difficult to approximate the total number of museums in Thessaloniki given that there
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Types of mobile technologies provided to visitors in Thessaloniki’s museums

Figure 1

In spite of the fact that the received responses reach the 65% of the
sample, the percentage is not big enough to provide the ability to draw
safe conclusions, but is quite enough to provide a few representative
observations on the topic.
The criteria of the focus were to cover both types of museums (private
and public), their spread in the city based on their location, their
accessibility to the public, and their number of visitors. The list of the
museums that responded to the survey includes several types related to
their main focus, such as antiquities, history, contemporary culture, art,
technology, religion and athletics7.
The elaborated results of this investigation and the conclusions that are
presented in this paper aim to increase our understanding on the use of
mobile technologies in Thessaloniki’s museums, such as estimating the
existing and future use of mobile technologies, the targeted audiences,
determining the objectives in the use of mobile technologies, providing
at the same time some insight into the potential growth and directions
of the venue of mobile technologies in the museum sector.
O u tl i n e of the m u se u m se c to r i n Th e ssalo niki

According to a preliminary research regarding the museum sector in
Greece, conducted by the British Council in 2016, there are around 300
public museums in Greece and likely a similar number of privately owned and
managed venues8, focusing mainly on antiquities and Greece’s cultural
heritage, with art and contemporary culture playing a smaller role.
In Thessaloniki alone, there are more than 20 museums, a smaller
is no national museum association in operation in the country. The number of museums has
been estimated by the registration on the map hosted at Thessaloniki’s Municipality information
portal. Thessaloniki Tourism Organization, Exploring the City- Art and Culture, Museums, https://
thessaloniki.travel/el/exerevnontas-tin-poli/texni-politismos/mouseia. Accessed 31/07/2017.
List of Museums that responded to the survey: 1. Archaeological Museum of Thessaloniki, 2.
Museum of Byzantine Culture, 3. State Museum of Contemporary Art, 4. Macedonian Museum
of Contemporary Art, 5. Municipal Art Gallery of Thessaloniki/Casa Bianca, 6. Jewish Museum
of Thessaloniki, 7. Thessaloniki Museum of Photography, 8. Film Museum of Thessaloniki, 9.
Thessaloniki Science Center and Technology Museum “Noesis”, 10. Children’s Museum of
Thessaloniki, 11.White Tower Museum of Thessaloniki, 12. National Bank of Greece Cultural
Foundation, 13. Thessaloniki Olympic Museum.
7

Roscoe, Erica, Cultural Skills Research, Preliminary research for the museum sector in Greece,
British Council, 2016, p.07, https://www.britishcouncil.gr/sites/default/files/ima-greece-preliminaryresearch.pdf. Accessed 31/07/2017.
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number of cultural institutions and many art galleries. In comparison to
the museum landscape of other cities, in Thessaloniki one can observe
that the distribution of museum types is better balanced, meaning that
the focus is not oriented mainly towards antiquities but also covers a
wide range of different thematic categories such as art, photography,
film, history, athletics and religion.
According to the survey, half the museums that responded are private,
30% are public and the remaining 20% are legal entities supervised by the
Ministry of Culture and Sports. At this point, a factor that needs to be
taken into consideration regarding the museum sector in Greece is that
the economic crisis of recent years in Greece has changed everything.
While historically museums have been the responsibility of the Greek
state, in recent years funding has dried up and organizations have been
forced to explore alternative funding sources. Subsequent problems
associated with these cuts include staff having to perform multiple roles
and limited or non-existent programme budgets as a result of cuts to
state-managed venues9. For the public entities, and those supervised by
the Ministry of Culture and Sports, this means that the annual budget
and the distribution of main costs is controlled and in a way dictated by
the state. It has been identified that state museums endure high levels
of bureaucracy, making it very difficult to make significant changes
without passing plans by the Ministry of Culture and Sports first.
The number of visitors for almost half of the museums (43%) in
Thessaloniki during 2016 was around 10,000 to 25,000 visitors, while
at the same time there were some museums which had traffic that
fluctuated from 50,000 to 260,000 visitors.
The la n ds c a p e o f m o bi le t e c h n o lo g i es

The integration of personal mobile phone devices in people’s lives has
happened gradually over the last few years and now they have become
something like an extension of our hand, literally putting the technology
at our fingertips. We carry them with us wherever we go, being part of
our daily routine, we use them to check the time, set the alarm, send
messages, browse the Internet, play games, take pictures, connect on
social media and even occasionally make or receive phone calls. Given
the rapid evolution of mobile phone technology and after the release of
9

Roscoe, Erica, ibid., p.09. Accessed 31/07/2017.
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the Apple iPhone in 2008, along with the radical changes it caused in the
arena of mobile technology, it also revolutionized the way we perceive the
world - converting users from being consumers of the media and culture
to functioning as active producers10. In addition to this, the introduction
of Facebook a few years earlier (2004) and the consequent ubiquitous use
of social media and Web 2.0 fundamentally changed the ways in which
people communicate, act, interact and learn. In such a landscape, it does
not come as a surprise that seven out of ten (70.4%) Greeks own a smart
phone device (of those aged 13-34), and 54% of the population uses the
Internet on a daily basis through their personal mobile phone device (ages
13-70)11.
Mo bi l e tec hn o lo g i e s i n Th e ssa lo ni k i ’ s museum secto r

In the Spring of the 21st century and in this public-curation movement that
extends the web realm, museums are invited to look at their audiences anew12.
More and more museums all over the world are integrating mobile
experiences through personal devices into their agenda to create an
active, user-directed experience where visitors can use the tools they
have already incorporated into their daily lives.
Several studies conducted since 2011 regarding the integration of mobile
technologies in museums have indicated that mobile devices will be
an important means of access for museum visitors today and in the
future13. While the use of mobile technologies and their ability to engage
audiences have become en vogue for museums abroad, with more than
70% of them already deploying mobile technologies14, a recent study
10
Koskiola, Annina, Mobile Solutions and the Museum Experience, MA Thesis University of
Stockholm, 2014, p. 1, http://www.divaportal.org/smash/get/diva2:729950/FULLTEXT01.pdf.
Accessed 09/08/2017.

Focus on tech life tips, Focus on tech life, mobile, households, web, kids, Athens 2017,
FocusBari, 2017, p.4, https://www.focusbari.gr/images/tips/FOCUS-ON-TECH-LIFE_TIPS-17A1.
pdf. Accessed 01/08/2017.

11

12
Woon, Wendy, quoted in, Christidou, Dimitra, “The Educational Museum: Innovations and
Technologies Transforming Museum Education”, Conference Review, The Benaki Museum,
Athens, 17 October 2013, https://www.jcms-journal.com/articles/10.5334/jcms.1021211/. Accessed
10/08/2017.

Tallon, Loïc, Museums and Mobile in 2012, An analysis on the museums and mobile survey
2012 responses, Pocket Proof and Learning times, February 2012. https://www.slideshare.net/
LoicT/museums-mobile-in-2012-survey-results.Accessed 29/07/2017.

13

14
Taber-Miller, Meg, Use of Mobile Technology Among Museum Visitors: A Case Study, Thesis.
Rochester Institute of Technology, 2014, p.6, http://scholarworks.rit.edu/theses/8307. Accessed
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Types of mobile technologies that are intended to be available in the future

Figure 2

about the use of the web and social media in Greek museums showed
that by 2014 only 5.7% of the museums in Greece offer a mobile app to
their audiences15.
As regards the use of mobile technologies in Thessaloniki’s museums,
the results of the online survey indicate that 93% of the museums that
participated in the study are currently offered mobile technologies to
their visitors16, while 64% of them provide free wi-fi with passwordprotected access. Almost all of the mobile technologies provided are
offered free of charge to their visitors (92%), while only one museum
in Thessaloniki offers mobile technologies both free of charge and
with a fee, giving the visitor more than one choice among the offered
applications.
The most popular targeted audiences for the offered mobile technologies
are people of all ages (53%), tourists and travellers by providing content
in several languages (21%), and visitors with special needs (impaired
vision and movement restrictions - 11%). Among the main objectives for
mobile offerings rank the provision of additional information regarding
the collections (21%), provision of access to content to foreign visitors
(19%) and visitor information (13%). In spite of the fact that 93% of the
museums offer mobile technologies, there is a need to look deeper and
investigate the type of technologies used and their characteristics.
The most popular mobile technology, used by 20% of the museums in
Thessaloniki, are Quick Response Codes (QR codes) - an application
that is most commonly deployed by museums in the UK and the US17. It
is a system that became popular very quickly due to its fast readability,
greater storage capacity18, and low cost of service. At the same level rank
audio tours through a museum owned device, and mobile optimized
09/08/2017.
Theocharidis, Anastasios-Ioannis, Nerantzaki, Dafni-Maria, Vrana, Vasiliki, Paschaloudis,
Dimitrios, “Use of the web and social media by Greek museums”, International Journal of Cultural
and Digital Tourism, vol. 1, no. 2, Autumn 2014, p. 15. IACuDiT, http://iacudit.org/journal/volumes/
v1n2/v1n2_8-22.pdf. Accessed 29/10/2017.

15

Mobile technologies include handheld devices provided by the museum or visitors’ personal
devices, such as mobile phones, which enable access to the museum, its collections, or other
forms of engagement.

16

Museums Association, Mobile Survey October 2013, http://www.museumsassociation.org/
download?id=1025016, p. 5. Accessed 29/10/2017.

17

18

“QR Code”, Wikipedia, https://en.wikipedia.org/wiki/QR_code. Accessed 09/08/2017.
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Figure 3
Reasons that prevent the museum from offering mobile technologies to the public
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websites appear to rank third in terms of popularity with 15%. Smartphone
applications rank considerably lower in usage, deployed only by two
museums in Thessaloniki (apps for Android - 10%, and for Apple devices
- 5%, respectively), while text messages and taking pictures as part of an
educational programme rank equally (10%) (Figure 1).
Although QR Codes rank first in usage among other mobile
applications already in use by museums in Thessaloniki, when asked
which applications the organization intends to offer in the future, QR
Codes rank 6th in terms of preference between text messages and mobile
apps as part of an educational programme, indicating a decrease in
visitor interest or limited use by the public (Figure 2). First, in terms
of preference for future usage, with 16%, are audio tours provided by
museum provided devices and mobile optimized websites. Second in
ranking appear to be smartphone applications and tours offered on
personal devices (12%), while game applications seam not to be in the
scope of museums at all (0%).
In spite of the fact that all organizations agree that mobile technologies
should be provided by the museums of Thessaloniki, the results in
preferences on future usage appear to be quite confusing. Taking into
consideration the fact that audio tours are the first and oldest mobile
technology that was introduced in the museums, first developed in 1952
in Stedelijk Museum in Amsterdam19, and the enormous technological
evolution that has occurred since the early 1960s providing a variety of
choices to be developed, it comes as a surprise that audio tours on museum
provided devices appears to be the first choice. This can be explained by
the fact that audio tours are the most widely known and well established
mobile technologies used in museums, making them a safe choice among
other applications that have not been tested over time and whose results
are to be measured in the future. The high cost of other services (e.g. game
applications, educational or information apps, etc.) makes them more
difficult to provide. Also, the fact that only four museums in Thessaloniki
are already providing audio tours indicates a lack in the provision of
mobile participatory technologies in general.
The reasons behind that shortage provide fruitful information and justify
the relative poverty in that area (Figure 3). The most important factor
Tallon, Loïc, Walker, Kevin, eds., Digital Technologies and the Museum Experience: Handheld
Guides and Other Media, Altamira Press, Plymouth, UK, 2008, p.xiii.
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Objectives for mobile technology offerings

Figure 4

appears to be the lack of funding or budget available, which was cited by
30%, with high cost of service being the second reason along with limited
time available to be invested by existing personnel (20%). The lack of
specialized personnel in the organization appears to be the third reason
(15%) and restrictions in space and lack of technical infrastructure (10%)
appears among other limitations. The high cost of service, and the lack
of budget, in combination with the fact that most of the museums have
assigned the development of the product, or intend to do so in the future,
to an external associate suggest a general difficulty with the provision of
mobile technologies in the museums of Thessaloniki.
Con c lu s i on s

During the last couple of years, museums all over the world have started
to realize the possibilities provided by mobile technologies for attracting
new visitors and for enhancing the museum experience for the already
active audience, ensuring that these environments inspire and provoke
curiosity.
Despite the fact that mobile technologies have been used in museums
abroad since the early 1960s, their use in the museums of Thessaloniki,
which is the investigated area of this survey, rests at low levels. The high
cost of services, the lack of available budget and the shortage of expert
personnel and equipment appear to be the most important factors in
preventing this offering.
However, there is a growing interest in exploiting these services in the
future, mainly to attract younger audiences and to provide an improved
museum experience. Digital media and mobile technologies, well
designed and wisely used, are important tools that can enhance visitor
interaction and learning in museums. According to the data collected by
the research, there are indications showing a potential for the growth of
mobile technologies in Thessaloniki’s museums.
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Di g i ta l a n d Te c h I n novat i o n i n Art s a nd Cult ure

Digital Innovation in Culture
Veselka Nikolova is a PhD student at the Bulgarian National Art Academy, at
the Department of Psychology of Art. She has participated in Bulgarian and
international conferences. She received her Bachelor and Master degree in
Advertising Design from the National Academy of Arts.

Ab s trac t

Through the survey, digital innovations in the field of culture are
presented. Models of continuous and systematic innovation, and their
application by organizations working in the field, are considered.
It explores the possibilities of innovative methods to become more
consistent and reliable, applicable ideas, methods, tools and concepts.
There is a parallel to the relationship between art and digital technology.
It analyses the constituent framework of alterative parts - process-led,
process-focused and people-centred. The idea of two main claims for
adaptation to a particular digital platform or instrument, innovative
approaches as a modern way of thinking, and how the integration of
new technologies creates new business models and revenue streams as a
result of better entrepreneurial approaches. Factors of influence such as
suggestion, non-verbal impacts are analysed. Shows the point of view of
the art community, combined with digital tools and digital thinking, and
their use to create aesthetics, thinking and debate. Marketing strategies
for sale, advertising, and ways of attracting more people to the cultural
product are being explored.
Key words: culture, innovation, digital technology

R

esearch on digital innovations in culture has emerged relatively
recently. According to the Organization for Economic
Cooperation and Development, the term “innovation” means
introducing a novelty. The term innovation culture is formulated as
norms, values and
 attitudes that shape the behaviour of people involved
in the innovation process. To be able to talk about innovation, a series
of categorizations is needed. Terms are defined as “innovation” and
“imitation”. A prerequisite is that the innovation process is combined
with new technologies involving innovation, industry, market and
society as a whole. The process of innovation development can be radical
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or marginal. Generally, radical innovations are in the context of new
technologies and follow an aesthetic of intellectual aspirations and
goals. Technologically-oriented innovations are divided into casual and
creative innovations.
According to an empirically-oriented study of the innovation
competence of the cultural and creative industries, this is a small
structure in which work is very hesitant. The most commonly used are
conventional models that are based mainly on traditional processes.
An interesting interdependence of innovators at different levels is the
combination of non-technical innovations and technical innovations.
Another aspect of traditional research in the field of innovation is the
emphasis on the combination of development, research and patent
rights. Most of the people involved in art cannot demonstrate research
and development activity, because the cultural and creative industries
are beyond the usual scope of the research approach. The culture of
innovation includes a specific feature of organizational culture that,
above all, needs to encourage innovation. The positive incentives created
by cultural innovations lead to an increase in innovative ideas. In order
to be able to fulfil coordination, integration and motivation in the
innovation process of cultural innovation, it is necessary to meet the
following conditions, namely innovative companies, to create a culture
of trust in which employees can act on their own responsibility and have
creative freedom. The basis for this is the effective concepts of work,
management and participation.
As regards innovation, a key factor is the creative process that involves
creating, developing, and communicating new ideas, where the idea is
understood as a basic element of thought that can be visual, conceptual or
abstract. They are an essential part of the design process, both in education
and in practice. Innovative methods include:
yyA derivative idea - including, looking at something that exists and
changing it;
yyA symbiotic method for creating ideas - when combining multiple
ideas, using different elements to make a whole;
yyThe revolutionary idea - including, turning away from traditional
thought and creating a whole new perspective;
yyOpen discovery - including ideas accidentally developed without the
intention of the inventor;
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yyTargeted innovation - includes the creation of targeted innovation
for a direct path of discovery. This is often accompanied by intensive
research and clear expectations;
yyArtistic innovation - ignores the need for practicality. The
philosophical idea lives in the creator’s mind and can never be proven.
A prerequisite for creating new mechanisms and models for innovation
in order to have long-term and sustainable success is that organizations
need to establish a steady and evenly distributed flow of innovation. This
imposes a stream of continuous and systematic changes in innovation
and strategies using methods, approaches, and processes. The availability
of standards in the field of innovation management helps to develop and
implement structural approaches to standardize, develop, implement
and manage innovative projects. The areas of possible improvements
are identified by self-assessment of opportunities and results in terms
of innovation. This is often accompanied by intensive research and clear
expectations.
It is predicted which innovations pose a threat to business, and which
are the expansion and improvement of the business, strengthening links
with contractors and users. Programmes for analysing, managing and
combining information are supported. New innovative solutions for
organizational issues are sought. Institutions are encouraged to provide
investment to support innovation, enhance and strengthen the image.
Cultural diversity can become a prerequisite for creativity and innovation
in the arts. The contribution of individual organizations working with
visual, stage, and audio-visual arts to the supply and distribution of
new and diverse cultural content enables creativity and innovation to
be promoted through a different percentage of additional subsidies by
including identification and evaluation criteria, and diverse cultural
content. By maintaining a variety of genres and maintaining the interest,
the satisfaction of the audience’s interests is improved, access is improved
and the return of the invested effort is increased. With the development of
social and mobile tools, additional value is created in creating experiences
and building links. By using digital innovations, access to a variety of
market segments is provided. Different digital channels aim to promote
a product, service, or digital branding. Digital innovations displace the
traditional way of communication and advertising. The main channels
for information exchange are the social media platforms, blogs, websites.
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Together with the development of digital innovations, business develops,
whether it is small or large. Electronic technologies are directly related to
market psychology.
A major building block for all digital innovations is the concept of
interactivity. Users are looking for useful content, organizational links,
dialogue; information is widely available, research is fast, easy, and cheap.
Digital innovations provide an opportunity to attract customers as well
as to maintain relationships with existing ones without their geographical
location. An opportunity is available to receive up-to-date suggestions or
messages reflecting up-to-date information. An opportunity is provided
for easy targeting of desired target groups. The results are analysed at the
moment and a clear assessment is made of the working methods.
In the dynamically evolving environment of digital innovations, the
creation and use of increasingly modern methods to surprise is of
particular importance. In order to maintain interest at a time when
users are overwhelmed with all kinds of information, it is necessary to
continuously update the methods of creating quality, more interactive,
useful and compelling content so that performance can be more and more
successful.
Ref er en c es
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Putting Casual Gaming and 3D Printing in
Heritage Interpretation: the “Touch the Past”
Experience
Georgia Tsazi is an architect and she lives in Athens, Greece. She graduated
from NTUA and continued her studies in Cultural Management. Today she is
the founder of the “Touch the Past” project. She has worked as an architect
in archaeological sites, while in the meantime she entered competitions
with most significant honours and awards in design and cultural
management. Today, she is working as an architect and a researcher in
new technologies and culture matters.

Ab s trac t

“Touch the Past” is a cultural initiative that was launched in May 2017,
in Argos, Greece. Its main goal is to reconnect local communities to
their local history and archaeology using 3D printing and the rules of
gaming. “Touch the Past” aims to become a cultural and educational
tool to redefine methods of heritage management and participatory
process in Greek archaeology for special target groups, such as teenagers
and children. The project’s principles were based on design thinking,
communities’ engagement and art’s socialization. In this paper, the
methodology and the tools used by “Touch the Past” will be discussed,
regarding the role of new technologies and Web/Gaming services in
enhancing visitors’ experience and connecting education and culture.
Key words: museums, gamification, audience development, participatory
method, 3D printing

C

omputer-based games can be generally described as challenges
that require specific strategies to be adopted by a player so as
to achieve certain goals, while the outcome has no impact on
their physical environment. Furthermore, they have been considered
as knowledge-seeking activities to the extent that this “knowledge is
reached because of activity and during activity”.
Games have the ability to turn somebody into an active participant
rather than a passive recipient of information, triggering their creativity
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and imagination. Over the last years, an increasing number of museums
and cultural institutions have been trying to exploit this potential of
games in order to present historical and archaeological information to
contemporary visitors and to activate the individual’s sensorial acts,
physical reactions and cognitive mechanisms towards the creation of an
immersive experience.

Figure 1 3D model, Parthenon Frieze

Gaming has surpassed the field of leisure activities and has been
used for heritage and educational purposes, usually connected with
Augmented Reality (AR) and Virtual Reality (VR) applications and
the creation of serious games. These techniques have been used as
a medium in order to improve a visitor’s spatial experience, after
rethinking the ways they can interact with a site or an exhibit and the
information they can obtain.
Two basic observations leading to this approach have been the
decreasing number of visitors of younger age and the so called “museum
fatigue” phenomenon. At the same time, studies have shown the
importance of such applications in learning processes by increasing
Paths to Innovation in Culture
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motivation, attention, and encouraging social interaction. However,
casual gaming applications seem to have been less explored in similar
contexts.
Even though in the last few years casual gaming has appeared as a
major trend in gaming industry, until today there has not been a
satisfactory definition of casual playing. “Casual” remains a complex
concept that is connected not only with certain features of games, but
also with certain attributes of game players, suggesting that successful
casual games should be challenging but not of high difficulty, retaining
a balance at the ratio between challenge and skills. More often than
not, when talking about casual games, we mean games that are used
by mass audiences, usually online or on mobile devices, with not much
attention being paid to the genre of the game (e.g. puzzle and card
games, strategy, adventure, etc.). In contrast to hardcore games, i.e.
games that are characterized by more complexity, higher competition
and require a more advanced skillset, casual games are characterized
by simpler rules and more friendly interfaces, while they are easier to
control and do not require a long-term commitment in order to be
accomplished.

Photo 3D printed molds. Photo by Georgia Tzasi
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Pa rti c i pator y M e t h o d s

Over the last twenty years, audiences for museums, galleries, and
performing arts institutions have decreased, and the audiences that
remain are older and whiter than the overall population. Cultural
institutions argue that their programmes provide unique cultural and
civic value, but increasingly people have turned to other sources for
entertainment, learning, and dialogue. They share their artwork, music,
and stories with each other on the Web. They participate in politics and
volunteer in record numbers. But they do not attend museum exhibits
and performances like they used to. But how can cultural institutions
reconnect with the public and demonstrate their value and relevance in
contemporary life?

Photo 3D modelling workshop. Photo by Georgia Tzasi

Visitors expect access to a broad spectrum of information sources and
cultural perspectives. They expect the ability to respond and be taken
seriously. They expect the ability to discuss, share, and remix what they
consume. When people can actively participate in cultural institutions,
these places become central to cultural and community life.
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The first step in designing participatory projects is understanding the
types of participatory engagement possible. The next step is to find the
model that will best support specific mission-related goals. The goal
of participatory techniques is both to meet visitors’ expectations for
active engagement and to do so in a way that furthers the mission and
core values of the institution.
Rather than delivering the same content to everyone, a participatory
institution collects and shares diverse, personalized and changing
content co-produced with visitors. It invites visitors to respond and
add to cultural artifacts, scientific evidence, and historical records on
display. It showcases the diverse creations and opinions of non-experts.
People use the institution as meeting grounds for dialogue around
the content presented. Instead of being “about” something or “for”
someone, participatory institutions are created and managed “with”
visitors.
How can cultural institutions use participatory techniques not just to
give visitors a voice, but to develop experiences that are more valuable
and compelling for everyone?
Every museum has artefacts that lend themselves naturally to social
experiences. These artefacts and experiences are all social objects.
Social objects are the engines of socially networked experiences, the
content around which conversation happens. Social objects allow
people to focus their attention on a third thing rather than on each
other, making interpersonal engagement more comfortable. People
can connect with strangers when they have a shared interest in specific
objects. Some social networks are about celebrity gossip. Others centre
around custom car building. Others focus on religion. We connect
with people through our interests and shared experiences of the
objects around us.
Aims of the Project

The “Touch the Past” initiative was launched in Argos Greece, in the
period December 2016 - May 2017. A team of architects, archaeologists,
artists and teachers delivered workshops for teenagers and children
from the local community and schools of Argos. Topics were about
local history, myths, archaeology and especially miniature art from
the Mycenaean Period. Using traditional principles such as sculpture,
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history of art, but also combined with 3D modelling, 3D scanning and
3D printing, we tried to enhance the educational procedure and raise
awareness on the cultural inventory using the rules of gaming.
Photo 3D printed monuments.
Photo by Georgia Tzasi

In addition to this,
spreadability is very important
to us as it describes the ability
of consumers, or museum
visitors, to use information,
photographs, and media to
remix, share, etc. Spreadability
supports users’ processes of
meaning making, as people
use tools at their disposal to
explain the world around
them. Spreadability means
giving up some control in
order to build stronger social
ties with those communities
which are interested in
museum content.
Many cultural professionals
focus on just one kind of participation: the creation of user-generated
content. To us, the participatory procedures are of great importance
during the whole implementation phase. As we believe, participation
starts from inside the team and extends to a larger scale, which also
includes people who consume user-generated content, comment on it,
organize it, remix it, and redistribute it to other consumers. Therefore,
the social impact for us begins from inside to outside so we rely and
assess other groups as well, such as: creators (members of our team),
critics (who submit reviews, rate content, and comment on social media
sites), joiners, spectators and inactives. For us, examining these social
groups is very important and is taken into account. In addition to this,
we will use the following evaluation indicators in order to assess our
project’s development and enhance it in the future.
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Photo Publicity Material.
Photo by Georgia Tzasi

Ca s e st udy:

Pforzheim, Germany, 2016
In October 2016 we
worked in Pforzheim,
Germany where we
implemented a pilot
programme of “Touch the
Past” in cooperation with
Kulturhaus Osterfeld.
There, we managed to
connect 10 institutions
and companies aiming
to collaborate so that we
create copies of ancient
artefacts that were
hosted in the local museums of Pforzheim. So, we achieved to create
3D models of a wooden statue representing a Celtic Goddess from the
Archaeological Museum, a bronze/gold bracelet of Ancient Egyptian
civilization and a bracelet from Contemporary Art made by P. Chang
that was held in Schmuck Museum. The artefacts were scanned with
high precision 3D scanners in collaboration with the School of Fine
Arts and were corrected in 3D software with the help of the Museum of
Esslingen Stuttgart. Then, they were 3D printed and were returned as
copied to their museums in order to be used in educational programmes
for children and people with visual impairments.
Arg os , Gr eec e 2 0 1 7

During this program, the “Touch the Past” project was realized in
Argos Argolis, Greece. Several workshops about 3D printing and
archaeology were given for pupils 12 - 16 years old. The programme
was also approved by the Institute of Educational Policy (IEP) and the
Ministry of Education, Research and Religious Affairs, in order to be
realized in general at all schools of the municipality. In addition to this,
we collaborated with Neo School and Dr Mollercollege of a city in South
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Netherland, Wallwijik, and we organized an intercultural workshop
for Dutch pupils about “Architectural Orders, Archaeology and 3D
printing” and “3D printing a frieze”.

Photo Workshop in progress. Photo by Georgia Tzasi

Indi c ator s

Output:
yy Number of people who participated in the workshops;
yy Value of plastic recycled;
yy Number of people who visited the exhibit;
yy Number of people who have worked for the project;
yy Number of artefacts produced during all workshops;
yy Number of moulds 3D printed compared to artefacts produced
during the workshops;
yy Number of people who follow the “Touch the Past” project in the
social media.
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Outcome:
yyPeople’s posts on social media and likes;
yyPeople’s engagement and attainment in workshops;
yyAcquired knowledge in history, 3D printing and 3D design;
yySocial Impact;
yyHeritage sites can count as the inducement for local celebrations and
festivities;
yyHeritage sites or educational institutions can function as
community hubs;
yySmart growth as a priority: developing an economy based on
knowledge and innovation;
yyInclusive growth as a priority: fostering an economy delivering social
cohesion;
yyRaise awareness about recycling and climate change;
yyRaise awareness about racism and physical or mental discrimination;
yyPeople engaged in art and history after the “Touch the Past”
project;
yySchools integrate art, history and environmental workshops 		
in their schedule.

Photo "Touch the Past". Photo by Georgia Tzasi
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S u s ta i n a bi l i ty

Participatory projects can only succeed when they are aligned with
institutional culture. No matter how mission-aligned or innovative
an idea is, it must feel manageable for staff members to embrace it
wholeheartedly. Building institutions that are more participatory
involves educating, supporting, and responding to staff questions and
concerns. It also requires a different approach to staffing, budgeting,
and operating projects. This chapter provides a blueprint for developing
management structures that can support and sustain participation, so
institutional leaders, staff members, and stakeholders can confidently
and successfully engage with visitors as participants. How can cultural
institutions move from experimenting with visitor participation to
integrating it into core functions and services over the long term? To
make this happen, staff must be able to demonstrate that participatory
techniques help institutions deliver on missions and are appealing and
valuable for staff and community members alike.
This can happen from the top down, with new strategic directions focused
on the “museum as forum” or the institution as community centre. As
of 2010, there have been several museums and institutional networks
reorienting themselves toward community engagement, with staff
members at the highest levels publicly advocating for visitor participation
and new ways of working. Institutional leadership is essential when
it comes to changing institutional culture and fostering supportive
environments in which staff can experiment with participation and learn
new engagement skills.
But change is also possible from the bottom up. Ultimately,
participation succeeds and is sustained not by CEOs and board directors
but by the staff and volunteers on the ground. Every institutional
stakeholder has a role to play in supporting and leading participatory
engagement. Every time a front-line staff member makes a personal
connection with a visitor, she builds a relationship. Every time a curator
shares his expertise with an amateur, he helps that participant develop
new skills and knowledge. Every time a designer develops a showcase
for visitors’ contributions, she honours their involvement and creative
work. Every time a manager finds a more effective way to maintain a
participatory experience, he enables staff members and visitors to keep
working together.
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Photo The “Touch the Past” team. Photo by Georgia Tzasi

Con c lu s i on

Taking into account the results from our observations and the discussions
with the visitors, as an early stage evaluation, can help us improve the
application and the general concept in order for it to be more fulfilling
to its educational and learning purposes and more attractive to all
audiences, regardless of age. Even though the results are preliminary and
the application is in need of improvement, the aforementioned approach
verified the contribution of technology in non-formal learning and
introduced 3D printing in heritage interpretation as an uncomplicated
and understandable medium. Even more, it demonstrated that similar
attempts could be more successful, in terms of visitors’ engagement, when
trying to keep it simple and implementing techniques and patterns that
most people are familiar with.
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Dig i ta l a n d Tech I nnovat i o n i n Art s a n d Cult ure

Dance Clinic - a Stage Performance by Choy
Ka Fai.On the Use of Technologies in the
Context of Contemporary Dance
Mara Nedelcu is a cultural manager based in Düsseldorf and
Berlin/Germany. After accomplishing her studies in Arts and Media
Management at the Free University in Berlin, she dedicated herself to
the professional support of the independent performing arts scene. She
joined in 2009 the team of Tanzfabrik Berlin, centre for contemporary
dance, where she was running the production office for the last two
years. Currently she collaborates with tanzhaus NRW in Düsseldorf and
independent artists as Mouvoir/Stephanie Thiersch, MichaelDouglas
Kollektiv or Choy Ka Fai.

A b s trac t

What do we think about when we think about dance? Is it possible to
alter the neural impulses of our choreographic minds?
Dance Clinic explores the choreographic symptoms of Contemporary
Dance by introducing the first prototype of Artificial Intelligent
Machine for choreographic processes design by “dance doctor”
Choy Ka Fai. A series of live consultation sessions will perform the
experiment between the “dancer doctor” and its “patient”, hacking into
our own brainwave activities to inquiries of choreographic practices
with neuro sensing technologies. The performance speculates on the
possibilities of experimentation with a series of dance hypothesis for a
more plausible future.
The format invites Local Guest Choreographer to reflect on the locality
of culture. Thus each performance is unique and specific to each guest
choreographer as they participated in the Dance Clinic Programme with
differing result, dialogue and explorations.
Key words: contemporary dance, artificial intelligence, performance,
choreographic technologies, choreography, neuroscience
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“Imagine a future where Dance meets Technology, where choreography can be
hypothesized with artificial intelligence, where Dance Clinics improve your act of
choreography and eliminates symptoms of Contemporary Dance.” Choy Ka Fai

Graphic: Brandon Tay

C

hoy Ka Fai is an artist from Singapore, who devises
performances, presentations and installations that revolve
around a speculative approach towards dance and body
memory.
Ka Fai graduated from the Royal College of Art, London, with MA in
Design Interaction in 2011 and was conferred the Young Artist Award by
the National Arts Council, Singapore, in 2010. He was the resident artist
at Künstlerhaus Bethanien, Berlin, from 2014 to 2015. His projects have
been presented in major festivals of contemporary dance worldwide,
including Sadler’s Wells London (2016), ImPulsTanz Festival, Vienna (
2015), and Tanz Im August, Berlin (2015 and 2013).
In the last years, Choy Ka Fai developed an individual work practice
which was born from his curiosity on authentic cultural practice,
his fascination with the histories of the body and interest in new
media and technologies. He has an anthropological approach to his
subjects and invests in large field research in order to find hidden
insights, forgotten or ignored by the general interest. For his earlier
“SoftMachine” project, which investigates the contemporary status
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of dance through research across the choreographic landscape
in Asia, he has travelled to 13 cities in 5 countries to meet and
interview contemporary dance makers. Through these encounters,
he has collected an independent archive of video interviews with 88
choreographers, dancers and curators. On stage, Choy Ka Fai recreates
conceptually the original context of his subjects; therefore, the cultural
and sociological aspect of the artist’s life is one of the central themes of
his research.
New media and technology are his tools to generate a collection of
images, data and interviews of dance as an ongoing choreographic
narratives. With his last piece, “Dance Clinic” he gathers the expertise
in using a large range of stage language by crossing performance,
multimedia and design in his attempt at the impossible lexicon of
contemporary dance and its body.
S y n ops i s

What we think about when we think about dance? Is it possible to alter
the neural impulses of our choreographic minds?
Dance Clinic explores the choreographic symptoms of Contemporary
Dance by introducing the first prototype of Artificial Intelligent
Machine for choreographic processes design by “dance doctor” Choy Ka
Fai. A series of live consultation sessions will perform the experiment
between the “dancer doctor” and its “patient”, hacking into our own
brainwave activities to inquiries of choreographic practices with neuro
sensing technologies. The performance speculates on the possibilities of
experimentation with a series of dance hypotheses for a more plausible
future.
A major developments for Dance Clinic is the introduction of “Ember
Jello” – the world’s first artificial intelligent machine prototype for
choreographic processes – designed by the “dance doctor” Choy Ka Fai.
The Artificial Intelligent Machine will provide a robust platform that
unlocks movement data and integrates information across multiple biosensing platforms and automates choreographic analysis in assistances to
the dance doctor for a more informed treatment process.
This lecture performance proposed the concept of a dance clinic to
explore choreographic science and technology. The Dance Doctor
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presents on stage Case Studies and a series of live consultation,
performing the experiments between the “dancer doctor” and the “dance
patients”. The performance inquires into our present choreographic
practices and proposes a plausible pathway to optimize choreographic
health.
R es ea rc h

“I am interested to appropriate many existing technologies, rethinking about
them, taking apart and rearranging them to compose critical projects that go
beyond entertainment.” Choy Ka Fai
The human brain is the single most fascinating and enigmatic organ of
our body. It is also one of the most complex and ancient technologies we
had yet to fully explore.
Choreographers have always been intrigued by the synthesis of
the mind and the body. Many had explored this relationship
through dance, text, emotions, sound and images. Some works were
mesmerizing; while others were inherently abstract in the way they
negotiate the complexity of our neurological pathways. However, with
today’s emerging technology, we are able to access our neural data
easily with commercial devices. Artists are now able to hack into our
own brainwave activities to create artistic hypotheses.
These artistic hypotheses would generate an alternative ways of how we
perceptualize brainwave data and cognitive potential in relation with
the idea of movement.
The essential aspect of the project is not about the possibilities of
technology, but it is about the questioning of the possibilities - what it
means for the body and its explorers.
Da n c e C l i n i c P e rf o rm a n c e 2 0 1 7

In 2017, Choy Ka Fai became one of the beneficiaries of the “artists in
residency” programme of tanzhaus nrw, Düsseldorf, Germany, so called
“Factory Artists”. Whit this programme, tanzhaus nrw gives three artists
at once the opportunity to benefit from a long-term collaboration
and support for research, production and public presentation. As a
Singaporean artist, Choy Ka Fai finds this way a new artistic home
for the next two years to further develop his investigations and
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reflections about cultural and physical heritage of the body, as well as
implementation of media and technology in arts.
His artistic approach brings together performance, media and design
to reveal his genuine interest for anthropological authenticity. For
the production Dance Clinic, which drags the relation between
choreography and science as well as the relation between technological
and creative processes to the fore, he consolidated a durable professional
relationship with two producing venues: tanzhaus nrw in Germany
and Esplanade Theatres on the bay in Singapore, establishing at the
same time new collaboration with partners of different fields such
as media: LAVAlabs Düsseldorf, as well as science: Velamed GmbH
Köln, and education: Hochschule Düsseldorf, Fachbereich Medien. The
close collaboration of these partners was crucial for the success of the
project, where knowledge transfer was as important as the functional
infrastructure and access to technologies.
Dance Clinic provides a research framework that inquires into dance
with a series of neuro-experiments and hypothesis. To develop Dance
Clinic Performance, Choy Ka Fai was looking at four principles:
yyDance meets technology;
yyChoreography hypothesized with artificial intelligence;
yyImprove your act of choreography;
yySymptoms of contemporary dance.
During the creation time in Düsseldorf and Singapore, the artistic crew
developed the process as following:
Da n c e Meets Te c h no lo gy: Ch o r e o g ra p hic Techno lo gies

The Dance Clinic Research Lab proposes choreographic experiments
and research with technology and dance. The lab proposes to engage
emerging technology to understand the body in dance, movement and
space. Central to the research is the idea of the “Body Explorer”, to
catalogue and appropriate methods of exploring the potentiality of the
human body in motion.
The aim is to research and design an Artificial Intelligence Machine for
Choreographic Process:
Paths to Innovation in Culture

51

yyBrainWave (EEG) analysis/association of dance movement;
yyDatabase and Web-Trawl of choreographic words/expression/
association;
yyMachine Learning in perceptualizing brainwave with dance
movement;
yyEye Tracking system on Audience and Dancer in relation to kinesics
empathy.

Photo by Katja Illner

Chor eo g ra ph y H y p ot h e si z e d w i t h Art ificial I ntelligence:
Vi rt ua l Rea l i t y

The aimed purpose is to design and generate an autonomous objects/
system (virtual and physical) to research and experiment with
choreography of/with human movement.
There are already multiple ways to sensing the moving body and collecting
digital data for the study of dance. The assembly of movement data can be
computed to various applications to aid the act of choreography or predict
the movement or propose of collaboration between machines. The central
idea is to design a system of movement data collection that can be shared
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across multiple platforms, etc. in audiovisual creation, drone movement
mapping and virtual realities content and navigation.
Being “Autonomous” also means there is a process of “machine learning”
for the machine to generate algorithm that can have the freedom to
interact/collaborate on its own.

Graphic: Brandon Tay

The future is already near; it is just not democratic enough for all to
comprehend, to research and create a virtual space for experiment
on body movement, and to create technological situation for critical
choreographic experiment beyond the sensorial and spectacular:
yyGenerate 3D environment for the study of movement;
yyGenerate 3D stimulation of possible choreography and mutiplexicity.
Im p rove You r Ac t o f Ch o r e o g ra p h y:
Moti on C a pt u r e + M a p p i ng

This module is an attempt to understand contemporary dance through
patterns and trends of choreographic languages (word and images) with
data visualization. Many choreographers use words to communicate
Paths to Innovation in Culture
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their concept, but often these words differ with the final product of
the dance. At the same time, it is a user dataset to research on current
trends, associations and prediction.

Photo by Katja Illner

The creation aims to research and appropriate motion capture data:
yyDesign open systems to share movement data across digital platforms;
yyDigitize movement data for experiment with various outputs;
yyCreate tools and applications for dance experiment.
S y m p tom s of Co nt e m p o ra ry Da nc e : N e uro Science

Synthetic Intelligence is an alternative term for artificial intelligence
which emphasizes that the intelligence of machines need not be
an imitation or in any way artificial; it can be a genuine form of
intelligence. The concept stems from the idea of Synthetics Biology,
which is an emerging area of research that can broadly be described
as the design and construction of novel artificial biological pathways,
organisms or devices, or the redesign of existing natural biological
systems.
54

Paths to Innovation in Culture

The proposal seeks to explore and develop the various ongoing
experiments on neuroscience and dance. What are the possibilities to
redesign a new system of dance education or cultural/choreographic
perspective for the future?

Graphic: Choy Ka Fai

The project reaches to research and explore the brainwave data with
choreography:
yyDesign system to translated data stream into physical realm;
yyDesign archive system for comparative study of movement;
yyWorkshop to speculate on the future of Mind Control;
yyExperiments with Stimulants and effects of the Brainwave.
Dance Clinic performance had its premiere in June 2017 at tanzhaus nrw
in Düsseldorf, Germany.
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C r edi ts :

Dance Doctor – Choy Ka Fai (DE/SG)
Dance Patient X – Darlane Litaay (IDN)
Dance Patient Y – Susanne Grau (DE)
Dance Patient Z – Florentina Holzinger (AT)
Artificial Intelligence Agent – Ember Jello (DE)
Interface Designer – Yusuke Kimura (JP)
Visual Designer – Brandon Tay (SG)
Aural Therapist – Chong Li Chuan (SG)
Ambience Designer – Ryoya Fudetani (JP) with Andy Lim (Stage
“LIVE”) (SG)
Clinic Manager – Yap Seok Hui (SG)
Technology and Media Consultant – Mi You (DE/CN)
Outreach and Communication Officer – Mara Nedelcu (DE)
The Dance Clinic Project is co-commissioned by tanzhaus nrw and
Esplanade – Theatres on the Bay. For tanzhaus nrw, this commission
is part of MOCCA – Motion Capturing Creative Area, a project by
Hochschule Düsseldorf, Fachbereich Medien, LAVAlabs, Velamed
GmbH and tanzhaus nrw, supported by EFRE. For Esplanade – Theatres
on the Bay, this commission is part of da:ns festival. Further support has
been provided through the Residency Programme by NTU Centre for
Contemporary Art Singapore.
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Dig i ta l a n d Tech I nnovat i o n i n Art s a n d Cult ure

Digital Innovation in Museums and
Archaeological Sites. Cases from Thessaloniki
Where Technology and Art Collide
Thomai Nanasi was born in Cologne and grew up in Thessaloniki. She holds a
bachelor’s degree in International and European Studies from the University
of Macedonia and a master’s degree in Cultural Management from the
Université libre de Bruxelles. In 2013 she founded "CultureAct", a cultural
management office in Thessaloniki. She is also founder and president of
"Finestra Aperta", an association which contributes to the preservation of
the Greek speaking cultural heritage of Southern Italy. In 2015 she became a
PhD candidate at the Aristotle University of Thessaloniki.

A b s trac t

How does digital innovation fit in cultural institutions? The way
museums use technology has become a factor in how agile an
organization is and how appealing its exhibitions are. Digital innovation
has also presented its own opportunities for museums and other cultural
institutions wanting to make their collections more accessible, to
promote education and enhance the visitor experience.
Interactive methods of presentation, such as immersive visualization
and 3D reconstruction of archaeological sites and finds, have become
powerful tools for the approachability of those sites, as well as a
safeguard for their preservation for future generations.
The article attempts to analyse how technological innovation is
reshaping the role of the museums and other cultural institutions and
how the latest advances can be applied.
Therefore, it tries to answer what are the main challenges museums can
face and, using a few examples, it shows where digital innovation and art
collide.
More specifically, the article will focus on the “Xenagos system” in the
Jewish Museum of Thessaloniki, the 3D reconstruction of the House
of Dionysos from Pella at the temporary exhibition organized at
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the Ashmolean Museum in Oxford, and finally the action “Invisible
Monuments…Digital Memory” which has as its goal to motivate people
to meet seven “hidden” archaeological sites of the city of Thessaloniki,
using new technologies and social media.
Key words: digital innovation in culture, virtual tours, 3D reconstruction
of cultural sites, technology and art, audio guides, QR code in culture

T

he use of technology in museums can begin by simply creating
a Twitter account or a Facebook page to pass on essential
information to their audience and promote an event, to bigger
projects such as 3D visualization or interactive guidance through the
exhibition. Greater in scale museums are the ones usually to show
pioneering developments and innovations that are transforming the way
the sector uses technology to showcase its collections and engage with its
visitors1. For example the Cooper Hewitt Smithsonian National Design
Museum in New York has designed an electronic pen, which allows
visitors to gather information while they visit the museum and when
they get home they can access a dedicated website to see what they have
collected and continue the museum journey2.
Museums constantly seek innovative ways to make their collections
more interesting and appealing. The use of recent technologies makes
this easier. The following are some ways to collide art and technology:
Applications that navigate the visitor.
Frequently used by bigger museums, this is an effortless way to help the
visitor navigate through the collections and not get lost. For instance,
the American Museum of Natural History has installed hundreds of
Bluetooth hotspots, which visitors access using a smartphone application
to explore its halls and find their way to artefacts that may interest them
the most3.

Murphy A., 2015, Technology in Museums: Making the Latest Advances Work for Our Cultural
Institutions.

1

2

https://collection.cooperhewitt.org/visits

3

Ilnytzky U., 2016, 5 ways museums are using technology for new experiences.
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3D printing and scanning.
Museums with very sensitive exhibits present 3D printed replicas
and give the visitor the opportunity to interact with the object. As
for 3D scanning, it allows better and more detailed analysis of fragile
specimens4.
Virtual reality.
Virtual reality is used to simulate places and conditions which would
be impossible to visit in real life. An example of that can be seen at
the Franklin Institute in Philadelphia, where visitors can explore a
space shuttle and walk through the nuclear disaster site in Chernobyl
with a virtual reality headset, or at the American Museum of Natural
History, where young visitors tested out virtual reality goggles that
“shrank” them to the size of a beetle for a close-up view of the weevil’s
anatomy5.
Multimedia guide system.
Multimedia guides are easy to use and combine sound and image to
enrich the visitor experience. A new type of audio guide is the Xenagos
(Guide) system, seen at the Jewish Museum of Thessaloniki. Visitors
are given an electronic device at the beginning of their visit. There is
a unique number and information dedicated to each exhibit. Visitors
type the number and choose a language (Greek, English or German) to
listen to additional information, music relevant to the exhibit, or even
seek for images that are not included in the permanent collection of the
museum6.
Virtual tours.
Discovering exhibitions online is possible. Many museums and historical
monuments are offering virtual tours of their galleries to make the
heritage accessible to all, at any time and place. Thousands of potential
visitors can access their collections via their websites or their special
designed applications for tablets and mobiles.
In addition, Google offers the “Art Project”, an opportunity to observe
works of art very closely. Every exhibit is scanned in high definition and
4

Ilnytzky U., 2016, 5 ways museums are using technology for new experiences.

5

Ilnytzky U., 2016, 5 Ways Museums Are Using Technology for New Experiences.

6

http://www.jmth.gr/page-Multi-media%20guide%20system
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sometimes it is possible for the visitor to see even more than if they just
stood in front of the exhibit7.
3D reconstruction.
3D reconstruction helps the visitor understand the dimensions and
architecture of a building. It is often used in major archaeological
exhibitions such as “Heracles to Alexander the Great. Treasures from
the Royal Capital of Macedon, a Hellenic Kingdom in the Age of
Democracy” in Ashmolean Museum. Life in the palace, its architecture
and the “symposion” (banquet) – was the exhibition’s main theme.
Silverware, ceramics, and architectural fragments from the palace itself
gave a tantalising glimpse of life in the royal capital of this ancient
kingdom. The gallery highlighted the development of the ‘symposion’
– a key expression of the contemporary social and political life, and
the rich architecture of the palace built in the reign of Philip II. A 3D
reconstruction of the palace was created upon a timeline on which
visitors had the opportunity to see what the palace looked like when
built, the progress of the excavations, the state of the remains, etc8.
Thanks to this 3D representation, visitors could get a clear image of
the palace, even if it were not possible for them to visit the original
excavation site in Pella.
QR code
QR code (abbreviated from Quick Response Code) is a twodimensional barcode. A barcode is a machine-readable optical label
that contains information about the item to which it is attached.
The QR code system became popular due to its fast readability and
greater storage capacity. Applications include product tracking, item
identification, time tracking, document management, and general
marketing9.
An example of QR code use in culture is the action “Invisible
Monuments…Digital Memory”, whose goal is to motivate people to
discover seven “hidden” archaeological sites in the city of Thessaloniki,
using innovative technologies and social media.
7

Darelle C., 2015, Les musées, résolument tournés vers l’innovation et la technologie.

8

http://www.ashmolean.org/exhibitions/heracles/press/

QR Code, https://web.archive.org/web/20130129064920/http://www.qrcode.com/en/qrfeature.
html

9
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The main idea is to make people visit and learn about 7 “hidden”
archaeological sites and finds around the city of Thessaloniki that they
may pass by every day without noticing.
A unique QR code is used for every monument/archaeological find,
which visitors can scan and use the application to find out more about
it. Moreover, visitors can comment and leave feedback for every site,
so that they can share their visit with others and make sites more
desirable10.
This action was promoted a lot through social media and encouraged the
public to share their personal stories in relation to the archaeological
heritage of the city.
The use of QR codes is a playful and uncomplicated way to attract
interest especially for the younger public.
Technology makes culture accessible to all and improves the museum
experience. Using only a screen and an Internet connection we can
access culture from the comfort of our home.
The benefits of using innovative technology can be seen in different
areas such as audience development, preservation of cultural heritage,
enrichment of museum funds and, of course, interaction with the
audience.
Audience development for a museum is always a challenge. How can the
institution address a larger public? As Dragan Klaic, the late cultural
policy expert once wrote: “Art can be international, but audiences are always
local”11.
Arts education is a key pre-condition for audience development and
sustainability. Cultural experiences during school life are vital for
inspiring cultural and creative capital. Sometimes collaborations are
necessary to reach your audiences and digitised collections are a fertile
site for creative collaborations. The #MuseumInstaSwap project rewrote
the rules on social media collaborations. Ten London museums paired up
10

http://invisiblemonuments.web.auth.gr/index_en.html

EU publications, Study on Audience Development,
How to Place Audiences at the Centre of Cultural Organisations. Guide part II, rules for audience
development : key recommendations, January 2017.

11
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to lend each other their Instagram accounts for a week. The result was
seeing each museum through the eyes of another12.
The social media collaborations can be used to enrich the museum funds
through crowdfunding campaigns as well. Crowdfunding can benefit
a cultural institution and supplement their financial needs. Through
crowdfunding museums can cultivate new potential museum advocates
who will invest not only in the upcoming campaign but also in the larger
cause and institution13.
As mentioned above, with the use of digital innovation, virtual tours of
exhibitions and 3D reconstructions can be accessible to anyone. Many
museums already embraced these methods and digitised their collections.
The European Union as well has launched many funding programmes that
help the cultural preservation through digital innovation14.
Big institutions have embraced many of the different techniques
mentioned above to satisfy and maintain the interest of their visitors.
On the other hand, smaller institutions often face a very different
reality, limited by their capacity to invest in technology infrastructure
and projects that could transform them.
Digital innovation is arguably expensive and in most cases small-scale
museums cannot afford it. This article aims to show that less expensive
investments such the use of social media, smartphone applications and QR
code scanning for visitors can also give an attractive appeal to an institution.
In conclusion, museums have used digital innovation and the techniques
mentioned above, independently of their size, showing success and
positive results in helping visitors to have a more complete and
interactive experience with culture, as well as increasing their popularity
and attractiveness to a larger and younger public.

12
Mia Ridge and Danny Birchall, How Digital Tech Can Bridge Gaps between Museums and
Audiences, https://www.theguardian.com/culture-professionals-network/2015/oct/23/digitaltechnology-museums-audiences-collaboration. Accessed 20/10/2017.
13
Dune Katie, Crowdfunding: Why Museums Should Cultivate the Millennial Online Donor,
Department of Museum Studies, The University of Arts, 18 November 2013.
14
Funding EU programmes such as BRICKS and DELOS for digital libraries, AGAMEMNON and
EPOCH for museums and sites, PRESTOSPACE for Audio-Visual and film Preservation.
European Commission Information Society and Media, Access to and Preservation of cultural
heritage. 25 European research projects, May 2008.
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Dr. Petya Koleva is the founder of Intercultura Consult ® and a visiting
professor in "Innovation and Cultural Entrepreneurship" at NATFA in Sofia.
The approach underlining a synergy of arts, innovation and development
is central to her engagement with international cooperation at the EU
and regional (Balkans and Eastern Europe) levels. Internationally she
has engaged with initiatives of EU’s agencies for culture, research and
international development cooperation, the European Cultural Foundation
(ECF), the European League of Institutes for the Arts (ELIA).

A

rtists and public, we are all entangled on a daily basis with the
“free-for-all” digital content platforms and their marketing
revenue. They use storytelling techniques as well as cultural
content to address audiences. Two billion people around the world
was the monthly user-base of Facebook in June 2017 as it continues to
innovate. (Constine J., 2017). Beyond doubt, the digital shift alters forms
of communication and the cultural value chain in ways that deserve the
attention of creators, arts managers and cultural policy makers.
Audience development is not a new term. However, its potency is
manifested in a new way according to Christina Hatzargyrou and Angeliki
Kosma. They argue convincingly that museums can gain an in-depth
perspective on how to manage their cultural offer better with the use of
“customer journey mapping”. The tool explores the viewpoints of target
audiences and yields a “library of ideas” based on the collective intelligence
of participants. The authors claim this to be an innovative practice in the
Balkan region, especially for museums which develop educational and
participatory programmes in relation to their collections.
Next to pursuing their artistic vocation, artists and culture professionals
transfer important externalities by working across the economy for
businesses or other public sector entities (Koleva, 2016). An example
of this is Eirini Delidaki’s analysis of the “Euforia Project”. She argues
that film education is a powerful tool to motivate young people to learn
about making cinema and about cultural participation. The inductive
collaborative experience allows young people to create their own
cinematic stories. Younger generations demand interaction more than
entertainment, which indicates that this approach is of importance
and is relevant to various art and learning environments addressing
audiences in innovative ways.
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Third on jobs in media and communications is Sofia’s position
according to the “The Cultural and Creative Cities Monitor” in the
EU. (CCM 2017:67) The information and communication technologies
(ICT) sector belongs here and so do the arts. Both depend on a highly
educated, creative workforce and on sharing a forward-looking vision.
(Koleva, Dimitrova 2017) Grigoris Douliotis presents us a clear case of
cultural curation connecting partners across sectors and revitalizing
local development. Three channels invite the audience to participate
in culture: the physical space of the radio station, the virtual space of
listeners to broadcasts on radio waves and the digital profile of the
initiative on social media. The success of this “simple” public radio
station project depends on a rich mix of community-building activities.
The arts are not a sector forming its public in isolation from other
audience-engaging contexts. Alexandra Sagia attracts our attention
to the phenomenon of the “social sculpture”. The analysis provides a
backdrop to the creation of a shared space, which engages in genuine
ways the locals prior to establishing their relation to the newly arrived
immigrants. The “Victoria Square Project” transforms the audience into
inhabitants of a communal locus. This intriguing analysis alerts us of the
power of artists to engage live audiences with social and political issues.
Participatory design is important for audiences and for policies, shaping
public space and interaction. The “Prespa Stories” project discloses a
narrative process sustaining cross-border cultural encounters. This type
of communal dialogue, the author affirms, becomes intercultural when
storytelling is transformed into a shared skill for the future.
I am certain the pages that follow will be of value to arts managers and
cultural entrepreneurs in the region of the Balkans and globally. As new
EU initiatives transform copyright and digital trade regulation, the
manifestation of European talent and creativity will grow. That is why
audience development techniques will depend even more on interaction
- digital and human-to-human. Public investment will be crucial in the
coming decade to support more professional development opportunities such
as the Sofia Academy for Cultural Managers, which presents original texts for
in-depth reflection.
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Social Innovation and New Audiences

Mapping Experiences through Collective
Intelligence
Christina Hatzargyrou is a young creative positive thinker, who lives
through exploring new people and ideas. She has degree in Law and
practical experience in project and event management, communications
and people management. Stepping-stone for her was the curation for
TEDxUniversityofMacedonia. Currently she works as a Marketing and
Audience Development Manager for Youthnest in Thessaloniki. Her
first professional experience in cultural management was in early 2016
when Youthnest won a scale up award from stART, a programme of the
Robert Bosch Stiftung conducted in cooperation with the Goethe Institut
Thessaloniki.
Angeliki Kosma is a passionate Museology student at Ionio University,
working on making museums and archaeological sites open public spaces
that offer lifetime experiences through education and entertainment, for
audiences of all ages. Researching on Audience Development, as part of
Service Design and Public Archaeology for archaeological sites, she has
been implying the theoretical knowledge, as an Audience Development
officer in Youthnest and as a trainee of Education in Amykles Research
Project, under the auspices of Benaki Museum. She is an individual member
of the Balkan Museum Network and a founding member of Ionio University
Museology Team. She is also involved in communication and media of
cultural activities.

Abstract

Working towards overcoming challenges that cultural institutions face,
we applied an innovative human-centred approach named Audience
Development. This methodology sets audiences in the centre of the
organization and focuses on creating strategic plans for cultural
institutions in order to reach new target audiences or maintain existed
ones. The present case study was implemented at the Cinema Museum of
Thessaloniki. We developed a new tool called “Visitor’s Journey Map” in
order to describe existing experiences and understand the interactions
between the organization and its visitors, holistically. The added value
of this methodology is that we focus on identifying the important
standards and pain points of the segment group within an organization.
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Through collective intelligence, we are finding new ways that improve
the quality of visitors’ experience by offering a better quality of services.
Keywords: audience development, innovation, visitor journey map,
collective intelligence

C

ultural organizations have been increasing their activities
remarkably, in contrast to the past, despite the extremely bleak
cultural environment. In the context of economic crisis and
social instability, the majority of Greek cultural institutions manage to
offer high-quality programmes and exhibitions.
None of these efforts would be considered successful without public
participation. Public engagement at events and cultural places is one of
the main challenges organizations are facing when they are organizing
events and educational programmes.
Youthnest, as a nongovernmental organization, is a vector of change
which develops activities and services that promote the value of
a collaborative and inventive society which can offer to social
development in general. At the same time, it trains and educates the
younger generation and urges them to work with the older ones in order
to improve and develop the existing social, educational and cultural
structure.
The organization holds and coordinates workshops, such as the one
that is presented in this paper, that contribute to the reflection on the
challenges of an institution and drive to solutions through a holistic
approach, using contemporary, participatory and educational processes.
Collective intelligence is a specialized method which uses the power
of a large group of people and a collective process (e.g. workshop) to
create suggestions - solutions to a challenge, based on a human-centred
approach.
Audience development and other methods that are used to reach new
audiences, or to try to meet the needs of existing ones, are analysed
further in this paper as part of the process described in detail through
the example of the Workshop “Mapping Visitor’s Experience” at the
Cinema Museum of Thessaloniki.
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Audience development

Theoretical base
Audience development is an American-English term which gradually incorporated
in Central Europe and describes the dynamic process of improving a service
for existing visitors and approaching new ones. It is not a simple action plan,
but a planned and targeted process of people management which requires the
participation of almost every part of an organization to achieve the general
objectives and high standards of quality.
In the series “Museums Journal of the Museums Association”, it is
stated that audience development means to enrich the experience of
visitors, helping them to learn more and to gain what you have to offer
them profoundly. Therefore, it combines the objectives of the curator,
the teacher and the marketing director at the same time. Audience
development should also ensure that museums associate with all the
different social groups so that the core of an audience development
plan can be based on the understanding of their needs and interests
by creating a suitable environment for the experience that will attract
them.
The “public” includes participants, visitors, readers, listeners, viewers,
students and art buyers. There is a controversy on the audience
development field, referring to questions like what this strategy
represents and what need it serves. Most cultural organizations define
audience development as the implementation of the recommended
practices to approach new audiences and maintain the existing ones.
It is a common fact that everyone is facing the “public” need, but the
majority of people, reasonably, believe that the work they do deserves
to be known to more and wider audience. So, above and beyond
the marketing strategy of an organization/enterprise, a plan for the
development of existing and new audiences is required.
Putting in comparison similar and different features of marketing and
audience development makes it obvious that the former is the process
to communicate the value of a product or service to customers. A good
marketing plan enables the attainment of objectives and audience needs.
It takes into consideration the methods and costs included, as well as the
communication methods to attract a potential audience to the activity.
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Audience development is based on the same principles and includes
different aspects of marketing, emphasizing on increasing the audience
range, not only on increasing the number of participants. Being aware
of the existing and potential audience, a long-lasting relationship
and communication can be developed for an effective programming,
training, and service.
The “public” in culture
The term “public” (people/crowd) is general and refers to the general public.
It works dynamically with political overtone, while it is associated with the
user-centred activities of the organization even though they do not exploit
it. The term “audience” (visitors/users) implies the visitors, meaning the part
of the people whom we perceive and are our main concern, neglecting the
fact that they did not always have the important role they have today for
cultural institutions, because there are many different kinds of audiences.
Museums gradually became accessible to the public, as at first, they were
educational spaces for artists and they were referring only to educated
and intellectual people. The fact that everyone had access to museums,
which made the staff of the museum draw their attention to the visitors
and also to the part of the population who do not visit them. This also
favoured the development of the ways of interpretation of the museums
to all users. As we see in new words began to be used over time, as the
general public, non-public, distant public, disabled or vulnerable groups,
users, visitors, observers, spectators, audience, etc.
Moreover, the development of the art critics profession, which
sometimes is presented as “defenders of the public” or the “voice of
the people”, is the demonstration of current-voltage amplification of
the view that the public is the core of all the general functions in the
museum. Since the late 1980s, we find a “turn to the public” in museum
activity that means the great importance of visitors to museums and the
need to take into account their needs and expectations (a phenomenon
which corresponds to what we call “commercial trend of museums”,
although the two concepts could be inconsistent).
According to this, in the cultural and other fields, the “public” has been
expanded to cover the overall of the regional population. Visitors are
the basis of an organization and often they are converted from a target
group to a protagonist, putting them into the centre when developing
services and activities.
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Audience development tools
The practical implementation of audience development in the
organization requires the use of tools, such as those of marketing and
management. As the method is widespread now in organizations and
companies worldwide, tools have been developed, referring to each step
of the mapping process, in order to reach and maintain new audiences.
The effective implementation of the method, according to the British
Council, lies in the dedication of the organization, in the ability of the
leadership and in the planning and flow according to the organization’s
objectives. It is also associated with the interaction between the
organization and the public, not based on assumptions and trades, but
on long-term and evolving relationships, with the clear outcome on
investment at the social, cultural or economic level.
Given the above, some of the tools, created and implemented by
organizations worldwide to enhance effective research concerning the
audience of cultural institutions, are mentioned.
• Audience Segmentation is the process of dividing and organizing
the population into meaningful and manageable groups – or segments
- so that you can tailor your cultural offer and communications to the
preferences of each group.
• The Persona is a tool that is based on creating a persona that includes
the characteristics of an existing target group. It assumes the features
of a group in terms of demographics, needs, desires, habits, cultural
background and other characteristics.
• The Customer Journey Map is a graph that describes the journey of
a user by representing the different touchpoints that characterize his
interaction with the service. Analytical description of the tool can be
seen in the next section.
• The Audience Development Matrix, inspired by the Ansoff Growth
Matrix, helps you clarify and prioritize the different strategies you might
adopt in terms of both your offer and your visitors.
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Customer Journey Map

The mapping of the user’s (customer, client) journey is a personalized
graph, usually presented in a table form which follow the three phases
of the users’ experience of a service by looking at the interaction points
and their feelings. This visualization helps describe the process step by
step, emphasizing the information received by the user about the service
and the people or the objects used (e.g. museum guard, audio guide). The
hypothetical analysis is quite simple, ignoring unnecessary information
and details.
The aim of this tool
The aim of this method is to help the working team understand
holistically the interactions with the service or organization from the
user’s perspective (customer, guest, partner). It helps clarify the signs
that create an experience for a specific person, which represents a target
group, enabling the working team to clarify important expectations
and needs. This method can be used to describe existing or upcoming
experiences.
“Mapping Visitor’s Journey” Youthnest tool
“Mapping Visitor’s Journey” is a tool designed by Youthnest NGO, in
the Greek language, to help map the visitor’s experience during the
museum tour. It follows the features of the “Customer Journey Map”
in terms of the morphology and reasoning of mapping the experience
(before, during, after). Moreover, this tool combines the Persona tool,
which makes it easier to give specific characteristics to the person whose
experience will be described.
The workshop “Mapping Visitor’s Journey” for the Cinema Museum of
Thessaloniki

Youthnest methodology focuses on the user-centred service design and
works with tools developed by the group through research to develop
the audience. The implementation of the mapping tool for visitor’s
experience during the museum tour or participation in an activity
happens in cooperation with the institution which defines the target
groups that it wants to approach or those it already has.
In the second phase, the workshop is conducted based on the data
given: desired audience, museum activities, number of employees, rooms
and other information. We work with the aim to map experiences
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of the different groups of visitors, measuring the interaction points,
motivations of the existing and advents of the desired audience.
The workshop participants have different professional backgrounds and
interests (e.g. economists, young entrepreneurs, psychologists). They are
assumed as a live public research that aims to create concrete proposals
to improve the weak points of the organization. This methodology has
the advantage that captures vectors’ interaction points with the public,
based on the characteristics and needs of the target group, to the extent
permitted by the workshop time.
Workshop Description
Participants met with each other through an introductory game and
then with the museum administrator, setting the workshop objectives.
After that, they divided into three working teams, which represented
a target group, as these were defined initially by the organization. For
the Cinema Museum, there were three audience groups created: family,
student, and tourist.
The teams got through the “Mapping Visitor’s Journey” tool in order to
understand all the parts of it and started with the first part, the Persona
creation - a person who will gather the representative characteristics of
each group and accurate information about the possible expectations
and needs of him/her. The aim of this process is the personalization
of the tool to see how it works on a specific character, with some
motivations and criteria.
For the next hour, the group wandered around the museum’s exhibition
without any tour guide but living their experience as guests, having in
mind the character they created earlier and critically looking at each
room, based on his/her characteristics and needs. Participants had
the opportunity to observe the exhibits and information materials,
individually and in groups. It was observed that each team examined the
rooms in different ways: one group in detail, another more quickly, with
more introspection, another with conversation, by using all the available
material (paper/electronic), or in a more limited manner.
Workshop results
The teams, based on their findings during the tour of the museum
exhibition, completed the fields of the tool table for the three stages
of the experience (before, during, after the experience), with brief
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and concise answers, according to each one of the characters they
originally created. A few data for the institution’s actions at each stage
of the visitor’s experience were given, in order to help the teams. For
example, in what ways is the Cinema Museum in contact with the public
(employees, website), what synergies it has made, how it operates and
what motivations it offers.
The key points of each target group’s mapped experience, as recorded
by the working teams, as well as the suggestions on improving the
experience for the museum visitors, were presented with the active
presence of the museum’s administration. In this way, the working teams
and the organization got to know the points of interaction between the
visitor and the museum at the entrance, during the tour and the final
impression after leaving.
Moreover, the participants had instant feedback from the museum
administration on the suggested improvements. So, they were able
to have a view of the organization’s challenges concerning public
engagement, marketing, finance and other issues, previous efforts and
the prospects of the new suggestions. At the same time, the Museum
received a rich “library” of ideas on specific practices that emerged
during the workshop - from people who belonged to the respective
target groups - and who could apply the development plan to the
audience.
The method as innovation practice

Museums today, although they are facing threats on their economic
sustainability and questioning on their social role, manage to hold events
and exhibitions with great interest by the audience, effective research,
and social changes.
The dynamics of a museum can enhance investment in communication
as the strongest key to change, integrate innovative actions and ideas
and maintain effective strategies. The functional communication within
institutions, between museums and their visitors and the public, creates
a productive environment for developing new ideas and strengthening
the dynamic of the museum, using exhibitions as a tool and people as a
means.
With this perspective, individuals and societies are in need of functional
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communication networks. Collective intelligence as a concept refers to
any idea composed of other ideas and practically brings together groups
of people who can give a substantial contribution to the approach of a
challenge and propose effective solutions that would be difficult to arise
through the individual processing of the data.
This method uses collective intelligence as a main innovative practice
that brings together different people to work together on finding
solutions to a specific challenge. Mapping experiences with this
participatory model can be a lot more objective and present many
aspects of a challenge. The implementation of “Mapping Visitor’s
Journey” is an ongoing research, looking for more innovative ways to
evolve the process and get more effective results.
Mapping for cultural organizations in the Balkans
The theoretical base and the example of the workshop at the Cinema
Museum of Thessaloniki came to the conclusion that the services
lead to positive, negative and sometimes indifferent experiences. The
importance of strategic planning with human- centred design is a key
to innovation for contemporary organizations. The “Mapping Visitor’s
Journey” method is the first step in developing a strategic plan aiming
at this, as it brings the organization in association with the specific
experience of the audience through empathy.
The statistical results obtained from mapping the specific experience of
an individual who represents a target group can be followed by ready to
apply proposals to improve the experience or to develop an action plan.
This plan includes steps in the desired direction, while maintaining the
quality of service and enhancing the use of new tools and technologies.
Although mapping the experience of the user or visitor is not
something new in the cultural sector and its services, there are very
few organizations with a relevant department which studies and
works on visitors’ experience in order to improve services based on
their needs and expectations. Such examples are usually seen in major
cultural institutions and museums worldwide which study statistics and
apply frequent changes to their services, with data collected from the
audience’s feedback and at the same time they educate them about the
cultural product.
More specifically in the Balkan region, the effort of museums to
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operate educational and participatory programmes in relation to their
collections for schools and specific target groups is recognized. The
mapping of common experiences is a method mostly used in marketing
campaigns of companies and not so often to improve the experience of
participating in an educational programme or a tour of the museum.
For this reason, we can say that the “Mapping Visitor’s Journey” tool
is an innovative proposal for the Balkan region which contributes to
the contemporary transformation of cultural institutions, and which
hides not only in upgrading the buildings, but also in the integration of
cultural education in the culture of local and wider communities, apart
from formal education, but also in their everyday lives.
The role of cultural managers
Setting people and their needs at the centre of service design methods
can be very important in the field of cultural management. Methods
such as those described above, as the first step in an audience
development strategy, can improve the results and magnify the impact
of an initiative focusing from the beginning to the end on the human
factor. Knowledge of common features is one way to the sustainability of
the organization.
Empathy is a key concept, referred to above. This concept is the new
widely-known way of approaching services, directed to serve people
and their needs. The incorporation of empathy in the organization’s
functional activities and design can create a totally new perspective on
the development of its services.
Cultural managers today can use tools and resources from different
sectors towards a holistic project. What is important is to keep in touch
with the new “trends” according to the needs of the audience, combined
with the information or the aim of the initiative. These two elements
together can have a significant impact on the cultural sector at the
innovation level, approaching the audience without altering the quality
of the service.
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Social Innovation and New Audiences

A Radio Station as Participatory Tool to
Connect Citizens and Administration
Grigoris Douliotis lives and works in Messolonghi. He graduated in 2002
from the Department of Philosophy and Social Studies of the University
of Crete. In 2011 he completed his graduate studies at the Department
of Cultural Organizations Management (MSc) at the Hellenic Open
University. From 2013 until present he collaborates with the Historical
Museum “Diexodos” in Messolonghi, having undertaken the design and
implementation of museum’s educational programmes. He participates in
the coordination of the museum’s cultural and educational events. Over the
past decade, he has been a scientific associate of three Greek universities
in Roma children’s education programmes.

Abstract

The Sacred City of Messolonghi is a historically important area in
Western Greece. The city has received multiple blows over the last six
years of the Greek crisis. Young people have been leaving the city due
to the increase in youth unemployment rates. The main challenge was
how to revive the city as a whole, bridge the generation gap, engage the
remaining youths in the area, while at the same time create a culture of
citizen participation by pressing the public authorities. A further hurdle
was the overall lack of confidence in the Greek public sector. A team
in Messolonghi sought to promote synergies between the public sector
and civil society and create a new dialogue between the residents and
their government. They chose the radio station in Messolonghi to be
the tool for civic engagement, a space to express themselves and discuss
problems with the city administration, as a way to develop a feeling
of solidarity between old and new community members. This paper
aims to answer these important questions: How can civic participation
and citizen involvement be made easier in an area with fragmented
urban development? And how can community radio become a tool for
cohesion, empowerment, and democratic participation?
Keywords: radio station, Messolonghi, citizen, participation, urban
development, civic engagement

78

Paths to Innovation in Culture

T

he concept of social innovation has a long and chequered
history, going back to the early 19th century and the emergence
of socialist experiments like those of Fourier and Saint-Simon1.
It started off as a derogatory label to criticize those who proposed
“schemes” that ignored the limits imposed on social arrangements by
the dynamics of capitalist development. As Godin shows, over the
past two centuries the concept of social innovation has been used in a
variety of contexts by a range of different authors writing for diverse
audiences. However, until recently the concept lacked a clear and
univocal definition and proper grounding in a broader theoretical
framework2.
In the first chapter of this assignment we will try to define what
social innovation is and what the stages to be achieved are. Finally,
we will discover the connection between social innovation and urban
development, and how citizens can interact with public administration
and private initiative to solve problems that arise in cities.
The second chapter includes an example of collaboration between
citizens, public administration and private initiative in the city of
Messolonghi, a region of west Greece where the financial crisis enlarged
the already existing problems. A group of three people from the above
areas tried with the enhancement of the programme “Actors of Urban
Change” by the Robert Bosch Stiftung to make the local radio station an
origin for social innovation and urban development.
S o c i a l i n n ovat i o n

The results of social innovation are all around us. Self-help health groups
and self-build housing; telephone help lines and telethon fundraising;
neighbourhood nurseries and neighbourhood wardens; Wikipedia and
the Open University; complementary medicine, holistic health and
hospices; microcredit and consumer cooperatives; charity shops and the
fair trade movement; zero carbon housing schemes and community wind
farms; restorative justice and community courts. All are examples of
Godin, B., (2012), Social Innovation: Utopias of Innovation from c. 1830 to the Present, Working
Paper 11, Project on the Intellectual History of Innovation, Montreal. Available on the website:
http://www.csiic.ca/PDF/SocialInnovation_2012.pdf
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Moulaert, Fr. et al., (ed) (2013), The International Handbook on Social Innovation: Collective
Action, Social Learning and Transdisciplinary Research, Edward Elgan Publishing.
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social innovation – new ideas that work to meet pressing unmet needs
and improve peoples’ lives3.
D ef i n i ti on

Innovation is often given complex definitions. The simple one is: “new
ideas that work”. This differentiates innovation from improvement,
which implies only incremental change; and from creativity and
invention, which are vital to innovation but miss out the hard work
of implementation and diffusion that makes promising ideas useful.
Social innovation refers to new ideas that work in meeting social goals.
Defined in this way the term has, potentially, very wide boundaries –
from gay partnerships to new ways of using mobile phone texting, and
from new lifestyles to new products and services. Mulgan4 suggested
a somewhat narrower definition: “innovative activities and services
that are motivated by the goal of meeting a social need and that are
predominantly developed and diffused through organizations whose
primary purposes are social”.
The s i x s tag es o f so c i a l i n novat i o n

Murray5 has identified six stages that take ideas from inception to
impact: 1) prompts, inspirations and diagnoses, 2) proposals and ideas,
3) prototyping and pilots, 4) sustaining, 5) scaling and diffusion, 6)
systemic change.
S o c i a l In n ovat i o n a n d Ur ba n D e v e lo p ment

The economic crisis has not only intensified many urban problems,
but has also exposed the limits of the policies as formulated and
implemented so far. In order to preserve the European model of
polycentric, balanced, socially inclusive and culturally sensitive urban
development, the European Commission has been promoting an
Mulgan G. et al., (2007), Social Innovation: What It Is, Why It Matters and How It Can be
Accelerated, Oxford: Skoll Centre for Social Entrepreneurship, Said Business School, University of
Oxford.

3

Mulgan G. et al., (2007), Social Innovation: What It Is, Why It Matters and How It Can be
Accelerated, Oxford: Skoll Centre for Social Entrepreneurship, Said Business School, University of
Oxford.

4

Murray R, et al., (2010), The Open Book of Social Innovation. Social Innovator Series: Ways to
Design, Develop and Grow Social Innovation, London: Nesta.

5
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integrated, cross-sectoral and territorial approach6.
At grassroots level, citizens are empowering and developing new creative
communities which are playing an increasingly active role in public and
social life7. They have contributed to the invention of new solutions
to fulfil some of their needs. These solutions have been turned into
new models to create value. These movements are using co-operative
processes, co-production and co-creation, involving a variety of unusual
stakeholders – who were often not previously consulted – as well as new
tools such as IT and online resources.
Following this trend, some cities have taken forward new approaches to
city governance in order to develop more efficient ways of identifying issues
and solutions. They seek to facilitate these social innovation dynamics,
to collaborate better with citizens – the end-users of their services – and
to co-produce public services with them. These initiatives are often the
expression of a new city leadership where city leaders play a role in driving
and facilitating change as part of a new governance paradigm8.
In order to promote and benefit from social innovation, cities need to
change their governance systems and open the process to all actors: from
the administration to citizens including NGOs and other stakeholders.
These changes in city governance are themselves a form of social
innovation. The innovation resides in the fact that governance is not
seen as an isolated process, separate from reality and citizens, but seeks
to experiment with new working methods within the administration
together with stakeholders and citizens. It places humans at the heart
of a governance model which is deliberately more holistic, and has the
potential to enrich citizens’ role in society9.
Such an approach has the potential to reduce costs (by engaging
and empowering all actors from administration to citizens), to solve

European Commission — Directorate General for Regional Policy, (2011), Cities of Tomorrow:
Challenges, Visions, Ways Forward, Luxembourg: Publications Office of the European Union.

6

7
Meroni, A., (ed) (2007), Creative Communities: People Inventing Sustainable Ways of Living,
Milan: Edizioni POLI.design.
8
Jegou, F. and Bonneau, M., (ed) (2015), Social Innovation in Cities, URBACT II Capitalisation,
France: URBACT.

Bepa, (2011), Empowering People, Driving Change: Social Innovation in the European Union,
Luxembourg: Publications Office of the European Union.

9

Paths to Innovation in Culture

81

problems more efficiently (by adapting to citizens’ needs), and to
improve knowledge and integration in society. Social innovation is a
key approach that should be taken when addressing structural issues
about the way funds can be raised and allocated, at both state and
city levels10. Indeed, according to the Breakthrough Cities report, it is
cities’ responsibility to be involved in social innovation and to get city
administrations and stakeholders engaged in creating a sense of place
and mutual responsibility in communities and neighbourhoods, so that
they can together identify creative solutions to city problems11.
A ra di o s tati o n a s a pa rt i c i pato r y to o l to co nnect
c i ti zen s a n d a d m i n i s t rat i o n

The team
A team of three people in Messolonghi were chosen by the Robert Bosch
Institute to participate in the programme Actors of Urban Change. This
team consisted of Olga Daskali, an events facilitator and member of the
board, “Radio Friends”, Messolonghi Radio Station, Olga-Christiana
Papadimitriou, the head of the Informatics Department, Municipality
of the Sacred City of Messolonghi, and Spyros Tzortzis, co-founder of
the Sociality Cooperative. These three people tried, in a small town
with important structural and demographic differences, to make the
local radio station a voice for citizens to have more influence on the city
administration’s policies.
This project developed by the urge of young citizens to participate in the
development of the local radio station. Spyros had already an experience
from the local radio because as a high-school student with his friends
held a radio-show with rock music. Olga, coming back from her studies,
felt the need to communicate with her networks all over the world and
practice an exciting activity for her hobby in her free time. Christiana
was overwhelmed by the two youngsters and she wanted to help the idea
to develop with her experience as a public servant and her connections
with the public authorities of the city. The challenge was to deliver the
idea of change to the other members of the association. The majority
are retired, old-aged people, with fear to experiment new things. But all
Murray R, et al., (2010), The Open Book of Social Innovation. Social Innovator Series: Ways to
Design, Develop and Grow Social Innovation, London: Nesta.

10

Kahn, L. et al., (2009), Creative Cities. Breakthrough Cities: How Cities Can Mobilise Creativity
and Knowledge to Tackle Compelling Social Challenges, British Council.
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of them knew Olga, Spyros and Christiana, as all of them come from
Messolonghi and are friends with their own children and they trusted
them to give it a try.
Ac tor s of U r ba n Ch a ng e

The approach came from the programme Actors of Urban Change.
Actors of Urban Change is a programme by the Robert Bosch Stiftung
in cooperation with MitOst e.V. Both organizations recognize the
potential of cities as laboratories, in which committed actors can
develop innovative and more sustainable solutions to urban challenges
together by establishing a new culture of collaboration12.
Me s s olon g hi : A Ci t y i n Cr i si s

Messolonghi is a municipality of 34,000 people in Western Greece. The
town is the capital of Aetolia-Acarnania regional unit, and the seat of
the Municipality of Sacred City of Messolonghi. Messolonghi is known
as the site of a dramatic siege during the Greek War of Independence,
and of the death of poet Lord Byron13. Until 2010, the current
Municipality of Messolonghi was divided into three communities:
Messolonghi, Iniades, and Etoliko. To save administrative costs,
the three communities were merged – without considering their
completely different structures. In addition, the city has received
multiple blows over the last six years of the Greek crisis. The majority
of departments of the local higher technical education institution
closed after deep reforms in the country’s educational policy.
Moreover, young people have been leaving the city due to the increase
in youth unemployment rates.
The city of Messolonghi, although small in population, has a great
amount of people connected to art, crafts, tradition, history. But the
population is getting aged and many youngsters, even whole families,
leave the city due to unemployment reasons. Moreover, the public
central authorities tend to disregard the possibilities of such a city,
because the main concern for them is cities with larger population,
Actors of Urban Change. (n.d.). Available on the web site: http://www.bosch-stiftung.de.
Accessed 25/07/2017.
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13

Missolonghi. (n.d.). Available on the web site: https://en.wikipedia.org. Accessed 26/07/2017.
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because of a bigger number of votes. Furthermore, the city did not have
a strong representative on the local or national political scene in the
last two decades. Despite this, Messolonghi, is a major part of Greek
history and a symbol of sacrifice and freedom. That is why the people
who live in Messolonghi and practice art are all inspired by these ideals
in combination with the unique natural environment (the city is located
in three lagoons and the environment is protected by the International
Conventions Natura and Ramsar).
Ai m : A c u lt u r e e sta bl i sh m e n t o f c i t i z en participatio n

Although formally united, these three communities, each of which
consists of smaller villages, have substantial differences regarding
community organization. Moreover, the average age is increasing since
the younger generation is leaving due to the lack of jobs in the area.
Thus, the main challenge faced by Team Messolonghi was how to bridge
the gap between public authorities and citizens and create a culture of
citizen participation, while at the same time revive the city as a whole
and bridge the generation gap to engage the remaining youth in the area.
A further hurdle was the overall lack of confidence in the Greek public
sector. Institutions seem untrustworthy and the lack of materials and
human resources creates disappointment. Team Messolonghi sought
to promote synergies between the public sector and civil society and
managed to create a new dialogue between the residents and their
government14.
Three people coming from different sectors cooperate about their vision
for the city. That means that Olga, being part of the Board of the radio
station, in cooperation with Spyros, a part of a cooperative company, and
Christina, a public servant, had the opportunity to discuss all the ideas
about the development of the radio. At the same time, they had to present
these ideas to theBoard of the radio station and the city council. Their idea
to promote the broadcast of the Municipality board meetings brought to
surface the misconnection of the citizens with their representatives. Their
weekly radio show gave visibility to many initiatives in the city that did
not have a voice, but also gave voice to people who wanted to share their
opinion on city matters.

Kremer, E. et al. (ed) (2017), Actors of Urban Change Programme Documentation 2015-17,
Stuttgart: Robert Bosch Stiftung GmbH.
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Ac ti vi ti es : A Ra d i o S tat i o n f o r a ll

To achieve this, Team Messolonghi used the existing volunteer-run radio
station “Friends of Radio of Sacred City of Messolonghi”, which has
been broadcasting since the 1960s. Consisting of a member of the radio
station, a head of department at the Municipality, and the co-founder of
the Sociality Cooperative, the team believed in the potential of the radio
as a tool for civic engagement.
The radio station in Messolonghi is neither a municipal not a private
radio station. It is an independent non-profit organization “Friends
of Radio of Sacred City of Messolonghi”, whose main activity is to
run the radio station. The aim is to keep the voice of the city alive. At
the beginning, it was a pirate station but soon the city hall gave the
initiators a place for the radio station and an antenna. But the radio
station never lost its independence and identity. It was always a free
voice. The association has 200 members and there is an elected Board of
Directors (7 members). The Board members are volunteers, meaning that
they are not paid, and they are responsible for the administration of the
radio station. Each year, there is an annual meeting with all the members
of the station. There are 3 people who are permanent staff and there are
about 26 people (volunteers) coming during the year to broadcast their
weekly shows. The funds come from membership fees, donations and
rents. The association has in its property a big building. It uses part of
it, and the rest is rented to the Municipality, a restaurant and a garden
house. For these finances, the radio is taxed as a normal proprietor.
The idea was to use this tool in order to mobilize local youth groups,
local initiatives, and the active human resources of society to come
together and cooperate for a better city. It aims to give voice, but also
push for more clarity and openness on city matters. The target groups
were the already existing active cultural teams, but also individuals who
do have a voice and opinion.
That is why they promoted “the community microphone” as a space to
express opinions, discuss problems, invite the city administration to
address daily issues and give solutions. The fact that old people listen to
the radio everyday developed a feeling of solidarity between old and new
community members, as they had the chance to listen to each other’s
problems and ideas. The main goal is to use a familiar format in an
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innovative way and open it up to new formats and groups15.
An open call for new programmes took place at the beginning of
the initiative. Two of the most active cultural groups of the city
started broadcasting their activities on air: the photography group
(PHOTOLEME) and the group that supports the local library (Friend’s
of Valvios). It was a great experiment to see how these groups presented
their activities and it was even greater to see that their audience started
listening to the local radio station.
The team’s activities were based on the belief that sharing problems
and concerns on air can help others in similar situations and help build
strong bonds between citizens. Team Messolonghi wanted to make the
radio station a physical place of participation, while also creating a
virtual meeting point for all the citizens of Messolonghi, whether they
are in the city or not, through the radio waves and social media.
Since 2010, the radio programme has been more citizen-oriented. There
are not only music shows but also thematic shows run by volunteers
age 17 to 75 on topics as diverse as traditional music, local news,
photography, literature, first aid rescue instructions, local sports,
programming for young children, politics, civil society initiatives,
financial subjects, and educational issues. Anyone can suggest a theme
for a radio show – the station’s board chooses the programmes annually
based on the availability of hours and the suggested program’s coherence.
There are no specific skills needed – everyone is invited to learn how
to use the equipment and broadcast. A volunteer helps the ones who
cannot operate the console themselves.
In addition, there are shows in which local politicians are interviewed
about current events and in which citizens can ask critical questions
either in real time on air or posted on social media. Live broadcasts of
cultural events, sometimes even outdoors thanks to mobile equipment,
are part of the weekly program. Moreover, in October 2016 the team
initiated bimonthly broadcasts of the Municipality Board meetings,
which allow citizens to listen to their representatives during crucial
discussions and decision making. The whole discussion of the meetings
is uploaded on the radio station’s Mixcloud online and parts of the
Kremer, E. et al. (ed) (2017), Actors of Urban Change Programme Documentation 2015-17,
Stuttgart: Robert Bosch Stiftung GmbH.
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meetings are broadcast on air. For several months, the Actors team ran a
weekly radio show. Every Wednesday evening, they shared insights about
their own motivation and the project’s developments. Fellow Actors
of Urban Change from other cities were interviewed during the show,
which was partly in English and partly in Greek. During these shows,
other local and national initiatives were presented which described
other ideas and participation techniques (e.g. a connection with a radio
station in Rhodes during World Radio Day, and presentations about the
initiative of marathon runners and the concept of intangible cultural
heritage). In this way, active citizenship was promoted and the radio
station became the physical and digital focal point of the city.
To allow the community radio station to keep up with technical
developments and to get local young people involved, the group
undertook a collective renovation of the radio studios together with
local youths and cultural groups in the summer of 2016. A group of
active citizens and local students started their own radio programmes.
Furthermore, several events which were open to the public, including
an open-air movie and theatrical events on the roof of the radio station,
as well as a dance and music event in its backyard, were organized in
the summer of 2016. Many citizens joined the activities and thus had the
chance to see and learn about the radio station, which many of them
only knew ‘on air’ but had never experienced as an actual space in their
hometown16.
Im pac t f or the lo c a l co m m u ni t y

In March 2017, the first neighbourhood agora17 about important
environmental topics took place as a result of Team Messolonghi’s
work. The idea was to create a culture of neighbourhood agoras on local
issues. Agoras aim to create an open dialogue about a current matter,
in order to gather information and exchange opinions about how the
Kremer, E. et al. (ed) (2017), Actors of Urban Change Programme Documentation 2015-17,
Stuttgart: Robert Bosch Stiftung GmbH.
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The word Agora is Greek for ‹open place of assembly’ and, early in the history of Greece,
designated the area in the city where free-born citizens could gather to hear civic announcements,
muster for military campaigns or discuss politics. Later, the Agora defined the open-air, often
tented, marketplace of a city (as it still does in Greek) where merchants had their shops and where
craftsmen made and sold their wares. The original Agora of Athens was located below the Acropolis near the building which today is known as The Thesion and open-air markets are still held in
that same location in the modern day.
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local community wants to face a problem. The first agora dealt with a
municipality issue concerning the creation of bioliquid energy stations
in Evinochori (a rural area of Messolonghi) which would use waste
cooking oils. The team’s work concentrated on the procedure of the
agora, the participation of all citizens, and the presentation of all views.
The whole discussion was recorded and some of its parts were broadcast
on air. Local media provided visibility about the innovative procedure
and the participation of many citizens. After the neighbourhood agora,
one of the participants was interviewed live on the radio station during
the Actors Radio Show.
In addition, the display of the traveling Actors of Urban Change
exhibition from November 2016 to January 2017 in the building shared
by the radio station and the town hall drew more than 700 visitors,
including various school classes. For the small city, such an international
exhibition was a true premiere. Visiting the exhibition, pupils also had
the chance to get to know the radio station. They were encouraged to
think of the improvements they would like to see in their own city by
the examples from other Actors cities, but also through a workshop.
Events like these led the radio station building to suddenly be “on the
map”18.
Con c lu s i on

The project of Messolonghi’s team was especially successful. They
managed to put the local radio station in the centre of urban
development and brought new groups and individuals to be part of this
project. By making the spaces of the radio station an open exhibition for
citizens to visit, it convinced the majority of people to join and see the
building for the first time. Additionally, the workshops and the events
that took place during the project brought different ages of citizens
to interact and develop stronger bonds. But the most important was
the broadcasting of Municipality Board meetings that gave citizens
the opportunity to get knowledge about issues that concern the
entire city. So, the project in many ways empowered local democracy.
Eventually, citizens felt part of political decisions and pressed the public
administration for transparency.

Kremer, E. et al. (ed) (2017), Actors of Urban Change Programme Documentation 2015-17,
Stuttgart: Robert Bosch Stiftung GmbH.
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Actors of Urban Change was the first international programme that the
radio participated in and got funds for. The aim is to participate in more
programmes in the future.
Another example in Greece is the Municipal Radio in Athens that
works as a tool of the Municipality. On the Island of Rhodes, there is
also a private radio which tries to mediate between the Municipality
and cultural activities. On the other hand, many African regions use the
radio stations as a tool to improve community engagement19.

This assignment could not be completed without the provision of
material, help and support of Mrs. Olga Daskali, member of the
Messolonghi team who took part and applied the programme “Actors
of Urban Change”. I also sincerely thank Mrs. Argyro Barata for the
enlightening instructions that she gave me.

19
Manyozo, Linje (2011) People’s Radio: Communicating Change across Africa. Southbound
Penang, Penany, Malaysia.
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Social Innovation and New Audiences

Euforia Project: The Experience of Film
Education
Eirini Delidaki is a film educator of the Thessaloniki Cinema Museum and
project Manager of EUforia Programme (2015 -2017) in Greece (TFF).
She is in charge of the design and implementation of TCM’s educational
programmes and has extended experience in helping teachers understand
and make use of film as educational tool into the curriculum. She studied
history and archaeology at the Faculty of Philosophy of the AUTH and has
holds an MA degree in “History of Cultural Landscapes”. Since 2016, she
has been a PhD candidate at the Department of Cultural Technology and
Communication, University of the Aegean.

Abstract

Film education as part of aesthetic experience offers the audience the possibility
of processing a variety of symbols, which can articulate holistic and delicate
meanings and create emotional/imaginative situations. The objective of this study
was to examine the contribution of film education to the learning process via the
case study of a European program, Euforia, which is organized by the Thessaloniki
International Film Festival in collaboration with the Cinema Museum of
Thessaloniki (TIFF’s educational institution), the University of Spoleczna Akademia
Nauk – San in Poland and the cultural organization Laterna Magica Kulturális és
Oktatási Szolgáltató Kft in Hungary.
The Euforia project is based on a series of activities composed of
international Film Education conferences, teacher training sessions,
film-making projects, European film and documentary screenings and
e-learning tools embedded in the educational Euforia’s e-platform Film
Vault. However, the main Euforia research interest is to prove that film
education is a valuable educational tool which can not only re-engage
young people with the curriculum and increase their overall motivation
for learning, but also create a framework of collaboration between local
students and children from vulnerable social groups, such as immigrants
and refugees.
Keywords: media and film education, film in classroom, educational tools,
non-governmental organizations, filmmaking, refugees, Thessaloniki
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Photo 1 Students of Thessaloniki Multicultural School filming.
Photo by Eirini Delidaki

International Film Festival, training sessions, workshops

T

he European programme Euforia (European Films for Innovative
Audience Development) is a Film Education strategic plan
focusing on primary and secondary education and designed
to support the integration of film into the school material as a new,
alternative educational tool.
The Euforia project is realized by a trans-national network as the
participating countries – Greece, Hungary, Poland - collaborate and
exchange valuable methods of practice and experience, aiming to support
and expand their own policies in Film Education.
On the one hand, Poland, which may have no official national
pedagogical lines, runs through the Polish Film Institute a film
education programme. On the other hand, Film Education in Hungary,
although not formally recognized as a distinct subject in the middle and
higher bands of the national curriculum, is seen as a counterpart to the
study of media.
As concerns Greece, the inclusion of film education in the curriculum
of Greek educational institutions is one of the main topics in the
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National Dialogue on Educational matters conducted in the Greek
Ministry of Education within these years (https://dialogos.minedu.gov.
gr/category/protaseis/optikoakoustikos-eggrammatismos/). Academics,
media educators, filmmakers, policymakers, education administrators
and researchers have the opportunity to submit their proposals
regarding the contribution of film literacy to the learning experience
and the cognitive development of students (Buckingham, 2013;
Merchant, 2009).
The partners’ alliance

The Thessaloniki International Film Festival1 is the main administrator of
the EUFORIA project, responsible for the organization, coordination and
supervision of the programme’s common activities applied by the Cinema
Museum of Thessaloniki (TIFF’s educational institution), the University of
Spoleczna Akademia Nauk – San in Poland2 and the cultural organization
Laterna Magica Kulturális és Oktatási Szolgáltató Kft in Hungary3.
Within this context, the Euforia team has received funding from Creative
Europe’s Media Sub-programme to initiate Euforia I (June 2015-September
2016) Euforia II (November 2016 – November 2017)
(http://ec.europa.eu/programmes/creative-europe/projects/ce-projectdetails-page/?nodeRef=workspace://SpacesStore/f67e6e78-9cff-4dd7-89e8181b33033ff0).
The Aims of the Euforia Project

The partners have developed a Film Education titled Film Paths, aiming to:
yyEnable children and young people to use film as a vehicle for personal
creativity and self-expression;
yyReach out to the community with film screenings and curated film
festivals, creating more film literate and engaged society;
yyBring moving-image education into the learning experience;
yyCreate a valuable educative tool that integrates cinema into school
1

http://www.filmfestival.gr

2

http://www.clarkuniversity.eu/about-us/spoleczna-akademia-nauk/university-of-social-sciences

3

http://www.laterna.hu/en/about
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material in the most creative and flexible ways (Hailey et al. 2015;
Buckingham, 2013).
The Film Paths Tools:

Particularly, Euforia is based on five axes of development:
Film Path A: Conferences
Two international conferences addressed to school teachers, film
educators, academics, policymakers, education administrators, childpsychologists, social workers and learning disabilities experts have been
organized in Thessaloniki.
Film Path B: Film Vault
One of the innovative aspects of the Euforia programme in relation to
audience development perspectives is the online Film Education platform,
Film Vault (www.euforia.filmfestival.gr). The primary goal is to provide
teachers with certain methods of utilization and the gradual inclusion of
the seventh art in the school curriculum (BFI resources: Moving Images in
the Classroom; Kokkos 2012).
The content
On this platform, teachers and students could find an online film
catalogue accompanied by rich educational material which, currently,
is addressed to secondary education. The main challenge of the Film
Vault is the criteria through which the selection of films would be
realized. The Euforia team has considered that the films from the local
production should be prioritized, so as to promote the work of local
filmmakers and encourage the students to explore their work. Hence,
the main axis of the Film Vault catalogue is a list of 30 films from the
local film production of three different countries. Furthermore, the
educational team made an effort to detect common reference points
and make sure that the films suggested can respond to the needs of
as many teachers that are active inside and outside of the country as
possible.
It is also taken into account that an average two-hour feature film cannot
easily be integrated into the daily schedule of Junior High and Senior
High students; as a result, the educational material content is configured
on the basis of film extracts and does not necessitate the screening of the
whole film.
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The educational material provides ready-to-use material and contains
subject matters, age groups, and school courses that can be associated
with each specific film. Particularly, the user has the opportunity to
download the following guides:
yyThe General Guide;
yyThe Activities Guide4;
yyThe Teacher’s Guide5.
The content material of educational guides was collected by the
educational team of Thessaloniki Cinema Museum in collaboration with
the Hungarian cultural institution Laterna Magica and the scientific
committee of the Film and the Audiovisual Arts School of Warsaw
University Spoleczna Akademia Nauk – SAN. It is worth mentioning
that the construction of the platform is based on the strong relationships
between the partners as it is necessary to continuously exchange insights
and methods of practice. In addition, the audience response has been
overwhelming, especially in what concerns the innovative approach of
the educational content material and the correlation between the school
syllabus and film as an art. The teachers appreciated the fact that they
had the option to choose one of the suggested films in relation to the
course or the subject matter that they discussed during their teaching,
but they also appreciated the fact that the students could get to know
certain films that constitute major landmarks in the history of European
cinema, and thus become acquainted with the language of film.
Film Path C: Students Digital Short
In addition, over the last two years 48 groups of Secondary Education
students from Greece, Poland and Hungary have prepared short
documentaries with a common topic.
Methodology
Each year, the project has been announced during the international
conferences of Thessaloniki. One of the main concerns of the Euforia
The Activities Guide is combined with teaching scripts and worksheets which include observation
questions, cues and prompts, guidelines for the creation of short films, and more.

4

The Teacher’s Guide contains supplementary material, such as bibliographical references,
articles, interviews, and other information that can lead to a more complete understanding of the
film selection.

5
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team was how final selection of school groups would be realised. Finally,
the selection was based on the former experience of the educators and
the particular identity of the school (e.g. multicultural etc.). At the same
time, it is considered very important to grant opportunities to the schools
located in the country’s periphery like the Esperino High School, Mytilini
(Greece), whose students are mainly Syrian and Pakistani refugees with
limited access to such activities, etc.
In the first stage of the project, the teacher in charge formed his/her
film crew with 7–15 students. The students started their research in
order to select the topic they would like to investigate and proceed
to the distribution of tasks. Each group was appointed to a group of
film experts, whose role was to guide the students during the script
development, to supervise the directing process, and to process the
footage that was produced.
Afterwards, a series of meetings with the Cinema Museum’s film
educators and the film experts was initiated in order to get the students
acquainted with the terminology and the technique of documentary
filmmaking, and also to discuss the points of view on the topic.
Topics
The documentary topic of Euforia I was the development of the
contemporary urban landscape by projects that were subsidized by the
European Union. Aiming to transfuse the project with a European scope,
250 students were challenged to wander through alleys, neighbourhoods,
buildings, and Greek, Hungarian and Polish monuments. The aim was
to search for the past or present transformations of the urban landscape
that were made possible due to European funds, and capture them with
their handheld camera.
However, at a time when multiculturalism is a reality, but
interculturalism seems like a non-existent Utopia, the topic has been
differentiated from Euforia I. In particular, the topic of the Euforia II
student digital short project is Filming Diasporas at home. 24 student
groups from secondary level (10 Greek, 8 Polish, 6 Hungarian) had to
produce a short documentary film focused on the theme of refugee
integration in each country The promising filmmakers of Euforia II
tried to discover attempts of integration and assimilation experienced
by those who had suddenly found themselves “out of boundaries”. As
concerns Greece, there are 134 students in total (Table 1). The production
Paths to Innovation in Culture

95

was carried out in coordination with various non-governmental
organizations where refugee students were hosted.
The primary aim, particularly, was the coexistence of children of the same
age but of different countries via filming together. Consequently, the
project demanded the collaboration of local students and refugee students
and the blending of the cultural characteristics of each culture.
Region

School

Thessaloniki

High School of Ekpaideutiria

Number of Students
15

Vasileiadis
Thessaloniki

16th High School of Thessaloniki

10

Thessaloniki

1st Junior High School Pylaias

15

Thessaloniki

1st Junior High School Lagada

18

Thessaloniki

2

9

Athens

1st High School Ag. Paraskevis

8

Athens

2nd High School Ilioupolis

33

Mytlini

Esperino High School of Mytilini

5

Mytilini

Ilaxtida, Hosting Centre for

8

nd

High School of Chalkidona

Refugee Students
Komotini

Diapolitismiko Junior High School

13

of Sapes, Komotini
Table 1: Participating schools from Greece in Student Digital
Short - Euforia II

For instance, in Thessaloniki, students from the 16th High School,
Thessaloniki, attended, together with student refugees, the photo
workshops conducted by the NGO ANTIGONI (Photo 2). Together,
they familiarized themselves with the camera’s secrets and techniques;
they detected and captured with their lenses the history of Thessaloniki.
The implementation of the workshop was the documentary topic, giving
students the opportunity to focus on the result of a creative interaction.
The film club of the 1st Junior High School of Pylaia created together
with the refugee students of the 1st Junior High School “Odysseas Fokas”
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Photo 2 Students of 16th High School and students of Oraiokastro shelter
attended in Antigoni’s photo Workshops. Photo by Nektarios Basdekis

a documentary about physics. The children met in the physics lab of the
1st Junior High School of Pylaia and conducted impressive experiments,
proving that creativity will always be a unique means of communication,
surpassing the borders of different language. The children of the 2nd High
School of Chalkidona recorded the history of a family from their village
Adendro, which decided to host a family of refugees from Eidomeni.
Particularly, they focused on the teenager of the refugee family, on his
journey and his relations with the family and the inhabitants of the village.
These documentaries will be uploaded on the Film Vault platform and
the experience will culminate in the awards ceremony that will take place
in Thessaloniki, as it happened last year, at the 2nd Student Documentary
Festival Euforia, which will involve 24 documentaries from the three
participating countries.
Comments
The production gave students the opportunity to share their customs and
habits and take part in collective activities (cooking, sports), but also to
capture images through their own eyes and express their thoughts and
feelings.
Although the journey called Euforia II has not finished yet, it is worth
mentioning two points: firstly, the context of film shooting seems to
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contribute not only to the cognitive development of the student but also
to experimenting with undiscovered skills. It is impressive that some of
the students’ shots were so perfect that they could easily be considered as
professional and not amateur by a viewer.
Secondly, the time… The time that students spent together is a
determinant factor for the success of these projects. For example, the
school groups of Euforia II were formed by Greek and immigrant
students who had not met before. As the days were passing, the
relationships created were stronger. The common aim that they had to
achieve, the problems that they had to solve as a group, the passion of
the shared creation may have functioned as an opportunity not only to
cooperate but also to express their sentiments - even to narrate their
personal stories.
In addition, the educators and students who participated in the Student
Digital Film Project said they were impressed by the experience. The
opportunity that was given to the students to become acquainted with
the expressive means of cinema, to get to know their place of origin
through the camera lens, and develop skills they had not explored in
the past6 (how to use a camera, creative writing, etc.) was very much
emphasized. However, one of the most important observations made by
a teacher was that they would need more time for the pre-production
stage so that the students would get more familiar with the research of a
documentary.
Film Path D: Training Sessions
The project also contains a series of training sessions that for Euforia
I was designed to familiarize secondary education teachers with
the morphological features of European films and their pedagogical
potential.
On the other hand, workshops for Primary Education Teachers have
been organized during Euforia II in order to help them understand how
Digital Storytelling is a powerful means for exploring a great number
It is worth mentioning some comments that were posted by teachers on Facebook during the
shooting period, as an example of the participants’ response: “We wish to thank once more the
people of Thessaloniki Cinema Museum who gave us the opportunity to participate in such
a creative programme and realize the pedagogical value of team work, both as makers and
members of the audience. We hope that these kinds of programmes will become part of the
agenda and will be further supported.” (Georgia Lymperopoulou, Supervisor School Teacher of
Neoi Epivates Junior High School, Thessaloniki).
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of issues in the classroom. A one-day seminar with the title “Cinema in
Exile: Documenting Diaspora” also took place in all partner countries for
secondary education teachers focusing on the depiction of diasporas in
European cinema.
Film Path E: Documentaries for Kids and Youth Screen on Wheels
The successful section of the Thessaloniki Documentary Festival, dedicated
exclusively to a youth audience, also forms part of the EUFORIA project;
A selection of films and documentaries from the screenings programme
of Docs for Kids and Youth Screen (Thessaloniki International Film and
Documentary Festivals) travels each year to partner countries.
Conclusion

Euforia explores the promise of something new – of what might happen
when film education interrelates with transformative learning theory,
providing a variety of screenings-based discussions, training sessions and
online educational tools (Mezirow et Al. 2010).
Euforia is a means of film education dissemination. It is a kind of proof
that film has the power to influence the way we see and understand the
world, that film can make us forget the world outside, lead us to new
worlds, and challenge us to think about the world we live in. Last but not
least, Euforia gives a reason to those children who suddenly stopped loving
princesses and dragons to rebuild their own fairy tale!
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Social Innovation and New Audiences

Prespa Stories: a Cross-Border Social Innovation
Dimitra Billia holds a Diploma in Architecture from the Aristotle University
of Thessaloniki. She is the founder and project manager of Prespa
Stories initiative. She works on the intersection of design, applied media,
performance and education practices as an artist, facilitator and cultural
manager. Her persistent curiosity towards the ways people interact
with one another lead her to experimentations with various media and
participatory tools and methods.

Abstract

The paper examines the case study of “Prespa Stotires” as an example
of intercultural and cross-border social innovation within the cultural
domain. The Prespa region, shared between Greece, Albania and
the Former Yougoslav Republic of Macedonia. The project “Prespa
Stories” was initiated to build bridges of exchange among the
neighbouring cross-border communities of the area, with the underlying
understanding of Prespa as a wider community. The project constitutes
social innovation as it involves a new model of collaboration across
border communities, using storytelling and focus on similarities of the
youth groups. The conditions for transferability of the project activities
and results are also explored.
Key words: social innovation, intercultural innovation, community
participation, cross-border and intercultural dialogue, network,
storytelling

S

ocial innovation is a complex, much debated concept in the
last decades, both in the literature as well as in practice. It is
continuously becoming popular within academic and policymaking discourses. Murray et al1 argue that existing structures and
policies have found it impossible to crack some of the most pressing
issues of our times, such us climate change and the worldwide growing
inequality. Social innovation is considered as an answer to the much

Murray, Robin, Julie Caulier-Grice and Geoff Mulgan. The Open Book of Social Innovation.
NESTA, 2010.
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needed transition towards sustainability2. It brings new forms of local
and regional development3 and contributes to social transformation4
and systemic change5, while pointing towards a new kind of economy
(a social economy6), which borrows elements from the market field, but
relies its distinctive character on an anthropocentric perspective, where
culture and values are central alongside technology.
TIMELINE

PHASE

December 2016

preparation

January - mid-February 2017

onsite research

mid-February - April 2017

implementation

May 2017

evaluation

Table 1 Project phase timeline

Social innovation refers to new solutions (products, services, models,
markets, processes), new platforms, organisational forms, networks and
business models7, or the production of new concepts and measures (Josef
Hochgerner definition8). It also refers to new social practices, rules,
relations (TRANSIT definition9) and initiatives that lead to better use

Manzini, Ezio. “Making Things Happen: Social Innovation and Design.” Design Issues, vol. 30,
no.1, Winter 2014, pp.57-66. The MIT Press Journal, doi: 10.1162/DESI_a_00248.

2

McNeill, Joanne. “Enabling Social Innovation: Opportunities for Sustainable Local and Regional
Development.” Social Frontiers: The Next Edge of Social Innovation Research, 2013. https://goo.
gl/1nwdTu. Accessed 22/10/2017.

3

Nichols, Alex, Julie Simon and Madeleine Gabriel (editors). New Frontiers in Social Innovation
Research. Palgrave Macmillan, 2015.

4

Bureau of European Policy Advisers. Empowering People, Driving Change: Social Innovation in
the European Union. Publications Office of the European Union, 2011.

5

6

Murray et al, 2010.

Caulier-Grice, Julie, Anna Davies, Robert Patrick and Will Norman. Defining Social Innovation.
A deliverable of the project: “The theoretical, empirical and policy foundations for building social
innovation in Europe”, European Commission – 7th Framework Programme, Brussels: European
Commission, DG Research & Innovation, 2012.
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8 TEPSIE, Social Innovation Theory and Research: A Summary of the Findings from TEPSIE.
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of assets10. It is often related to the concept of change within systems,
such as changes in the routines, beliefs (Cahill definition11), in the social
relations (Moulaert definition12), in the organisational and financial
levels (OECD’s LEED definition13) and in the way people live and use
resources (TRANSIT definition14). Those changes are mainly regarded as
improvements, but whether they are more effective, social or democratic
is something that should be examined within each particular context
(WILCO definition15).
Social innovation initiates from within all sectors and by individuals16.
According to Harris et al, social innovation can be developed by the
public, private or third sectors, or users and communities17. Not all
those sectors’ innovations are considered as social ones, unless they are
directed towards bringing new solutions to major social challenges
(NESTA definition18). An innovation is considered social to the extent
that it varies social action, and is socially accepted and diffused in
society, be it throughout society, larger parts, or only in certain societal
sub-areas affected (SI Drive Definition19). It is therefore widely accepted
that social innovation occurs at multiple levels20.
Social innovation is considered as bottom-up when it is initiated directly
by the people concerned,21 such as civil society members, rather than
the government, business or industry22 (top-down). Caulier-Grice et
10
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11

Caulier-Grice et al, 2012.

12
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13
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14
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15
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16
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18

Murray et al, 2010.

19
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20
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21
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al. suggest that the informal sector, that is the individuals, families and
communities23 who are out of the other sectors, undertake both physical
and online action, volunteer, network, share, learn from their peers
and collaborate. Similarly, Meroni defines the creative communities
as people who cooperate in inventing, enhancing and managing viable
solutions for new (and sustainable) ways of living24. A group of scholars
advocate that social change is achieved neither purely from the bottomup nor from the top-down. Bottom-up social innovation is a contextrelated, localised process25 and there is an added dynamics to it towards
social change, as soon as the informal sector cooperates with the big
institutions with the power and money to make things happen to scale26.
WORKSHOP TITLE
1

Participatory Route Design

2

Photo - Video - Sound Material Collection

3

Creative Writing

4

Storyboards

5

Pageflow

Table 2 Workshop methodology

Social innovations are both good for society and enhance society’s
capacity to act27 as a whole. However, the notion of empowerment is
often encountered across the social innovation literature in association
with vulnerable and marginalised populations. Nicholls and Ziegler
suggest that it is one of the core objectives of social innovations
addressing those groups, together with social cohesion, participation
in society, quality of life and environmental issues28. Through
10.1080/19452829.2016.1270916.
23
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Meroni, Anna (editor). Creative communities. People inventing sustainable ways of living. Polidesign, 2007.
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26
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27
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28
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empowerment, a better inclusion of unheard voices into decisionand policy-making procedures can be achieved29, while the society is
transforming into a more participatory arena30. Empowering and (re)
engaging those groups, either in the process of innovation or as a result
of it, is considered as a way to unlock the potential that lies within
them31. It could be thus stated that empowerment can be a source, a
means and a way to achieve social innovation and the improvement of
well-being32.
One of the societal challenges of our times is the reconciliation of
peoples across cultures and nations. UNESCO underlines the necessity
to develop new approaches to intercultural dialogue in order to meet
the challenges inherent in today’s society, by taking into consideration
the ways in which cultures relate to one another, by building awareness
of cultural commonalities and shared goals33. The European Union
suggests that the future of our culturally diverse world depends on
our ability to develop and sustain intercultural dialogue, to build
the society of tomorrow34. According to the Intercultural Innovation
Award definition, intercultural innovation refers to new strategies,
approaches, concepts, ideas and organisations (i.e. such as the
new usage of social media; the creation of inspiring pieces of art;
the development of a nouvelle pedagogical approach; conducting
innovative trainings, etc.) which are developed in order to meet the
needs of fast changing diverse societies35. Therefore, intercultural

on Social Innovation across Europe. Deliverable D3.2 of the project “Boosting the Impact of SI in
Europe through Economic Underpinnings” (SIMPACT), European Commission – 7th Framework
Programme, Brussels: European Commission, DG Research & Innovation, 2015.
29
Nicholls, Alex and Rafael Ziegler. An Extended Social Grid Model for the Study of Marginalization
Processes and Social Innovation. Deliverable 1.1 of the project “Creating Economic Space for
Social Innovation” (CRESSI), https://goo.gl/rDFeTZ. Accessed 22/10/2017.
30
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32
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UNESCO, 2009.
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34

“Intercultural Innovation.” The Intercultural Innovation Award, 2017, https://goo.gl/Q38Ae7.
Accessed 22/10/2017.

35

Paths to Innovation in Culture

105

Photo 1 Workshop 2 in Prespes, GR. Photo by Prespa Stories

innovation is encountered within the social innovation sphere, as both
contribute to the public and common good.
Prototyping "Prespa Stories"

The Prespa region is shared among Greece, Albania and the Former
Yugoslav Republic of Macedonia. The Great Prespa lake is the border
of the three countries. Due to its rich geomorphology, ecology and
biodiversity, the area has been protected on a national level by the three
states, as well as on a transboundary level (Prespa Park) since 200036.
The area has been known historically for its diverse natural and cultural
resources. Alongside the Slavic speaking populations across the whole
Prespa region, the cultural landscape is enriched by Vlach, Turkish and
Roma populations. The area consists of the municipalities of Prespa
(Greece), Pustec (Albania) and Resen (FYR of Macedonia), characterised
by a scattered population of mainly small villages.
Agriculture and seasonal tourism being the main economic activities of
the populations, all three municipalities suffer from unemployment and
the rural-urban and out-migration, which in turn has caused ageing and
36 “The Prespa Park.” Society for the Protection of Prespa, 2017, https://goo.gl/ijHrkV. Accessed
22/10/2017.
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declining populations across the basin. Research in the field of tourism
shows that the lack of trilateral cooperation affects the sustainable
development of the area. Adding to the previous, empirical research
has shown that there is lack of one-to-one contact among the three
areas’ inhabitants, which in turn results in the lack of bottom-up crossborder initiatives in the economic sector, as well as the cultural and the
educational ones.
“Prespa Stories” was initiated37 with the view to build bridges of
exchange among the neighbouring cross-border communities of the
area. In its core lies the understanding of Prespa as a wider community,
as a meeting point of cultures and perspectives. It aims at promoting
greater respect, knowledge and contact between the declining youth
communities of the area (intercultural dialogue) and at fostering
a stronger sense of citizenship and belonging (empowerment) by
seeking and finding common ground among them. The initiative
actively engages youths of the border area in a variety of cultural and
educational activities, and cultivates the seeds for further bottom-up
initiatives among them. The project is encountered within the social
innovation spectrum, as it proposes a new model of collaboration across
the neighbouring border communities: a network of local stakeholders
(individuals, institutions, etc.) working together for shared goals.
According to the timeline (Table 1), its initial phase was preparatory.
Onsite research was conducted in order to engage interested
stakeholders and create partnerships with the respective communities.
The project was introduced to the municipalities and high-schools of
the three municipalities. An open call through high-school students
led to the creation of 3 teenagers groups aged 15 and 16 years old. An
informal interdisciplinary network of freelancers and activists coming
from the broader cross-border area was created, whom the workshops
methodology was elaborated with and who facilitated those activities.
The designed methodology consists of a series of five consecutive
workshops (Table 2), leading the three groups to collaborate and publish
online one original, multimedia story. Each workshops series was
implemented with each of the three groups within the respective area
from mid-February until April 2017 (Photos 1,2,3). The closing phase of
with the support of START - Create Cultural Change, a programme of the Robert Bosch Stiftung,
conducted in cooperation with the Goethe-Institut Thessaloniki and the German Association of
Sociocultural Centers.
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Photo 2 Workshop 3 in Resen, FYR of Macedonia. Photo by Prespa Stories

the project included post-production work, a presentation event and
exhibition, an informal meeting of the three youth groups as well as the
evaluation of results.
Conceptually, the following two tools have been central in the
development of the project’s methodology: (a) storytelling and (b)
the focus on the similarities of the three youth groups. As stated by
Lambert, youths, despite feeling adept at multimedia tools, long for
environments where freedom of expression is possible - where they can
choose what story to tell and decide how it should be told38. Within the
context of the project, storytelling has been used to enhance peer-topeer learning, team building and to establish a three-way connection
among the participating youth groups by allowing them to exchange
experiences and to create meaningful insights into their own and
their peers’ lives through the safety of fiction. Moreover, placing the
focus on the shared heritage of the three groups - specifically the
Great Prespa lake - has been crucial for the creation of a safe space of
expression for them. They were thus allowed to map their shared needs
and experiences (travelling, visiting the other parts of the lake - which
38

Lambert, Joe. Digital Storytelling: Capturing Lives, Creating Community. Routledge, 2013.
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only a small amount of the participants already had - and meeting new
friends) as youths living in remote, underpopulated areas. Therefore, a
common basis of trust and mutual respect for their communication and
collaboration was established, allowing their creative ideas and views to
develop and be heard freely.
The project resulted in a total of 15 workshops and the number of
participating youths within each group ranged from 4 to 12 per
workshop (a total of 138 participants in 15 workshops). The workshop
series led the 3 groups to the co-creation of the multimedia story
entitled Heaven on the Other Side, which was afterwards translated in
4 languages - Greek, Albanian, Macedonian and English. An exhibition
and presentation event, which took place at the municipal library and
hall of Lemos (Prespes, GR) had 53 visitors, not including the project
team and participants.
A questionnaire with open-ended questions was completed by each
participants’ group during the last workshop. A general remark is that
they were satisfied in relation to the overall experience of the project.
The majority of them mentioned that they acquired new skills, such as
the use of digital tools in order to better understand and promote their
area. Some of them stated that they freely expressed themselves using
their creativity and imagination. Some others mentioned that they had
the chance to collaborate, communicate, exchange ideas and learn their
peer’s views across the other parts of the lake while broadening their
horizons. Finally, the majority of them expressed the will to get to know
each other in person, either through the web (social media, emails, etc.)
or by organising trips on their own. Empowerment is, therefore, a key
result of the project across the youth communities, while the necessity
of intercultural dialogue has been underlined by the participants
themselves.
Conclusion

Scaling-up “Prespa Stories” could be achieved by extending the network
of participants and stakeholders across the border area (including
both the littoral communities and the neighbouring cities) through
a multiplication of youth-empowering and intercultural activities.
This discussion cannot leave out of consideration the views of its pilot
phase participants. They suggested that future activities take place
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Photo 3 Workshop 2 in Pustec, AL. Photo by Prespa Stories

during summer holidays and each group gets the chance to travel to the
respective two areas. It is, therefore, estimated that, should they have the
chance to meet and exchange while participating in the same activities,
their communication after the end of any activities would be sustained.
It could be thus stated that a key aspect of the impact of such a project
would be the generation of new, cross-border initiatives by the youth
communities, considering themselves as agents of change.
This paper set out to prototype “Prespa Stories” by placing it in a social
innovation context. The empowerment perspective in social innovations
suggests that community engagement and participation are key forces in
order to unfold the potential which is hidden within the communities.
The dynamics of innovative initiatives oriented to foster intercultural
dialogue is multiplied as long as action is undertaken by the
communities themselves (bottom-up). Social innovation is a nonlinear
process. It is, therefore, notable that social initiatives which are localised
and context-related need to innovate and find their own unique handson methods to achieve social change, while the collective effort coming
from within the communities involved has the potential to generate
dynamic and impactful results.
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S o c i a l In n ovat i o n a n d N e w Au d i e n c e s

Art as Social Practice. Victoria Square Project: a
“Social Sculpture” in the Centre of Athens
Alexandra Sagia is an architect with postgraduate studies in Urbanism and
Museology, based in Athens, Greece. Since 2009 she has been working as a
freelancer in the Greek museum sector gaining rich experience in exhibition
design and cultural interpretation. Through the variety of her collaborations
she has dealt with both conceptual and architectural exhibition design.
Her research interests are focused on exhibition design, museum
interpretation and the social role of cultural institutions and more
specifically on the innovative role of museums as agents of social inclusion.

A b s trac t

The present text attempts to present Victoria Square Project as an
example of good practices for social innovation in public space. Victoria
Square Project was launched during documenta 14 – the contemporary art
exhibition hosted in Athens in the spring of 2017 – and today it continues
its artistic life independently. It is active in Athens - in Victoria Square and its main creator is the American artist Rick Lowe, who identifies it
as a “social sculpture”, i.e. a work of art that “emerges from the people and
requires caring for the society”. As he states today, “the aim of the project
is to enhance the dynamics of the community to be able to show that it is
active in culture and that it can attract some kind of investments”1.
Key words: social innovation, public space, social practice,
contemporary art, Documenta, multiculturalism, audience
participation, immigrants, social sculpture

W

e define social practice as “art that’s socially engaged, where the
social interaction is at some level the art”2.

Socially driven art has been at the forefront of artistic production
and criticism for the last decades - since artists like Rick Lowe in
Houston and Theaster Gates in Chicago appeared on the cultural scene
1

Astrapellou, M. “Social Sculpture in Victoria.” To Vima. 9 April 2017.

Finkelpearl, Tom. What We Made: Conversations on Art and Social Cooperation. Duke University
Press, 2013.
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and turned urban regeneration into artistic creation by transforming
abandoned buildings into culture hubs3.
The practice of participatory art is not an innovation of the last few
years. Surrealists created participatory works in Paris almost a century
ago, while in the 1950s and 1960s, emblematic art figures such as Allan
Kaprow and members of the Fluxus movement transformed forms of
collective practice into artistic works.
Later on, and especially in the 1970s, a “tradition” of social practice
through art was created as a branch of participatory art that tended
to show strong sociological and political ties, usually aiming at
demonstrating social pathologies. Often, these artistic actions
attempted to propose solutions, empowering the communities
themselves to overcome the problems they faced4.
Today, despite the rising interest in the perception of art as social
practice and this tendency’s growing acceptance, it is clear that such
practices do not take place without tensions, especially in areas where
art and activism overlap. Social work - as a vector of social change - is
likely to be incomplete: the scale is often small, the works of art are
temporal and their success may depend on the talent of a single artist
while, at the same time, they can be considered more as methods of
organizing the community than as “true” art5.
The issues mentioned above also lead to the difficulty of art criticism
regarding the social works of art, since it is not clear whether the
projects must be evaluated based on the social changes they produce,
the performance elements they incorporate, or the aesthetic qualities
of the environment in which they are created.
Besides, for many artists, the essence of “art” is in the intent. For
example, Chin describes his work as having an “invisible aesthetic”, a
change that people cannot perceive - such as the decontamination of
soil - but a change nonetheless6. In the same way, Lowe sees his role in
3

Lacy, Suzanne. Mapping the Terrain: New Genre Public Art. Bay Press, 1994.

For a more detailed reference: Bradley, Will, and Charles Esche. Art and Social change: A Critical
Reader. Tate Publishing & Afterall, 2007.
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Project Row Houses “both as an urbanist and a storyteller, one who
can help change the narrative of a place”7. In the following chapters,
we will attempt to identify this idea of Rick

Lowe in his latest art
work in Athens: Victoria Square Project.
Do c u m en ta : A co nt e m p o ra ry A rt Ex h i bitio n

Documenta8 is a contemporary art exhibition that takes place every five
years in Kassel, Germany. It was founded by the artist, professor and
art director Arnold Bode in 1955 as part of the Bundesgartenschau9,
which took place in Kassel at that time10. During that period, launching
Documenta was an attempt for Germany to gain presence in the world
of contemporary art, eliminating and denouncing the artistic darkness
of Nazism11. For that reason, the first Documenta was a display of wellknown artists with a great influence on modern art, such as Picasso and
Kandinsky.
However, the history of the exhibition reflects the ideological
evolution of a West German institution. Thus, after 1989, Documenta
was transformed in order to include world art. In the most recent
exhibitions, artworks of world contemporary art are presented, while
most of the projects are site-specific.
Documenta 14 (2017) is the first Documenta exhibition being held
in two cities at the same time - Athens and Kassel - as a main
curatorial decision of its
 artistic director, Adam Szymczyk. “Learning
from Athens”12 was the working title given by him. The exhibition
Documenta 14, therefore, spread over three months13 throughout
the city of Athens, in more than forty public institutions, squares,
7

ibid.

For more detailed information on the history of the exhibition, see its official website: https://www.
documenta.de/en/
8
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cinemas, universities, libraries and the largest part of the National
Museum of Contemporary Art - which was the main venue of the
exhibition - where more than a hundred and sixty artists from all over
the world presented their new works14.
Concerning its theoretical content - as stated by its organizers - “it has
become crucial for Documenta to answer the question of what it means to
be public today, on all levels - artistic, political, and financial”15.
In this context, Rick Lowe was invited by the artistic director of
Documenta 14 to create a site - specific artwork in Athens as well as
one in Kassel, for the needs of the exhibition.
The A rti s t: Ri ck Low e

Rick Lowe was born in Alabama, USA, in 1961, and became widely
known through his project Row Houses, an ongoing transformation of a
residential complex in the Third Ward area of Houston, Texas, which has
been in progress for over twenty years. More specifically, in 1993, Lowe and
other artists secured funding to buy and restore a group of shotgun houses
(of one and a half blocks) in a predominantly degraded and low-income
neighbourhood with a majority of African-American residents.
The artist’s aim was to transform the abandoned buildings into cultural
hubs16 with ateliers for artists as well as a community centre. It was
called Row Houses Project17. Since it first opened, the project has grown
from twenty-two to nearly fifty buildings around the neighbourhood.
The project has revitalized the once neglected area and has transformed
it into a dynamic community with cultural programmes for young
people, exhibition and residential galleries - studios for emerging and
well-established artists, and a community support programme for single
mothers18.
Lowe has presented his work at Houston’s Contemporary Arts Museum
and Museum of Fine Arts, the Museum of Contemporary Art, Los
14

Press release: “Documenta 14 at ΕΜSΤ”, available at: www.emst.gr/press

15

ibid.

16

Miranda, C. “Changing the World, One Row House at a Time”, ARTnews, 9 April 2014.

17

More information about the Project Row Houses in the site: https://projectrowhouses.org

18

Miranda, C. “Changing the World, One Row House at a Time”, ARTnews, 9 April 2014.
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Angeles, the Gwangju Biennale in South Korea, and the Venice
Architecture Biennale.
“His other community building projects have included the Arts Plan for
the Seattle Public Library, the Borough Project for the Spoleto Festival
in Charleston, South Carolina, and the Delray Beach Cultural Loop in
Florida, among others”19.
In 2016, Lowe visited Athens to prepare his work. After exploring the
social and urban character of the city, his interest was focused on the
cultural implications of the immigration issue, so he opened a dialogue
with key initiatives operating across the fields of arts and culture, business,
and higher learning, as well as support networks for immigrant and
refugee groups20 and local NGOs. Through them, he arrived in Victoria
Square, where he eventually decided to create his work.
Th e Plac e: Vi c to r i a S q ua r e

The neighbourhood around Victoria Square, as well as the wider western
centre of Athens, has gradually transformed from a typical middleclass neighbourhood to a contemporary cultural crossroads - since the
“old” residents left the area for the suburbs during the 1970s. Recently,
during the summer of 2015, Victoria Square became known globally with
hundreds of refugees finding a temporary shelter in it.
Today, the traces of this temporary accommodation may be invisible,
but people from all over the world, who are looking for a better life, are
still walking every day in the square21, communicating in Greek, Arabic,
Albanian, French, Farsi, Polish, Turkish, Swahili. As Rick Lowe himself
describes it, Victoria Square is a “mosaic of people and encounterings”22.
Maria Papadimitriou, a Greek artist and the co-creator of the project,
describes Lowe’s concept: “he chose this area because it is an urban space
- it has a very dense urban tissue - or rather had a very dense urban tissue
- it is rather troubled - through the media that have degraded the value of
19

“Rick Lowe — MacArthur Foundation”. www.macfound.org

20

Rick Lowe, Documenta 14 official site: http://www.documenta14.de/en/artists/13512/rick-lowe

Information from the introductory text to the project and the artist from the curator Monika
Szewczyk, in Documenta 14 official site: http://www.documenta14.de/en/artists/13512/rick-lowe

21

22

Kanellopoulou, S. ”Rick Lowe “sculpts” a social sculpture for Documenta 14.” Clickatlife. 13 April 2017.
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this area, there is multiculturalism - a mosaic of the residents of Victoria
Square. The point, then, is how do they all live together? So, Rick thought
he first wanted to see who the residents of Victoria Square were, how he
could bring them together, and secondly, how people who come from
different countries and now live here can integrate in a right way, with a
proper engagement and collaboration”23. Victoria Square Project came as a
response to this challenge from the side of the artist.
Vi c tor i a S qua re P roj e c t

As mentioned above, Victoria Square Project is a “social sculpture”
by the artist Rick Lowe, created upon his invitation to participate in
Documenta 14, the international art exhibition, hosted in Athens for the
first time in 2017.
According to the artist, a “social sculpture” is “what people make of it
and it implies caring for society as if it were a collective work of art”24.
The term “social sculpture” was first used by the German artist Josef
Bois, who is a fundamental reference and influence on Lowe’s work25.
“Working with various community initiatives, local businesses,
institutions, the municipality, artists, and other individuals and groups,
Victoria Square Project seeks to elevate the cultural and historical assets
of this vital crossroads in Athens”26. And the curatorial team27 continues
describing the project: “each participant helps us better understand the
cultural, historical, and political dynamics in this area”.
Moreover, “communication, engagement, dialogue and exchange of
knowledge are the tools that will bring people closer”, while at the same
time “the artists - who are involved in the project - represent the creative
energy necessary to activate the potential of the area”28, explains Lowe.
23

ibid.

Description of the project from its official Facebook page: https://www.facebook.com/
VictoriaSquareProject/
24

25

Astrapellou, M. “Social Sculpture in Victoria.” To Vima. 9 April 2017.

Description of the project from its official Facebook page: https://www.facebook.com/
VictoriaSquareProject/
26

We should note that the artistic team of the project includes the artist Maria Papadimitriou,
the architect Elli Chryssaki and the artist Andreas Vempos, who jointly contribute to forming the
project.

27

28

Astrapellou, M. “Social Sculpture in Victoria.” To Vima. 9 April 2017.
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The project is housed at number thirteen of the pedestrian Elpidos
Street29, on a corner ground floor space with white walls and
permanently open windows, a condition that creates a sense of
extroversion and conciliation. It looks like an open, inviting home, ready
to welcome neighbours from around the area.
This result reflects the intentions of the curatorial team: “The way we
work in the public space and with people is based on common sense. It is
about how people can live better, how they can all become creative and
feel that the world opens in front of them and does not diminish, how
you can give them not only the hope but also the certainty that through
creativity they can enlarge their horizons and have a better life”30.
Important for the project is also the process of the research, when Rick
Lowe realized that it would be insufficient to produce a socially-driven
project exclusively for/with refugees and immigrants, and it would be
more appropriate to include local people, because it is important how
the refugees are seen by the local community.
As he says: “I always try to work in a specific place where the social
phenomena that I am interested in - in this case the migration crisis
- are observed. In the process, however, I began to learn more about
the square and the challenges that its residents faced and still face
every day and that some of them were turning to Golden Dawn,31 as
I heard. I can understand it. It is something that can happen when
you are born in a neighborhood and nobody cares about you because
everyone is interested in the newcomers. I ended up that the best way
to help refugees and immigrants is to help the locals first. This project,
therefore, focuses on the immigrants, with the Athenians creating the
framework”32.
Thus, a key role for the development of the project and its diffusion
in the area is played by the “One to One”33 journal, which presents the
29

In Greek, the name of the street means Hope.

Kanellopoulou, S. ”Rick Lowe “sculpts” a Social Sculpture for Documenta 14.” Clickatlife. 13 April
2017.

30

An ultranationalist far-right neo-Nazi political party in Greece. Members of Golden Dawn have
been carrying out acts of violence against immigrants in the area around Victoria Square.
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Astrapellou, M. “Social sculpture in Victoria.” To Vima. 9 April 2017.
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All issues of the “One to One” journal are available on the facebook page of the project.
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owners and employees of local businesses as well as some residents of
the square, something like an “X-ray” of the commercial activity of the
square through the portraits of its people. Through the pages of the
journal, the shopkeepers of Victoria Square talk about them and their
relationship with the area, contributing to the understanding of the
cultural, historical and political dynamics of the region.
In this context, dozens of volunteers working on the project have long
mapped the square and the surrounding area, hosting in each issue two
shopkeepers who talk about their business, their relationship with the
region and themselves. So far, mapping has yielded more than 60 stores,
“a growing number”, as Maria Papadimitriou notes. “Our job is to be
able not only to get to know all the people in the area but also to learn
them”34.
And she goes on to say that this “has slowly begun to take place. People
have begun to soften, to unite, to do things together. At first, what we
proposed was strange to them; some had their doubts as well. But seeing
it as something that has a lot of activity and duration, they realize that
it’s something positive for everyone.
Because we work with school children, immigrants, neighbors, with
everyone… It is something that municipalities should normally do, to
unite the neighborhood, it is a job that the state should also do, but it is
finally the artists who do it. And what it really needs is common sense,
that’s where the project is based”35.
The next step: after Documenta 14

Victoria Square Project has an independent timetable different from
the one of Documenta 14. As Maria Papadimitriou stated “it is a project
that will last for at least a year. Rick’s purpose is to unite all the people of
Victoria Square and after doing so, he will leave the place”36.
But while the goal of the project was to continue until the end of 2018,
now its curators have prolonged its duration at least until 2019. This is
possible because the project secured a grant of $ 20,000 by “A Blade of
Kanellopoulou, S. ”Rick Lowe “Sculpts” a Social Sculpture for Documenta 14.” Clickatlife. 13
April 2017.

34
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Grass”37, an American cultural organization that rewards projects with
social orientation.
“In the case of Victoria Square Project, what we find extremely
interesting is the condition of a project that starts from an international
event like Documenta but then manages to continue and be maintained
without it”, explains “A Blade of Grass” executive director Deborah
Fischer. “The most important thing is to understand how relationships
are created, but most importantly how they are preserved through
Rick’s projects that appeal to a community”, she continues. “The great
success of the project from now on will be to achieve the redistribution
of social spaces. To make Victoria Square Project a focal point that can
be approached in many different ways. Through its links with the area,
people will continue to go to places that are not familiar to them or go
to familiar places in order to participate in new experiences”38.
Through this grant, Victoria Square Project’s network is to be extended
to three more apartments located directly opposite the existing space.
They will house “Elpidos Station 1”, a series of residencies with the aim
of exchanging foreign and Greek artists. The first residencies will be
from Houston and the project Row Houses. In the following plans of the
team is the creation of a radio station, so that people can step up to talk
about everything that concerns them and they want to share with others.
“People want to express themselves and they do not find the way. This
[project] gives them freedom, a platform for expression”39
first evaluation
It is known that Rick Lowe is not just an award-winning artist, but
his “social sculptures” are political interventions in the social fabric in
crisis. Consequently, Victoria Square Project is not a tangible artwork.
It is primarily a social project addressed to the inhabitants of this
corner of Athens.
In the words the artist uses to describe his own work: “13 Elpidos str. is
More information can be found on the official webpage of “A Blade of Grass”: www.
abladeofgrass.org
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Astrapellou, M. “Documenta 14 is Over, but a Project Continues to Blossom.” Inside story, 20
July 2017.

38

Kanellopoulou, S. ”Rick Lowe “Sculpts” a Social Sculpture for Documenta 14.” Clickatlife. 13
April 2017.
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a place of sharing. Everything is about caring, welcoming and showing
your interest. Many people in our neighborhood say “this is our place,
we feel we belong somewhere”. A relationship of trust is created.
The mechanism for that is and must stay invisible. Because in life,
connections are not always visible”40.
This “social sculpture”, which has been transforming Victoria Square
for the past few months, is an island of creation and optimism for its
neighbourhood and its people, shaping more and more systematically
an example of good practice and analytical method for similar
interventions.
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I

n the contemporary world the partnerships gain more and more
significance in designing and implementing public policies, especially
in a situation of economic and financial crisis.

In fact, when we consider how the public goals can be most effectively
reached, we should first think about who is the one to formulate
and develop the ways they can be achieved. According to Lasswell1,
the improvement of the democracy lays in widening the circle of the
participants in the policy process. The circle of the stakeholders in
public policy is no more limited to politicians and administrators;
it includes also experts, professionals, civil activists, journalists,
researchers, etc. Their participation, and their specific points of view,
enriches the understanding of the public policy and does not allow
unprofessional, precarious designing and implementation of the
common goals. Thus those, who have authority and political power gain
partners, who have knowledge, expertise and civil position.
The partnerships obtain special significance in a situation of financial
crisis and decreasing public resources for culture. This problem appears
one way or another, in each of the texts in this unit.
The materials united in this section concern the opportunities for
developing sustainable partnerships in the process of implementing
and complementing public policies. Two of the included texts describe
examples of network partnerships that had a significant contribution to
the development of the corresponding spheres. These are the texts by
Gkouderi Agathi “Case study of Museum Cluster and Citybranding. The
Lasswell, H. (1951), “The Policy Orientation”, In Daniel Lerner and Harold Lasswell, (eds.), „The
Policy Sciences: Recent Developments in Scope and Method”, Stanford University Press.

1
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Cultural Network Pella - Vergina – Dion – Mieza: A Museum Cluster
towards Common Cultural Management and Promotion/Branding
Project for the Development of Cultural Tourism” and by Iro Menegou
“City Network of Municipal Conservatories in Greece. The International
Music Summer Academy”. Both researches describe successful practices
of collaboration between local cultural operators that has led to offset of
public policy deficiency, as well as to more effective policy decisions.
The text by Anastasia Samara (The School of Communitarianism and
the Creative Initiatives Inside the Urban Fabric of Thessaloniki) offers a
different vision on civil participation in the policies through a model for
development of the city of Thessaloniki, based on the principles of creative
activity and the theory of communitarianism. The author examines the
application of the proposed model in Barcelona and makes concrete
suggestions for its implementation in Thessaloniki.
Nevena Dobreva (Cultural Policies for Cultural Entrepreneurship.
Case Study: Bulgaria) considers a specific aspect of the problem for
the cross point between public policies and entrepreneur practices in
culture. Examining the concrete case of Bulgaria, the author suggests
applicable measures for designing more favorable conditions for cultural
entrepreneurship development, through concrete political decisions.
Another dimension of the partnerships is offered by Eleftheria Oupala
(Ecomuseum Zagori: An Enterprise Socially Sensitized. An Ecomuseum
Operating as a Social Cooperative Enterprise) – through the so called
Social Cooperative Enterprises. These enterpises offer the opportunity
for financial stabilization and sustainable development of cultural
organizations, such as Ecomuseum Zagori. The model also supports the
growth of local businesses, tourism and popularization of the local natural
and cultural heritage.
Plamen Radev and Elena Pap (Alternative Opportunities for Financing
the Cultural and Art Scene in Bulgaria: Donoring and Patronage) examine
a special type of partnerships – between the arts and their potential
donors and patrons. The authors also study the specific role of public
institutions and legislation in this sphere through the concrete Bulgarian
example.
All the texts in the section significantly contribute to the mission and
goals of the Academy for Cultural Managers.
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Case Study of Museum Cluster and
Citybranding
The Cultural Network Pella - Vergina – Dion – Mieza: a Museum Cluster
towards Common Cultural Management and Promotion/Branding Project
for the Development of Cultural Tourism
Agathi Gkouderi has studied Greek Language and Literature at the
Aristotle University of Thessaloniki and has two postgraduate courses at the
University of Strasbourg: in Classics and in Museology and Tangible and
Intagible Cultural Heritage Management. She was an intern in the Alsatian
Folkloric Museum of Strasbourg and is currently working in the War Museum
of Thessaloniki organizing and implementing educational programmes.
She is a PhD Candidate of the Department of Cultural Technology and
Communication of the University of the Aegean.

A b s trac t

This essay sets out to explore the cluster concept applied to museums
and the impact which museum clusters have on the cultural tourism
industry. The present study focuses on a museum cluster situated in
the region of Central Macedonia, consisting of the museums of Pella,
Vergina, Dion and Mieza, which are currently attempting to connect
to each other and to the private sector agencies in order to form and
extend their social and economic impact as a museum network. This
museum cluster is regarded as a strategic tool for local economic
development and it opens widely the discussion on the role and the
general impact of museum clusters on the Greek cultural tourism
industry. These particular museums in the centre of Macedonia could
be seen as catalysts for the development of the cultural industry
through their collaboration and relationship in applying marketing and
branding procedures.
Key words: museum, cluster, network, branding, economic development,
social impact, cultural industry, collaboration, marketing
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H

istorically, it is believed that museums as cultural institutions
have been established for the prime purposes of education,
learning, collection, conservation, research and enjoyment
(Hooper-Greenhill, 1994; Resource, 2001). According to the “ICOM”
a museum is a non-profit, permanent institution in the service of
society and its development, open to the public, which acquires,
conserves, researches, communicates and exhibits the tangible and
intangible heritage of humanity and its environment for the purposes
of education, study and enjoyment”. However, as society has changed
worldwide in the 21st century, the role of museums has diversified too.
New practices such as the “economy of experience”, the creation of
“cultural networks”, named “museum clusters”, and the implementation
of integrated marketing practices are the new tendencies that affect the
field of cultural tourist industry. Culture has become a key factor in
the competition among cities to attract new visitors (Porter, 1998) and
the phenomenon of “cultural tourism” has attracted much attention.
Simultaneously, museums have become key partners in the cultural
tourist industry and an important part of cultural industries and
creative cities (Stephen, 2001).
Econ om i c ro l e a n d i m pac t o f m u s e u ms in the 21s t cent ury

Museums, as cultural institutions, have become the catalysts for
educational and social development and have boosted the power of local
economies (DCMS, 1999). From the economic viewpoint, museums are
cultural products providing cultural services which attract tourists with
their unique features, rich connotations, flexible open hours, multiple
exhibition facilities, gift shops, cafés and restaurants, so ideally placed
to satisfy a range of consumer needs. Consequently, the role of museums
in cultural tourism industry is principal as they have a significant social
and economic role and impact. Fleming (2006) described museums as
“defibrillators” and “economic improvers” recognizing the economic
benefit brought to local economies by the museum sector. This economic
benefit is attracting the attention of museum managers and economic
professionals of cultural industry. Myerscough et al. (1988) pointed out
that museums, as cultural institutions, are a basic foundation block of
economic development and social improvement in many cities, crucial
for the promotion of tourism industry. He also demonstrated the
economic value of cultural industry in the way that cultural institutions
can create job opportunities and provide the incidental value which
126

Paths to Innovation in Culture

stimulates both tourism and local development (The Economic Importance
of the Arts, 1988). The Policy Studies Institute (PSI, 1992) argues that
museums can attract tourists into the locality to spend money on
admissions, hotels, shopping, cafés and restaurants, improving the
economic growth of the region and having a considerable economic
impact on the local community.
Mus eu m c lu s te r s a n d co lla bo rat i o n a mo ng them

The tendency towards collaboration between museums began in the
early 1980s in Berlin with the growth of technology and the maturing
of the global market (Lewis, 1990; Bergquist et al., 1995). Museums
felt the need to make alliances between them to meet the competitive
challenge, believing that this strategy would enable them to extend their
competencies to gain new audiences (Faulkner and De Rond, 2000).
But these collaborations have become more popular in recent years.
It is worth noting that Austin suggests that the twenty-first century
is the age of collaboration. The cluster concept was first proposed in
1990 by Michael Porter and has been regarded as a strategic tool for
local economic development and social improvement. Many cities
have started to exploit their cultural resources like their museums
to a significant effect. In 1998, Michael Porter addressed the idea of
clusters and the new economy of competition. He defined a cluster
as a geographically proximate group of interconnected companies
and associated institutions in a particular field. So, the concept of a
cluster is defined as the networking of interconnected entities with
defined, lasting and balanced forms of cooperation and collaboration
located in the same geographical area and aiming at the same purpose
(Katharakis, 2010). The cultural cluster should reflect the specific
cultural, social, and economic needs of its city and must be integrated
into the city’s cultural strategy in order to beautify and animate it, to
provide employment, to attract residents and tourists to the city, to
complement adjacent businesses and in general to contribute to form a
creative and innovative environment (Frost-Kumpf, 1998:33). Museum
clusters in particular are geographic concentrations of interconnected
museums which work closely with local suppliers, tourist attractions and
public sector entities playing an important role as cultural institutions.
Functioning as museum clusters, they are able to play a bigger role in
the cultural tourism industry contributing significantly to the region’s
economy. Iyer (2000) reveals that cultural organizations that understand
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their own competencies can join together to achieve mutual cultural,
economic and social benefit. Austin (2000) argues that the benefits
of collaboration for nonprofit organizations, such as museums and
galleries, include cost savings, economies of scale and scope, synergies
and revenue enhancement.
Cluster-based development is founded on the premise that a museum
can realise higher levels of competitiveness when it looks beyond its own
limited capability to address challenges and solve problems. The clusterbased approach helps museums identify new market opportunities,
become aware of best practices and be more creative and innovative.
Working together is more sustainable for the future of the museums
in the whole world as within the cluster, museums can be stimulated
to become more competitive, creating a new economy of competition.
Without doubt, museums with famous collections, often caracterized
as “Superstar Museums”, can attract extra visitors and extra money
for the area. But not all museums in the world have the economic
potential of the “Superstar Museums”. They may not have such famous
collections and the experience they offer for visitors may be limited.
But even these museums can contribute to the cultural image of a city
by working together with “Superstar Museums” in clusters. So, these
“small” museums can also influence local development at the economic
and social level. Since museums are at the hub of the cultural production
chain which integrates a variety of local resources, they have the
potential to revive the local economy.
Many cities around the world are now attempting to set up museum
clusters to enlarge their economic potential and social dynamism like
Taiwan where the National Palace Museum, with its stellar reputation,
has a significant economic impact on Taipei City, or the museum
clusters centrally managed in Barcelona. In order to extend its impact
further, the National Palace Museum is currently attempting to join
with other museums to form a museum cluster. However, not all
museums have the economic power of the superstar museums, but
smaller museums can also foster local developement. There are many
notable examples of good practice in a number of cities which are
often found in cultural districts (Frost-Kumpf, 1998), well-recognized,
labelled, mixed-used areas of a city in which a high concentration of
cultural facilities serves as the anchor of attraction. Known museum
clusters can be found in Finland (Tempere museums), The Netherlands
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(Amsterdam Museums), Austria (Vienna–Museum Square), the UK
(with - and within - the National Trust, along the Hadrian’s Wall,
the region of Watford, Edinburgh, Manchester, New Castle, London
and Liverpool), Belgium (Brugge museums), Denmark (Copenhagen,
Aarhus), The Balkan Museums Network, Sweden (Stockholm –75
museums map), Turkey (Istanbul and the Princess Islands), Guggenheim
Museums (branches), Tate (4 branches), Tolstoy Museums (17 branches),
Hermitage (8 branches in 2018), Centre Pompidou (2 branches) and
Louvre (2 branches). There is a list of over 200 clusters of museums
working together via ICOM committees at icom.museum.
Mus eu m C lu s te r P e l la – Ve rg i na – D i o n – Miez a

Neighbours, cities, regions and states across the world in their quest
to improve their image and reputation are looking for new policy
choices, strategies and techniques that have a resonance in marketing
and branding which will lead to engaging, growing and diversifying
new audiences. Marketing and branding techniques used by museum
clusters are strongly linked to the image that a region is promoting. It
is not just about advertising but, more generally, about managing the
identity of the archaelogical site or museum, shaping it and showing its
key features. The promising image and reputation of a museum cluster
can attract tourists, investors, new residents, improve the quality of life
and bring local residents a sense of local pride as it is already mentioned
before (Karahalis, 2010).
The research on the development of cultural tourism in the regions
of Pella, Vergina, Dion and Mieza has shown recently that the
exploitation of archaeological and museological wealth in these
areas is an indisputable advantage for the region, offering great
development prospects and consequently significant benefits for the
local community having an important economic and social impact
and improvement. These regions, which are located to the adjacent
prefectures of Pella, Imathia and Pieria, are directly linked to the
ancient historical Macedonian Kingdom and constitute the Cultural
Heritage of Central Macedonia. The museum cluster networking of
the region and their museological and archaeological sites through the
creation of a Cultural Route named “Exploring the Roots of Alexander
the Great” has started the promotional efforts since 2011. A branding
project has been planned with a joint management and promotion
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procedure, which creates common tourist products and services and
carries out a major effort to develop the cultural tourism as well as the
cultural industry of the region of Central Macedonia.
According to the Cooperation Protocol signed in 2011 with the title:
“Interregional - Communal Cooperation “Exploring the Roots of
Alexander the Great”, the Municipalities of Veria, Dion - Olympus,
Naoussa, Pella and Central Macedonia Region have decided to create the
joint project of promotion and branding of the archaeological reserve
of the wider region, including the archaeological sites and museums
of Vergina, Dion, Ancient Pella, the Aristotle School of Mieza, the
Ancient Theater of Mieza, and the Macedonian Tombs with the aim
of establishing them under the common brand-name “Alexander the
Great” by branding history and archeology of the region as a united
museological, archaeological and tourist destination. In particular, the
Archaeological Museum of Pella, the Archaeological Museum of Vergina,
the Archaeological Museum of Dion, and the Archaeological Site of
Mieza are collaborating, working together and dealing with branding
and marketing processes handled by the local cultural operators, local
cultural managers, local government and local media as well as social
media with joint actions. They have created a strong attractive image for
each and every cultural organization of the above and have established its
importance in the consciousness of the individual visitor on a hierarchical
scale at the local, regional, national and international level. There are a
number of strategies available to organizations setting up collaborations
with other agencies. Lord (2002) argues that 3 approaches can be
employed: packaging, partnership and promotion. Packaging combines
cultural attractions in a variety of locations under one ticket price or
trip making the cultural destination more attractive to a wider market.
Cultural attractions and local tourism agencies can form partnerships
and work together to enlarge the community’s tourism potential. In
terms of promotion, it is critical to link these to the travel motivators and
market profile of potential cultural tourists. As a result these museums
and archaelogical sites that form the Macedonian Kingdom via their
joint advertising, promotion and branding projects gain recognition,
reputation, visibility and overall viability forming a culutral museum
cluster and a cultural district under the sonorous brand-name “Alexander
the Great” and as a result there is a huge economic and social impact on
the local community.
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The creation of the joint promotion programme is supported by the
Ministry of Culture, Ministry of Tourism, and the Greek Tourism
Organization promotes the local community and supports the cultural
tourism industry. The aim of the museum cluster working together is
to plan, to organize and implement the actions of the museological and
archaeological network of the inter-municipal cooperation. In particular
the joint promotion programme is consisted of a website creation of the
Cultural Route: www.ancientmacedonia.gr, diverse publication forms
of printed material under the title: “Exploring the Roots of Alexander
the Great, Mythical Routes, True Images”, organized actions like
meetings, conferences and lectures on the latest scientific achievements
concerning the study of Alexander the Great's historical personality
and the in general of the Macedonian Kingdom, information spots in
the region, participation in international tourism fairs, joint visits with
the cooperation of tourist agencies (Tour operators, Tourist Offices,
Tour guides, Hoteliers, etc.), joint cultural and educational actions and
programmes, etc. As a result a range of initiatives have been mooted: the
improvement of local transport systems, the planning of an integrated
cultural itinerary, improved links between cultural facilities and
communities, and linkage with other attractions.
The final aim of this museum cluster is the recording, processing and
critical analysis of the features of these archaeological monuments and
museums and the possibilities for the emergence of new ones in the
region in the framework of the creation of an Unified Archaeological
Park of Macedonia, which will be the focal point of the future operational
planning of the project. Finally, as the strengthening of the collaboration
and working together of the Archaeological Committees of the
region will support the promotion and the branding of this particular
museum network, there is a prospect for the second proposal for the
characterization of the important archaeological sites of Pella, Dion and
Mieza as eligible (except Vergina that has already been designated) for
inclusion in the list of UNESCO World Heritage Sites. In other words,
the museum network of Pella-Vergina-Dion-Mieza aims to redesign the
image of a rising cultural cluster and to build “the cultural district of
Macedonian Culture” combining cultural, social and economic dynamics.
In the long term, it aims to market Central Macedonia as a creative and
innovative region in the cadre of creative cities network map which
is currently formed by 116 Members from 54 countries covering seven
creative fields: Crafts and Folk Art, Design, Film, Gastronomy, Literature,
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Music and Media Arts. At present Pella and Vergina, Dion and Mieza,
attract tourists from markets with similar characteristics, for example the
interest in the Greek cultural heritage.
Con c lu s i on s

The museums of the region of Central Macedonia have unique and
extensive collections as they have cultural, historical, scientific significance
and they are important generators of identity coherence, an advantage
giving them new cultural aspects and dimensions. Through their
collaboration they can enjoy a good reputation among local residents,
domestic and overseas tourists. The competitive advantage that its cultural
heritage gives to the region has to be investigated further, as the cultural
sector is able to generate a huge induced income attracting more and more
new audiences. This museum cluster may even be considered as the prime
motive force in the local economy as in the cluster each and every museum
is changing and the meaning and the importance of its basic aspects are
changing and may become a manifesto and an instrument of changes in
the cities and societies.
It is evident that museum clusters are a useful strategy for developing
city economies as they are not consisted of simple cultural institutions,
but of a complex economic structure with huge economic impact.
Setting up a museum cluster is the first step towards success; however,
this success is not guaranteed if the institutions do not work together
closely. It is true that the greater collaboration within the museum
cluster could only improve results further in the cultural industry.
Last but not least museum clusters demostrating the economic benefit
that they bring through dynamic relations and interactions among
themselves, they merit the public and governement support beacause
they produce much wealth for the city setting centers to foster the
creative cultural industry and tourism.
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The School of Communitarianism and the
Creative Initiatives Inside the Urban Fabric of
Thessaloniki
Anastasia Samara has conducted both her BA and MA studies in the
field of Architecture and Design. After her studies, she has worked as an
architectural assistant. She is currently a PhD candidate at the School of
Design, University of Lincoln, U.K., and her research focuses on the cultural
and creative industries and the regeneration of industrial heritage through
the engagement of local community, public and private bodies. She has
presented part of her research at conferences, has been a volunteer at
events and has curated an exhibition within the Frequency Festival in U.K.
One of the experiences that heightened her awareness in co-creative
activities was through the establishment of a pop-up library for the
Dynamo Project Space in Thessaloniki.

A b s trac t

The rampant urbanism, the emigration of Greece’s youth, the economic
restrictions set by the EU and the phenomenon of globalization have
seriously affected the primary and secondary economic sector in Greece.
At the same time, people’s creativity has been considerably aroused.
Creative initiatives were and are still being established along the urban
fabric of Greece, used as a means to generate new socio-economic sources.
Focusing on the second largest city of Greece, Thessaloniki’s existing
situation shows that there is a lack of specific scheme for the economic
development of the city on top of the systemic weaknesses derived from
the financial crisis.
In light of this reality, this paper offers another perspective on how the
current Greek economic environment could generate a community under
a common interest with a certain set of aims, values and principles based
on creativity and the theory of communitarianism. Looking at the example
of Barcelona en Comù - “platform for citizens”- where both creative and
non-creative local people promote the “We” instead of “I”, this paper shows
how this can be practically applied and (maybe) achieved.
This paper endeavours to argue that the members of a society who
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are united by shared goals and values are able to think and act more
effectively than individuals, since the existence of strong social pressures
of compulsive adjustment can reduce the self-existent reality and
personality of a man.
Keywords: creativity, communitarianism, collectivism, Greece, economic
development, financial crisis

T

he philosophical school of communitarianism has a very long
history, spanning from ancient times - in Athens of the Classical
Era (508-326 B.C) to nowadays (21st century). From a theoretical
point of view, “Communitarianism” (koinotismos) is the philosophy that
focuses on the development of the relationship between a person and the
community. While the “community” may be composed even by members
of a family, the concept of communitarianism was perceived as a “set of
interactions that are developed among people of a place or between a
community that shares common interests or common history” (Avineri
et.al., 1992).
Communitarianism borrows elements from the theory of Utopian
Socialism, as expressed through the works and activity of Saint-Simon
(1819), Robert Owen (1820) and Charles Fourier (1822), but without
integrating any further elements of the movement. It is often presented
as a fourth alternative to capitalism, socialism and liberalism and is
backed up by a growing body of literature, which addresses the common
social, political and economic crises that stemmed from the conflicting
aforementioned movements. According to Polanyi, those movements
have not only destroyed the human interdependence, but also the social
identity and, therefore, society itself (Polanyi, 1994). The diversification
of communitarianism is that it represents an alternative vision based
on the ways that shared conceptions of ‘good’ are formed, transmitted,
justified and enforced.
During the 20th century, communitarianism appears in the of AngloAmerican academia in the form of a critical reaction to John Rawls’
(1971) book A Theory of Justice. In this discourse, the concept of
communitarianism was expressed in response to the positions of John
Rawls and Immanuel Kant, who displayed man as a single individual actor
in contradiction to the communitarians’ notion that human beings can
flourish only within the context of a community.
The central argument of the communitarians was based on the importance
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of tradition and social context for moral and political reasoning, the
ontological or metaphysical claims for the social nature of the self, and
the normative claims for the value of community (Beck, 1994; Caney,
1992). More precisely, communitarianism claims that the members of a
society who are united by shared goals and values are able to think and
act more effectively than individuals, since the existence of strong social
pressures of compulsive adjustment can reduce the self-existent reality and
personality of a man. Also, communitarians’ values place great importance
on the traditional communities and support their preservation and their
development.
Communitarianism has been classified in different ways in relation to the
reference period. The first approach is The Classical Greek Communitarianism
(Koinotismos) which refers to the civic and political organization of a
state, based on the model of direct democracy of Classical Athens where
the decision-making was based on referenda and popular assemblies. A
particular feature of this type is the fact that it cannot fit in a particular
political-ideological area (left-right) according to the contemporary
classification criteria (Diakantonis, 2016). Another approach coming from
another side of the continent is The American Communitarian Movement
(Communitarianism) which was mainly established by the sociologist
Amitai Etzioni (1991) and the political philosopher Michael Sandel (1982).
This type emphasizes the value of the role that someone possesses within
the modern world community.
An Alternative approach of communitarianism is mainly identified with
anarchist theories through The Communalism. It has collectivist roots by
rejecting the existence of the state and market. It is a distinct political
theory and practice which differs from communitarianism as it involves
a group of individuals committed to communal living and common
ownership. This commitment requires loyalty to the interests of the
communal minority or ethnic group rather than to society as a whole.
Some forms of communalism focus toward abolishing the state, not seizing
its power down. Friedrich Engels (1845) and Karl Marx (1930) were the
main advocates of this movement.
The Sociological Communitarianism signified by the American political
theorist Russell Fox (1999) and the Singaporean diplomat Bilahari
Kausikan (1994) advocates the separation of the political constitution of
a society while focusing only on the organization of local communities
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according to their sociological, ethical and religious identities or
discriminations (e.g. groups of Christians, Muslims, Jews, etc.). These
groups can be identified in areas such as India, Palestine, Iraq, Syria, etc.
Lastly, The Contemporary Greek Communitarianism is based on all the basic
elements of Classical Greek Communitarianism, but it also takes into
account the postmodernist, geopolitical, economic and social conditions
of the contemporary Greek environment influenced by the needs of
contemporary people. The most influential scholars are Konstantinos
Karavidas (1925), Dimosthenis Daniilidis (1990) and Meletis Meletopoulos
(2013).
This paper focuses both on the Classical Greek Communitarianism and
the American one. The first one is selected as this paper focuses on a city
in Greece, and this type refers to the past socio-economic situation of the
country.
The second is the most updated one and it is conceived by theorists who
developed their approaches according to the moral fabric of contemporary
society under the socio-economic crisis. This paper correlates those
approaches in Thessaloniki’s 21st century framework from its societal
aspect. In the next section, there is an in-depth analysis of the ‘particular’
communitarianism types.
Com m u n i ta r i a n i s m a nd t h e G re e k F i na ncial Crisis o f the
2 1 st C en t u r y

The Greek economic crisis has shown that in addition to the systemic
weaknesses, resulting from the Eurozone’s structure and function, there is
a lack of a specific scheme for the economic development of this country.
The expansion and the inefficiency of the public sector, the reduction of
the primary and secondary production, the inappropriate functioning of
the financial system and the complex and inefficient tax system are some
reasons that contribute to the current situation. In addition, having the
young generation of Greece as a main target, there is a big brain-drain to
other EU countries as youth unemployment is at its highest level. Despite
the difficult circumstances, a new idea, that of creativity as a means of
expression, has arisen.
Creative initiatives are being establishing along the urban fabric of
Greece, so as to generate new socio-economic sources through the Cultural
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and Creative Industries sector and, therefore, to develop an economy
based on creativity. However, these efforts are taking place on a small scale
and in isolation from each other since there is a lack of awareness of the
wider community regarding their existence and their benefits. According
to Etzioni, economy needs to be embedded within society as a sector that
functions and influences social relations and community values (Etzioni,
2001). In the case of Greek creative initiatives, society’s teamwork can take
the form of solidarity. By working together and converging on a certain
set of aims, values and principles, there can be an improvement of the
immediate conditions in which we live in - exactly what communitarians
support through their theories. Communitarianism is not just a proposal
for economic development, but a new way of thinking and experiencing
everyday life. On a practical level, each community should become
devoted to the cultivation of productive capacities such as creativity as
well as the abilities/concerns of its residents.
The form of Greek Contemporary Communitarianism can constitute a
proposition for an alternative way of life by placing individuals within
the community under pursuit of a common interest. In the context of
this paper, the application of communitarian theories could lead to
the identification of the community itself as a value. Communities can
develop, sustain and institutionalize morality through shared values.
An assumption of this setting is analysed in the next section through
Barcelona en Comù - “platform for citizens”- where (non)creative local
people promote the “We” instead of “I”.
A Platf or m f o r Ci t i z e ns “ Ba rc e lo na e n Co mù”

The debate about the concept of “new communitarianism” in Spain started
with an important political event: the results of the Spanish local elections
in May 2015, where both the candidates and the mayor hemerged through
a “citizen platform”. This platform was initially built as a means to bring
individuals together, so their voice could more easily be heard and it had
further developed with a political aspect. At the national level, this incident
led to the development of new political forces such as Podemos and was
linked with social mobilizations that had been spotted since the 15M
movement in 2011 (Caccia, 2017).
Apart from the political facts, in general there is a rise of citizen platforms
as the structural changes of modern cities and the impact of austerity
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policies have made people turn into the commons (Baird, 2015). This new
approach for the municipal government in Spain is, in essence, one of
the most important achievements. Barcelona en Comu (in common) is a
living process that is flexible enough for someone to adapt to it during
its different phases. The people that are involved with this platform learn
from their mistakes and improve themselves through them. They are using
tools and procedures which have as a main aim to share their goals and to
review their past activities. Thus, all the proposals for the transformation
of the city and its institutions are developed collectively. In two years’
time, the new government has introduced important innovations by
focusing on strengthening transparency and on returning to citizens’
direct participation in the decision-making process (Russell et.al., 2017).
Through that example, the needs that arise are to reverse the existing
situation and promote a social and sustainable economy based on the
present generations. Another remarkable fact is that these processes
have not only been limited to Spain, but they have expanded in other
Mediterranean cities; this fact can be a further motive for Greece. The
transition to a new economy demands new ways of working, producing,
consuming, distributing and - most importantly - living within a
community.
In the following paragraph, there is a precise analysis on how
Thessaloniki’s community - the society under consideration – can find
similar ways like Barcelona did.
Th es s a lon i ki ’ s Co m m u n i t y a nd Cre at i v ity

In contemporary society, when there is economic instability, the
bureaucratic structures that are well equipped ‘reserve’ the decisionmaking process for themselves while local communities and democratic
institutions are becoming powerless. The modern welfare state with its
universalizing logic of rights and entitlements has undermined social ties
by misinterpreting community needs.
Controversially, the philosophy of Contemporary Communitarianism
seeks to identify valued forms of community and to devise policies
designed to protect and promote them. Communitarians have divided
community into three types: the community of place, memory and the
psychological one (Bell, 2016). This paper studies the community of
memory, as Thessaloniki people can be more closely identified with it.
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The community of memory refers to groups of strangers who share the
same history. It is a term that points towards their past ties but, in reality,
points towards their future, as the members of this community attempt
to understand the ideals and aspirations embedded in its past experiences
and by using it to contribute to the common good.
Thessaloniki, in particular, accommodates a significant number of
cultural remains, while its historic centre represents a supreme model
of historic stratification with Roman ruins, Christian basilicas, LateByzantine churches, synagogues, covered bazaars and Turkish baths.
All these parts maintain the city’s historical identity which reminds
the local population of its culturally-rich past. Taking the principles
of communitarians under consideration, a society needs to be based
on a concept of an underlying cultural identity and must rely on a
prior cultural community in order to appreciate the importance of the
recovery of shared values. By following these principles, the lost values of
Thessaloniki society need to be recalled from the past and maintained in
the future.
Apart from Thessaloniki's past, there has presently been a noticeable
willingness for change on the part of social groups. Those groups are trying
to compensate the effects of globalization and commercialization through
creativity and collective action. There is an active creative dialogue that
contributes to the city’s urban fabric. Nevertheless, this sector needs to
be expanded more, as a creative ecosystem is characterized by interaction
and interconnection of the agents acting. The social infrastructure has to
bridge the gap between the bottom-up approach or creative groups and
the top-down approach of the market. Thessaloniki heterogeneous society
needs to develop a collective network to interweave the above notions and
actors, and bring the local community to the forefront.
By participating in a society, engaging in dialogues with others and
exchanging knowledge, there is a cultivation of elements that make each
individual part of a bottom-up society constructed by the people for the
people.
Con c lu s i on

The major challenge that cities face nowadays is the way democratic
processes will shape and govern them. Our cities can be places of
resistance and creation of new forms of creativity - parity spaces where
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new forms of mutual co-operation and independent cultural initiatives
are growing. The example of Barcelona can be a proposal for Thessaloniki
- but instead of promoting politics, the independence of creativity will be
the focal point. As was the case with Barcelona’s political transparency,
Thessaloniki can host open processes, based on everyday creativity
that will propose new spaces for experimentation where everyone will
participate under the same conditions.
The existing active creative dialogue that contributes to the city’s
urban fabric can be expanded more by the terms of communitarianism
describing to what degree people need to cooperate within the boundaries
of societal creation. In effect, the cooperation should be dependent on
common bonds, collective values and a shared sense of the common good
(Delanty, 2003). The right of involvement in a context “framed” by bottomup initiatives needs to be shared within Thessaloniki’s community. Overall,
the big dilemma explored through both this paper and communitarianism
is: “The I, or the We” (Beck, 1994); everyone for themselves or everyone for
the greater good?
For these reasons, at present, the first step to be taken inside the cities
would be to support a vision of bringing people together and to encourage
them to interact with each other in terms of creativity.
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City Network of Municipal Conservatories
in Greece. The International Music Summer
Academy
Iro Menegou obtained diplomas in piano and advanced theory with the
highest distinction and a Bachelor’s degree in Economics. She is member
of “eξis trio”, “Bouche Fermée” ensemble and Con Fuoco Orchestra and
has also cooperated with the National Theater of Northern Greece. In
the field of cultural management, she has been already collaborating
with the University of Thessaly and the non-profit organization “beartive”
(Synthermia Festival, International Summer Music Academy, Pau Festival).
She is currently working at the Municipal Conservatories of Thermi and
Pilea- Chortiatis.

A b s trac t

Networks in cultural industries create channels for collaboration,
provide information, encourage creativity and reinforce relationships.
These characteristics describe the City Network of Municipal
Conservatories of Greece whose attempt is the cultural and music
education improvement of the periphery and the protection of the
operation conditions of the conservatories.
Apart from seminars, lectures, recitals, and concerts held via the
Network during the academic year, the biggest achievement was
the organization of an International Music Summer Academy. The
advantages of both Network and Academy were multi sided for artists,
teachers, students, parents, local society and cultural tourism.
Keywords: network, municipal conservatories, music academy, cultural
management, cultural development, innovation

M

unicipal Conservatories have been established around Greece
in order to offer a certified circle of music studies provided
by the broader public sector at an affordable cost. Not only
in big cities like Athens and Thessaloniki, but also in the periphery,
all the Conservatories follow the same study programme according to
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the standards of the only State Conservatory in Greece1 which is based
in Thessaloniki. Nevertheless, inequalities among them do exist as a
result of the different potentials of the regions and the musical and
educational opportunities that each one is able to create.
Network in Economics describes the process of developing and using
contacts to increase business, enhance knowledge, expand sphere of
influence or serve the community2. In creative industries, networks
also encourage improvisation and experimentation, which is of
vital importance for innovation in that field. As far as Municipal
Conservatories are concerned, the connections among artistic directors,
teachers and students created the need for a stronger bonding which led
to the City Network of Municipal Conservatories. The common vision
was cultural development, both in centres and periphery, through music
education, and at the same time the minimization of their differences.
The conservatories participating in the Network were willing to
exchange ideas, find solutions to ordinary problems, follow common
lines in the management of the conservatories and strengthen their
relations in general.
The C i ty N etwo rk o f M u n i c i pa l Co n servato ries

The idea emerged in 2011, when the artistic directors of the Municipal
Conservatories wanted to collaborate on a permanent basis and face
the economic crisis, which posed a threat to both educational and
artistic issues. The Municipal Conservatory of Thermi was the first to
propose this idea and by 2012 many active conservatories had already
joined the Network. The Municipal Conservatories of Alexandroupoli,
Kavala, Drama, Thessaloniki, Pylaia-Chortiati, Polichni, Veria, Kozani,
Preveza, Lamia, Larisa, Karditsa, Trikala, Pirea, Petroupoli, Peristeri,
Patra, Polygyros, and Argos were the first which embraced that effort3.
The main purpose of the Network was to create bridges between the
conservatories in three main aspects: the educational, the artistic and the
working conditions. Each one of them was important individually, but
“State Conservatory of Thessaloniki, History-Presentation”, http://www.odiokrat.gr/home/regulation. Accessed 06/08/2017.
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at the same time interconnected with the others and the existence of the
conservatories in total.
The educational sector includes individual instrument lessons, advanced
music theory lessons, lectures, workshops, seminars and concerts. In
musical educational programmes around the world, apart from the
individual lessons that a student attends with a specific teacher, it is
also of great necessity to have lesson with other artists so as to gain a
better understanding and a variety of different points of interpretation.
In Greece, this opportunity used to appear mostly in the big cities,
which were considered to be the music centres. The purpose of the
Network was to balance these opportunities among the conservatories
that participated so that every student could attend masterclasses of
well-known musicians that were either working in other conservatories
in cities far away, or abroad (in institutions that the Network was
collaborating with), and of course within their budget. Seminars,
lectures and workshops were the most popular ways of exchanging
teachers via the Network. Since 2012, different kinds of masterclasses
and workshops (individual instruments seminars, composition
workshops, chamber music interpretation and orchestra masterclasses)
took place in the conservatories of the Network. Musicians, composers
and artists from Greece, Italy Turkey, the USA, Poland, the Netherlands
and elsewhere were given the opportunity to travel via the Network
all over the country. On that occasion, not only the students had the
chance to work with important artists, but also the local society had
the opportunity to attend concerts of high quality that had rarely taken
place there before.
Besides that, the teachers had the opportunity to be members of
different committees according to their instrument or subject of
teaching and were responsible for the evaluation of the students in
different conservatories. That step not only provided the students with
important pieces of advice from well-qualified professors, but also
created a more democratic and competitive procedure of evaluation for
the conservatories that adopted it.
Apart from festivals, concerts and recitals, the artistic sector is also
regarded as an educational process for young artists. It is of vital
importance that smaller cities of the periphery, which do not host
orchestras or chamber music ensembles, have access to such concerts.
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145

For those societies, but mostly for the people who are studying or are
involved in classical music, such concerts should be held frequently. This
is a useful way to acquire qualitative criteria for music understanding,
but also high standards for the young artists’ interpretation. Via the
Network, artists from Greece and abroad were having mini-tours around
cities to hold concerts - solo or in ensembles - and sometimes even
orchestras were invited4 as well. On the other hand, talented students
of the conservatories had the chance to have recitals organized via the
Network in other cities. That was a reward for the students that had an
excellent performance and at the same time a motive for the rest of the
students.
In the face of the crisis, the working conditions suffered a great
blow. Although that sector does not seem very creative, it can have
a great impact on the other two that have been previously analysed,
and on the operation of the conservatory in total. The reduction of
the municipalities’ budget had a direct effect on the conservatories’
operation conditions, which led to a great disappointment of the
people involved (artistic directors, teachers, students, parents and local
society). The decrease of their funding negatively affected the equipment
maintenance (instruments service, scores, etc.) and the salaries of
the musicians who work there5. At that time, the artistic directors
collaborated through the Network to defend the working conditions of
their teachers and the existence of the conservatories that had already
been losing disappointed students. They signed several memorandums
to Greek ministries, addressed questions to the government and
simultaneously informed the European Parliament on the working
conditions and the problems that Municipal Conservatories were
facing. After many efforts and by using the Network connections, they
managed to keep the conditions at a satisfying level, to ensure a high
quality of studies, and, in smaller steps, to improve both year by year.
The Network, also, took direct action in other sociocultural issues.
The closing down of the Greek National Radio and Television (ERT)
in 2013, which was a serious blow to Greek culture, caused the whole
“2 for Tango, concert” Europe 1 (last access 9/8/2017) http://www.europeone.gr/index.
php?option=com_content&view=article&id=7406%3A---------2-for-tango---&catid=61%3A2012-0304-17-10-08&Itemid=213

4

“Municipal Conservatories, Zero Time”, iNewsgr http://www.inewsgr.com/181/dimotika-odeia--ora-miden.htm. Аccessed 09/08/2017.
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Network to stand up against it by all means. Artistic directors signed
letters of remonstrance, while students and teachers, orchestras and
ensembles of the conservatories protested by giving free concerts
around the cities raising public awareness of the severity of the
situation.
Th e In ter n ati o n a l S u m m e r M u s i c Ac a d e my

The most innovative movement of the Network was the vision to
organize a Summer Music Academy, produced by the Network
and supported by the Municipal Conservatories from all over the
country. They succeeded in holding this event for three years in a
row; starting from Panhellenic, it was soon upgraded to International
Summer Music Academy (ISMA) in cooperation with other music
institutions of Europe. The idea was to organize an open call to all
artists of the Network and to select well qualified and active musicians
who were working at the Municipal Conservatories and wanted to
give masterclasses, lectures, open workshops, or other artistic and
educational actions. In such a strict economic period, the need to give
space to creativity and improvisation acted as a motivating power, with
the strong belief that this is the only way to face crisis in general. The
other side of that vision was the Academy to be hosted by a different
city every year, aiming to leave a permanent mark on the musical life of
the hosting cities. In that way, conservatories of the periphery would be
given the chance to improve their extroversion, and also to encourage
tourism around Greece through a cultural perspective.
Focused on the two main sectors of the City Network of Municipal
Conservatories, the Academy included both educational and artistic
actions. The main goal was to expand the music horizons and to
create new opportunities through a complete study programme that
included competitions, seminars, masterclasses, lectures and concerts
at a low cost. Entitled to participate were students from Music
Departments, Municipal Conservatories, as well as students from
private conservatories who would like either to study at a Municipal
Conservatory the following academic year or simply attend the
seminars6.

6
“2nd International Summer Music Academy”, novafm106 https://www.novafm106.gr/home/search/
archive/2118-second-international-music-academy.html. Аccessed 08/08/2017.
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The competitions that were introduced for the young students (in
several categories) offered both artistic and financial awards. It is
important to note that in addition to the prizes awarded at the
competitions, scholarships or tuition discounts were offered for the
following academic year, depending on the decision of each Municipal
Conservatory’s Administrative Board. The artistic directors who
proposed that reward wanted to send a strong message that music
education is of vital importance even in ominous economic periods.
For the students over 20 years old, prizes were accompanied by solo
recitals, organized by the Municipal Conservatories as part of the
”Young Artists” concert series. Those performances offered them the
opportunity for publicity around Greece via the Network. “With this
initiative, the Municipal Conservatories wish to leave a strong mark in
view of the crisis the country is facing. On the one hand, our aim is to
reward through the scholarship scheme those talented young students
who demonstrate impressive progress; on the other hand, we recognize
the need to support the families by facilitating their budget planning so
that the continuation of their children’s studies is secured”7.
The first Panhellenic Summer Music Academy took place from 16 to 22
of July 2012 in the Municipal Conservatory of Volos. The conservatories
that supported the institution were almost from all over the country.
More than 100 students and 30 teachers from 11 cities and conservatories
(Alexandroupoli, Veria, Thermi, Thessaloniki, Kavala, Kalamata, Kozani,
Lamia, Larisa, Florina, Ptolemaida) travelled to the city of Volos to
attend the Academy. There was a variety of seminars for all ages of
students and a great range of music periods (baroque, classical, romantic,
contemporary) for many instruments (strings, winds, piano, guitar,
percussion), advanced theory and composition8.
By the second year, the Academy had already broadened its spectrum
from Panhellenic to an international event by collaborating also with
Music Departments from abroad. The participants originated from
19 Municipal Conservatories (Alexandroupoli, Argos, Veroia, Drama,
Heracleion, Thermi, Thessaloniki, Kavala, Kalamata, Kozani, Korydallos,
Lamia, Larissa Patra, Polygyros, Ptolemaida, Pylea-Hortiatis, Florina) as
“International Summer Music Academy- About”, http://ismaen.weebly.com/3rd-isma.html.
Аccessed 08/08/2017.

7

8 “1st Pan-hellenic Summer Music Academy”, http://skdoth.blogspot.gr/p/1.html. Аccessed
08/08/2017.
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well as Foreign Institutions (Yasar University, Turkey and Conservatorio
di Verona, Italy). This 53-member teaching staff covered multifarious
activities, such as seminars, lectures, workshops and concerts, on
thematic units and subjects from classical, Byzantine, traditional and
contemporary music. The number of students who participated was
twice as high as in the previous year and originated not only from
Greece but also from Germany, Italy, China and Turkey. It was of great
importance for the organization to have two Ensembles in Residence
(I Virtuosi Italiani and Idée Fixe Ensemble) but also to collaborate
with the Symphonic Orchestra of Anadolu University of Turkey for
its first performance in Greece. The artistic directors selected the city
of Volos to continue hosting the ISMA for some special reasons. Erato
Alakiozidou, the artistic director of the Academy and coordinator
of the Network, explained those reasons in an interview. Firstly, the
geographical position was ideal - in the middle of continental Greece and the accessibility from the two big airports (Athens and Thessaloniki)
was also an advantage for the selection of the city. In addition, the
high-standard facilities that the Municipal Conservatory of Volos
provided the first year and the variety of alternative places that could
host concerts were taken also into consideration. Finally, Volos and the
broader area of Pelion is a unique place that combines the mountain and
the sea and this was a great advantage for encouraging educational and
cultural tourism at that time9.
The artistic directors of the Network chose the Municipal Conservatory
of Kavala to host the third ISMA in July 2014. The 54 participants
consisted of 14 Municipal Conservatories (Ag. Pavlos, Alexandroupoli,
Drama, Kozani, Lamia, Larissa, Polichni, Polygyros, Ptolemaida, PyleaHortiatis, Thermi, Thessaloniki and Veroia), 9 foreign Music Institutions
(Musikhochschule Mannheim, Germany, Yasar University, Turkey,
Krakow Music Academy, Poland, Conservatorio di Padua, di Verona,
di Bari, di Brescia, di Trieste and di Venezia, Italy), 2 ensembles, and
1 composer in residence. The masterclasses in piano, strings, winds,
singing, classical guitar, percussion, accordion, advanced theory and
composition, early music and choral conducting had a great appeal to
dozens of students not only from Greece but also from abroad. The
selection of the city was not incidental; it had taken into consideration
9
“2nd International Summer Music Academy”, TAR web magazine. Аccessed 08/08/2017. http://
www.tar.gr/content/content.php?id=4403
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that the city of Kavala was hosting the Papaioannou Festival, which
was a great occasion for collaboration. Besides the individual artistic
programmes of each organization, the 3rd ISMA and the 15th Papaioannou
Festival co-organized concerts, shared artists in residency and created
one of the biggest music and educational festivals in Greece for 201410.
It is obvious that both the Network and Academy were not only sharing
the common goal to improve music education in Greece and to extend
music opportunities from the metropolis to the periphery, but they
also shared a common route on that implementation. It seems that they
adapted their responsibilities depending on their different profiles.
The Network, as the bigger channel of connections, was introducing
ideas, creating bridges among institutions, standing up against unfair
working conditions, and supporting all the smaller or individual actions
of the conservatories. It was generally helping the conservatories to
reduce the inequalities that existed but always in an introverted way.
It was a network mostly addressed to the organizing teams (artistic
directors, teachers and students of the conservatories) but was not able
to meet the audience either in smaller or bigger societies. At the same
time, the Academy had a more communicative role and a completely
extrovert profile. The former was working backstage, preparing the
substructure for that common goal, while the latter assumed a more
implementing role. The outcome of the three years of the Academy and
the appreciation of the participants and local societies, as well as the
praise of the international institutions that joined, is a reliable proof of
their goal achievement.
Con c lu s i on

In conclusion, the Network was an important innovation in the field of
music education and cultural development. It was the first collaborative
action of the Municipal Conservatories which, by overcoming several
difficulties throughout the country, achieved this goal collectively.
Unfortunately, for the continuation of the institution and due to
external factors, the directors decided to stop the Summer Academy
for some years even though it was sustainable, and to continue the
collaboration only via the Network. Although this announcement
10
“3rd International Summer Music Academy”, official webpage http://ismaen.weebly.com.
Аccessed 08/08/2017.
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created a huge disappointment to many people who had an interest in
the Academy, Municipal Conservatories, institutions from abroad, and
individual artists who had already experienced the ISMA, continued
collaborating in larger or smaller groups and co-organized other
academies in other cities for the same purpose the following years. This
fact proves the dynamics of the Network and the opportunities for
collaboration that can be emerging through it.
Greece has many talented and potential musicians and students who
need to have a vision and a well-organised environment to act and
experiment in, and also unique opportunities for improvement and
perfection. It was this need, which firstly the City Network of Municipal
Conservatories underlined, and then the ISMA fulfilled, that opened the
way for subsequent collaborations which also serve the same purpose.
Networks can provide a secure environment for sustainability, a boost
for experimentation and improvement, and at the same time equality
and polyphony in decision making, which compose a democratic and
flexible platform for work and cooperation with very promising results.
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Inn ovati on to ge t h e r – p o li c i e s a n d pa rtnerships

Ecomuseum Zagori: an Enterprise
Socially Sensitized.
An Ecomuseum Operating as a Social
Cooperative Enterprise
Eleftheria Oupala is a sound artist particularly interested in Acoustic
Ecology. She has studied Financial Applications (2005) and also Audio and
Visual Arts (2015). Currently she is a master’s degree student in Museology
and Cultural Management. She is working in “ Zagori Ecomuseum“ as
Sound Educator and Museologist, contributing to the promotion and
preservation of Zagori’s Intangible Cultural Heritage and also designing
sound educational programmes based on soundscapes for training
acoustic perception.

A b s trac t

At the end of the first decade of the 2000s, many European countries
faced economic problems which at last led to the situation known as
European Debt Crisis. At this time, many businesses closed, raising the
level of unemployment, or had to find alternative ways to survive. The
crisis in Greece began at the same time with a high peak level in 20102014 and still keeps going. All the fields of economy were affected, but
Cultural and Creative Industries faced the biggest losses. According to a
recent research on Cultural and Creative Industries in Greece, the losses
during the period 2008-2014 reached 55.1%1.
As a response to the debt crisis, the idea of Social Solidarity Economy
arose, where associated “organizations and enterprises engaged in the
production of goods and services that are autonomous from the state
and are guided by objectives and norms that prioritize social well-being,
cooperation and solidarity”2. In Greece, Social Solidarity Economy
developed after 2000, but it was legislated in 2011. Till late October
“Νέα πλήρης μελέτη για την Πολιτιστική – Δημιουργική Βιομηχανία στην Ελλάδα.” Εθνικό Κέντρο
Τεκμηρίωσης, 2017, http://www.ekt.gr/el/news/21057. Accessed 05/10/2017.

1

2
“Social and Solidarity Economy: Is There a New Economy in the Making?” United Nations
Research Institude for Social Development, 2017, http://www.unrisd.org/80256B3C005BCCF9/
search/AD29696D41CE69C3C1257D460033C267. Accessed 05/10/2017.
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of 2016, 908 Social Cooperative Enterprises operated3, and since the
new legislation in December of the same year, every day 50 Social
Cooperative Enterprises start business4.
The idea of creating an ecomuseum in the Zagori area appeared in
the middle of the debt crisis in Greece by locals who were socially
and culturally sensitized. It started operating in the autumn of 2014
as a Social Cooperative Enterprise with high social, cultural and
environmental awareness. It was founded to manage the protection and
exploitation of the natural and cultural heritage of the Zagori area at
Ioannina, aiming to boost local development.
This paper aims to present the case of Ecomuseum Zagori that operates
in the field of Cultural and Creative Industries in Greece during crisis
and how it remains active as a private museum providing social work as
well.
Keywords: ecomuseum, social solidarity economy, social cooperative
enterprise, management, natural and cultural heritage, local
development, cultural landscape

T

he dark shadow of the debt crisis that has covered Greece since
2009, and is still going on, is prohibitory for a freelancer who
wants to run his own enterprise. Taxes and limited funding
create unfavourable conditions for running any business, especially in
the field of Cultural and Creative Industries. The legislation of Social
Solidarity Economy in 2011 helped freelancers to collaborate with each
other, creating small enterprises under the form of Social Cooperative
Enterprise or Employee Cooperative.
Members of Ecomuseum Zagori, taking advantage of this legislation,
started business in the autumn of 2014 as a Social Cooperative Enterprise
which remains active till now, sharing the same goal of re-activating the
local population in relation to the environment by offering alternative
ways of touristic development and promotion.

“Μητρώο Κοινωνικής Οικονομίας” Υπουργείο Εργασίας, Κοινωνικής Ασφάλισης & Κοινωνικής
Αλληλεγγύη, 2017, https://aplo.yeka.gr/Pages/ErgasiaEntakshApasxolhsh/KoinwnikhProstasiaKaiSynoxh/MitrwoKoinonikhsOikonomias.aspx. Accessed 05/10/2017.

3

4
“Νέα δυναμική στην κοινωνική και αλληλέγγυα οικονομία” Η ΑΥΓΗ, 2017, http://www.avgi.gr/
article/5499405/8210070/nea-dynamike-sten-koinonike-kai-allelengya-oikonomia. Accessed
05/10/2017.
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This paper aims to present, through the case of Ecomuseum Zagori, how
a Social Cooperative Enterprise supports culture, contributes to local
community, and at the same time overcomes financial difficulties.
Wh at i s a n E co m u s e u m ?

To begin with, it is necessary to distinguish a classic museum from
an ecomuseum. According to the latest update of the term by ICOM
(International Council of Museums) on August 2007, “A museum is
a non-profit, permanent institution in the service of society and its
development, open to the public, which acquires, conserves, researches,
communicates and exhibits the tangible and intangible heritage of
humanity and its environment for the purposes of education, study
and enjoyment”5. The concept of an ecomuseum was developed in
the 1970s by Georges Henri Rivière after his invention of the notion
of cultural heritage. Cultural heritage, both tangible and intangible,
covers a huge part in the course of humanity as it refers to all these
that cannot be exhibited and preserved in an ordinary museum. Since
then, the terms “museum” and “museum piece” have expanded to a
more spherical experience. As a result of that, a general meaning of an
ecomuseum focuses on the identity of a place and the participation
of locals aiming at the welfare and development of their community
(Rivière, 1985:182-3).
Ecomuseums appeared during the 1970s in France and Latin America, in
the 1980s spread to Spain, Portugal, Mexico, Canada, the US and certain
African countries, and reached Italy, Japan and Vietnam in the 1990s.
In the beginning of the 21st century, ecomuseums appeared in China,
focusing on issues of ethnic minorities6. Around Greece there are a few
Ecomuseums operating as a project or as a part of a Folklore Museum.
The innovation of Ecomuseum Zagori is that it operates as a standalone
legal form, which runs by private initiative. This brings out the
necessity of recognition of ecomuseums as multidimensional museum
organizations and their establishment in the Greek area.

5
“Museum Definition” International Council of Museums(ICOM), 2017, http://icom.museum/the-vision/museum-definition/. Accessed 05/10/2017.

“IN FOCUS MUSEUMS FOR SOCIAL HARMONY” International Council of Museums(ICOM),
2017, http://icom.museum/fileadmin/user_upload/pdf/ICOM_News/2010-1_eng.pdf. Accessed
05/10/2017.
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Ecom u s eu m Z ag o r i

Ecomuseum Zagori was founded to manage the protection and exploitation of the
natural and cultural heritage of the area, aiming to boost local development. The
central principle on which it operates is that an area’s monuments should remain
in situ as a living testament to a specific era. Its visitors learn about various aspects
of social life, production processes and the socio-economic and natural history of
the region. It is, therefore, “open” and “alive”, encouraging interaction with visitors.
Meanwhile, it interprets the spiritual, social and economic evolution of the local
population which is directly connected to the natural environment and its effect on
the definition of its identity. The museum’s scope extends to include all local goods and
the local community. Its statutory objectives are: the cultural, social, demographic and
economic development of the area and the protection and promotion of its natural
environment.
Members of Ecomuseum Zagori, realizing that socio-economic change
over the past decades has had an immediate effect on the gradual loss of
our collective memory and our heritage, have as their objective to reboot social awareness on a holistic, interdisciplinary basis. As a result of
that, they cover the following specialties: architecture, art restoration,
museum education, archaeology, geo-sciences and environmental
science, visual arts and media studies.
Zag or i a r ea at I oa n ni n a , G re e c e

The Zagori area has a special ecological value with vast geological, biological
and folklore interest, which is recognized globally. It includes two
National Forests, Valia Calda and Vikos-Aoos (on October 1st, 2010, it was
characterized as “Vikos-Aoos Geopark” and was included in the UNESCO
European Geoparks Network), which are part of the National Park of
Pindos, founded in 2005 by Common Ministerial Decision 23069 (FEK
639/14-6-2005, in Greek)7. Moreover there is rare flora and fauna, which is
found only in Greece. Regarding the folklore of the area, it is particularly
peculiar due to the multicultural Slavic races that lived in the area.
Below are presented the most important characteristics of each category.

“IN FOCUS MUSEUMS FOR SOCIAL HARMONY” International Council of Museums(ICOM),
2017, http://icom.museum/fileadmin/user_upload/pdf/ICOM_News/2010-1_eng.pdf. Accessed
05/10/2017. “Unique Characteristics” Management Body of the Northern Pindos National Park,
2017, http://pindosnationalpark.gr/en/unique-characteristics/. Accessed 07/10/2017.
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Ge olo g i c a l c h a rac t e ri s t i c s

yyRocky cliffs with deep ravines and thick-lined hillsides;
yySequence of rocks created millions of years ago at the bottom of the
sea and now, after complex geological processes, they are at altitudes
exceeding 2,000 meters.
Biolo g i c a l c h a rac t e ri s t i c s:

yyMore than 1,800 flora species;
yyVarious medicinal herbs and plants flourish in the area;
yyA large number of rare, endemic and endangered species;
yyOver 500 species of mushroom have been documented;
yy33 types of natural habitats;
yy60 species of mammals;
yy180 species of birds;
yy30 reptile species;
yy14 amphibian species;
yy17 species of fish.
Fo l klor e c ha rac t e ri s t i c s:

yyTraditional architecture like the Art of Drystone;
yyTraditional music like Polyphonic Singing of Epirus;
yyLoom Weaving Art.
For all these unique characteristics, the Greek Culture Ministry
announced its intention of supporting officially the traditional villages
of the Zagori area, also known as Zagorochoria, as a Greek “cultural
landscape” to be added to the UNESCO World Heritage list. Since
2014, the area has been on the UNESCO Tentative List – one of the
conditions for inclusion in the list of World Heritage Sites.
Lo c a l m a r ket c h a rac t e r i st i c s

Due to its natural and cultural characteristics, the Zagori area is a
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developing eco-touristic destination. It is an alternative option for those
who consider Greece as a top destination for summer vacations, having a
picture in their mind with golden sand beaches and turquoise sea waters.
Zagori local businesses provide all year round activities such as hiking,
rafting, mountain bike, workshops for promoting, developing and
disseminating local arts, such as wool knitting, polyphonic traditional
singing, drystone constructing technique, local festivals, etc. Moreover,
instead of luxury hotel resorts, all accommodation units are traditional
guest houses and boarding houses that have been created in harmony
with nature and with respect to the cultural architecture of the area.
Both residents and businesses desire to preserve the traditional cultural
identity of the area and also to respect natural characteristics.
Currently, there are almost 200 businesses providing accommodation,
almost 15 businesses offering outdoor activities such as hiking, rafting,
mountain biking, etc., plenty of restaurants and taverns, and many
local handicraftsmen (wool knitting, carpentry, wood carving, stonecarving, metalworking, ceramics, painting, silversmiths, natural
cosmetics, etc.).
Ecomuseum Zagori is open to partnerships in educational, cultural
and sports projects that involve the local community and aims at
preserving, promoting and raising awareness of natural and cultural
heritage. Hopefully, interaction with local communities will produce
innovative approaches to attract visitors, especially young people and
children, and to involve them in cultural and sports projects.
F(o)unding opportunities

There are both advantages and disadvantages of running a Social
Cooperative Enterprise with cultural identity during a debt crisis in
a remote mountainous area of Greece. On the one hand, Ecomuseum
Zagori is the only museum in the area that is associated with
both natural and cultural heritage, and so there is a wide range of
combined activities that could be organized. On the other hand,
limited donors, benefactors and funders in the area, both state and
private, make it difficult to remain viable at least in the first 5 years
of operation. As a result of these factors, it was quite obvious since
the beginning that there would be a constant need and search for
funding and collaborations in order to organize successful events or
projects.
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Regarding collaborators who can benefit Ecomuseum Zagori, there are
three categories:
yyState-run or private institutes/organizations associated with the
natural or cultural heritage;
yyLocal businesses with cultural identity;
yyLocal tourism businesses.
During the three-year of operation of Ecomuseum Zagori, contacts have
been made with major state-run and private institutes/organizations,
and collaborations have been established with several of them. Their
contribution was mainly to provide useful information for forthcoming
projects/events. Some of them are Management Body of the Northern
Pindos National Park, Vikos-Aoos Geopark, Naturally Zagori, Cultural
Association of the People of Zagori, Lazaridis Flora and Fauna Museum,
Department of Cultural Heritage Management and New Technologies
Department, Blind Association of Ioannina. There have been also
collaborations with local tourism businesses providing accommodation
and food to participants in projects such as Rokka and Orestis House
guesthouses.
Regarding funding availability, there is a variety of programmes which
address Social Cooperative Enterprises, cultural or/and educational
projects. Zagori Ecomuseum has applied to the following programmes:
yyNSRF (National Strategic Reference Framework) funding programme of the European Union;
yyPrivate funding by Public Benefit Foundations supporting businesses
such as Latsis, Onassis etc.;
yyEuropean Student Exchange Programme Erasmus+;
yyCreative Europe Framework Programme of the European
Commission;
yyINTERREG (European Territorial Cooperation Programmes which
are co-funded by the European Union and the National Funds of the
countries participating in them).
In 2015, Ecomuseum Zagori received funding for creating its official
web site by John S. Latsis Public Benefit Foundation. In 2016 there
was another funding by the European Student Exchange Programme
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Erasmus+ for organizing an educational programme on tourism and the
use of IT in the tourism industry.
Con tr i bu ti on to t h e co m m u ni t y

As a Social Cooperative Enterprise, Ecomuseum Zagori has a noncapital accumulation profile. By law, profit distribution for this type of
enterprise occurs as follows: 35% is a bonus income for the members, 5%
remains in the enterprise as a reserve capital for unexpected expenses,
and 60% is reinvested into the community. The reinvestment occurs by
organizing new projects and events with a distinct contribution to the
community.
The major project of Ecomuseum Zagori with distinct contribution to
the local community is the educational programme that was funded by
the European Student Exchange Programme Erasmus+ and took place
in Zagori in May of 2016. The participants of this programme were 26
high-school students from Alcochete in Portugal who remained in the
Zagori area for over a month, participating in educational activities
on tourism and the use of IT in the tourism industry. The educational
programme included subjects such as the operation of accommodation
facilities, the mapping of trails, the recognition of natural and cultural
heritage elements in the field and their visualization in 3D, using 3D
printing technology (implementation in cooperation with P2P lab).
The three-dimensional prints of natural and cultural heritage elements
were used to guide visitors with impaired vision. Several collaborations
with local businesses and associations happened for the needs of
the programme such as Rokka and Orestis guest houses, which
provided accommodation and food to the participants, the Museum
of Traditional Professions in Elafotopos, which organized a workshop
on stone carving, the Cultural Association of Ano Pedina, which
organized a music event, several agrotourism/ecotourism businesses, in
which participants had their internship, and the Blind Association of
Ioannina, which helped for the evaluation of the 3D printings.
By organizing this programme Ecomuseum Zagori provided:
yyFinancial support to local tourism businesses;
yyA useful tool for support of blind community;
yyEducational knowledge to young people about agrotourism/
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ecotourism;
yyDissemination of natural and cultural heritage of Zagori to foreign
participants.
The forthcoming events of Ecomuseum Zagori support Acoustic Ecology
of the area by organizing field recording with the main purpose of
establishing a digital platform of unique soundscapes and soundmarks
of the area in order to enhance and preserve the natural cultural heritage
of the region. The field recordings will also be used for organizing an
educational programme for the practice of acoustic perception of kids.
All necessary information about the fauna of the area was given by the
Management Body of the Northern Pindos National Park. For the needs
of this project, the necessary equipment had to be bought from the
reserve capital of the enterprise.
Con c lu s i on

The conditions on the Greek market since the debt crisis of 2010 do
not favour the viability of a business. High taxes and consumption only
of the necessary things for living have turned the Greek market into a
graveyard of businesses. The response of the market to this situation was
the development of Social Solidarity Economy, allowing new businesses
to operate under certain conditions for the reinforcement of local
communities.
Ecomuseum Zagori is a Social Cooperative Enterprise which was born in
2014 under these circumstances, aiming to boost local market through its
business activities which are related to the enhancement, preservation
and dissemination of the natural and cultural heritage of the Zagori area.
As a result of that, all events and projects of Ecomuseum Zagori are
based on the involvement of the local community. So far, the financial
support for the enterprise has come from the European Student
Exchange Programme Erasmus+ and from the John S. Latsis Public
Benefit Foundation.
All events and projects of Ecomuseum Zagori share the same goal of
providing social service.
R e f e r e n c e s:
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A b s rtac t

Over the last several years, the European Union has paid notable
attention to the need of stimulating the entrepreneurial practices
and innovation in the cultural and creative sectors. Thus, states and
municipalities must develop suitable strategies, which reflect the
specific features of cultural managers and entrepreneurs and facilitate
innovations and entrepreneurial initiatives in culture. The aim of
the paper is to examine some of the key characteristics of cultural
entrepreneurship in the way they are presented in the main documents
of the European Union and to give recommendations for fostering
cultural entrepreneurship in Bulgaria through innovative solutions in
cultural policies at the local and national level.
To investigate this topic, the key EU documents in the field are discussed.
The first part of the paper is focused on the development of the concept of
cultural entrepreneurship in the European Union policy. The paper creates
a snapshot of the state of cultural policies in Bulgaria in the sight of cultural
entrepreneurs and identifies the existing challenges and possible solutions
for the success and sustainability of entrepreneurial initiatives in culture.
In conclusion, some of the good practices in Bulgarian cultural policies are
outlined and recommendations for innovative ways for stimulating cultural
entrepreneurs in Bulgaria are given.
Keywords: cultural entrepreneurship, cultural policies, innovation,
European Union
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C

ultural entrepreneurship is a new trend not only for the
European policies, but for academic researches on a larger
scale. The dynamic changes in contemporary society have led
to unprecedented access to cultural and creative content due to new
information and communication technologies and new cultural practices
around these technologies. Cultural organisations struggle to find their
place in the newly formed global markets and target their audiences.
Cultural entrepreneurship is a possible solution for the challenges of the
21st century in front of culture and the arts.
The term “cultural entrepreneurship” was introduced by Paul DiMaggio
at the beginning of the 1980s. In his article “Cultural Entrepreneurship
in Nineteenth-century Boston: The Creation of an Organizational Base
for High Culture in America” (DiMaggio, 1982) the author does not
give a definition of this specific practice, but examines the emergence
of cultural capitalists who establish and manage institutions in high
arts in Boston. Fifteen years later the term “cultural entrepreneurship”
was rediscovered in the writings of several researchers (Leadbeater and
Oakley, 1999; Hagoort, 2000). In general, cultural entrepreneurship is
a specific activity of establishing and bringing to the market cultural
and creative products and services, which hold a cultural value, but
have the potential to generate economic surpluses. It is characterised
by the usage of innovative solutions in the process of creation of
cultural and creative products and services, the establishment of new
business models, new ways of reaching the audience and creating value.
The most distinguishing feature of the cultural entrepreneur is his
personal involvement in the creative process. His motivation is usually
not financial and the criteria of success are positive responses from
his customers, wider recognition and appraisal. The developments in
information and communication technologies, the emergence of new
global markets, the participatory culture, and the significant rise of
cultural and creative industries and their role for economy could be
cited as drivers of the emergence of cultural entrepreneurs.
On EU level, the importance of culture and cultural sectors has been
recognised in many documents. At the earliest, European commission’s
document on a European Agenda for Culture in a Globalizing World (2007)
aimed at creating a framework and concrete objectives to recognise
and identify the contribution of the cultural sector for economic
activities and job creation, social inclusion and human development. The
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European agenda for culture sets three groups of objectives – cultural
diversity and intercultural dialogue, culture as a catalyst for creativity,
and a vital element in the Union’s international relations. Regarding the
role of culture as a driver for creativity and innovation, the European
commission understands the significance of promoting creativity in
education, capacity building in the cultural sector through supporting
the acquisition of managerial and entrepreneurial skills by cultural
professionals, the development of new funding sources for cultural
industries, and promoting partnerships between the cultural and other
sectors.
The untapped potential of cultural and creative industries for the EU
economy is further acknowledged in Green Paper. Unlocking the Potential
of Cultural and Creative Industries (2010). This document gives broad
working definitions of both cultural and creative industries, which are
an object of planned measures. As specific enablers for increasing the
capacity for experimentation and innovation and access to finance, the
European Commission sets the creation of new spaces for innovation
and entrepreneurship in cultural and creative sectors by promoting
collaborations between the arts, academic and scientific institutions,
private-public initiatives and the establishment of cultural and creative
clusters. Other measures, mentioned in the Green Paper, include
partnerships between art schools, universities and businesses, peercoaching to foster the right mix of skills for cultural professionals,
promoting the mobility of artists and cultural practitioners and the
circulation of artworks. The access to more funding opportunities is
ensured by guarantee systems and other risk-sharing instruments, which
encourage the banks and other financial institutions to invest in cultural
and creative industries.
In 2010, the Utrecht School of Arts prepared a report for the European
Commission, which explored the entrepreneurial dimension of cultural
and creative industries. The study gives a working definition of the
cultural and creative entrepreneur, who can be understood as “someone
who creates and brings to market a cultural or creative product or
service and who uses entrepreneurial principles to organise and manage
this creative activity in a commercial manner” (HKU, 2010:7). The
conducted empirical research confirms the increasing importance of
cultural and creative industries for the EU economy and outlines the
main problem areas, such as access to finance, the changes in intellectual
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property environment, the lack of entrepreneurial skills within the
sectors of cultural and creative industries and the need of creating areas
for innovation and experimentation in culture.
The contribution of cultural and creative industries to Europe 2020
Strategy for Smart, Sustainable and Inclusive Growth is one of the
milestones in the Work Plan for Culture (2015-2018). By using the open
method of coordination, Member States are invited to take actions to
promote access to culture via digital means by implementing strategies
and policies for audience development, to focus on the financial
ecosystems for the cultural and creative industries, and to identify
innovative measures to promote entrepreneurship and new business
models for cultural and creative sectors.
The European Union’s policies for culture are articulated in the Creative
Europe Programme (2014-2020) with a budget of 1,46 billion EUR.
The programme aims at providing support for the emergence of the
cultural and creative sectors at the international level, strengthening
the financial capacity of small and medium-size enterprises and
promoting policies, innovation, creativity, audience development and
new managerial models in culture. The Creative Europe programme
reflects on the EU course to create a favourable environment for the
development of cultural entrepreneurship, but Member States have a
responsibility to develop specific policies and instruments to create
opportune conditions for cultural entrepreneurs at the local and
national levels.
Despite the significant attention to the role of cultural and creative
industries for Europe 2020 Strategy and the need for promoting
entrepreneurship and innovation in these sectors, the absence of
national cultural strategy in Bulgaria hampers the undertaking of
cultural policies for cultural entrepreneurship. Cultural entrepreneurs
remain undiscovered and undefined by national authorities, which place
these practitioners in an unfavourable position.
The Bulgarian Protection and Promotion of Culture Act, promulgated in
1999, sets the principles and priorities of the national cultural policy.
One of the basic principles is the “encouragement of cultural industry
and of the market of works of art, and stimulation of producer activities
in the field of culture”. However, there is no further concretisation
of the term “cultural industry” and its scope in this document. The
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Protection and Promotion of Culture Act foresees the establishment
of the National Cultural Fund, which shall support “the development
of culture by collecting, managing and spending resources allocated for
conducting the national policy in the field of culture”. At the municipal
level, the Municipal Councils may establish Municipal Cultural Funds,
which combine the principles of national cultural policy with local
conditions.
The National Cultural Fund started functioning in the 2000s. A research
conducted in 2014 shows that the National Cultural Fund has developed
a specific grant policy that focuses on the different stages of the creative
cycle, including debut performances, mobility of artists and their
artworks, operational criticism, audience development, etc. (Stoeva and
Vulkovsky, 2014). This policy is visible through the annual indicative
programmes of the fund. In 2017, the National Cultural Fund prioritises
projects for mobility, debuts, translations, criticism and cultural heritage.
However, the dedicated funds for culture are relatively small1 and cultural
entrepreneurs can rely only on a partial support for their activities.
Besides the National Cultural Fund, the Ministry of Culture has one more
instrument for providing funding to cultural practitioners – the Bulgarian
National Film Centre, which supports the production, distribution
and exhibition of feature movies, documentaries and animation.
Apparently, film industry is a priority sector in the Bulgarian cultural
policies for culture, while other cultural and creative industries and their
entrepreneurs must rely on alternative financial sources.
One more financial scheme shows the engagement of public authorities
to cultural and creative sectors. The promotion of innovation and
entrepreneurship could be found in the Operational Programme
“Innovations and Competitiveness”, which provides support to
entrepreneurs in architecture, photography, publishing, film and music,
TV and radio, and design. This instrument is relatively new for the
Bulgarian cultural environment and the success of the programme will
be measured in the coming years.
At the local level, several municipalities have adopted local strategies
for the development of culture. The municipalities of Sofia,
Plovdiv, and Gabrovo work on the basis of 10-year strategies for the
The National Cultural Fund provided financial support of around 190,000 EUR to 181 projects in
2016.
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development of culture, which reflect on the main EU documents
on culture and local conditions. The cities of Sofia and Plovdiv are
perceived as cultural and creative centres, which offer specific financial
instruments, organisational models and programmes for ensuring
new skills for cultural practitioners and promoting innovation and
entrepreneurship in culture. One of the thematic priorities of the
cultural development strategy of the capital is “Sofia – City of Creative
Economy”, which aims at revealing and using the potential of the arts,
cultural and creative industries for the integrated development of the
city. The strategy foresees activities to unleash the creative potential
by providing access to knowledge and information to stimulate
cultural and creative entrepreneurship; creating a favourable financial
environment by introducing the specific characteristics of cultural and
creative sectors to investors, banks and credit institutions; establishing
networks, incubators and clusters; and developing new distribution
channels. The Municipality of Plovdiv focuses on concrete activities for
improving the marketing and advertising of the cultural and creative
sectors and for establishing long-term partnership programmes
between cultural operators, non-profit and volunteering organisations,
the municipality and sponsors. On the other hand, Gabrovo highlights
the contemporary art scene, innovative and experimental cultural
forms and skills development.
In several Bulgarian cities, local cultural funds are functioning. They
provide targeted support to cultural and creative organisations. These
programmes are a convenient tool for financial support with a relatively
low share of self-funding – up to 30%. For many organisations, municipal
cultural funds are an opportunity to support their day-to-day activities
by presenting them as a project. For others, the financial support may
allow to create a prototype of a new product or to test a new innovative
and entrepreneurial initiative. One of the main problems for the
beneficiaries under these programmes remains the low amount of the
municipal subsidy and its reduction, as a result of the municipality’s
willing to fund more organisations.
The municipalities are more flexible and innovative in conducting
cultural policies on local and regional scale. They are also initiators and
partners in the creation of spaces for experimentation and innovation in
culture. Sofia is the home of the first public-private fund for culture in
Bulgaria – the Cultural Innovation Fund, established in 2013. The fund
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was recognised as an innovative practice by the European Commission
in 2015. Another remarkable initiative directed to cultural managers and
entrepreneurs is the Academy for Cultural Managers in Sofia, started
in 2014 as collaboration between Sofia Development Association and
Sofia University. The Academy provides cultural professionals from the
private and public sector with managerial and entrepreneurial skills and
support for starting new cultural initiatives. An example from Plovdiv
is Kapana Creative District, part of the programme Plovdiv – European
Capital of Culture 2019. The project aims to open an area for innovation
and experimentation in the field of creative industries and cultural
management.
Bulgarian cultural entrepreneurs experience the same obstacles as
their colleagues in other European countries – difficulties in access to
alternative funds (bank loans, business angels, etc.), tapping the right
audience, access to global markets and lack of sophisticated skills (IT,
intellectual property, entrepreneurship). The specific conditions in
the Bulgarian environment are related to difficulties in implementing
the national policy in the field of culture, lack of a developed market
for cultural products and services, the scarcity of formal and nonformal education in cultural management and entrepreneurship, and
a small variety of financial instruments for starting and developing
entrepreneurial initiatives.
One of the first steps for overwhelming the existing barriers in
front of the cultural entrepreneurs in Bulgaria is the elaboration of
cultural strategy at the national level, which should be in harmony
with the European policies for culture. That strategy has to take into
consideration the specific needs of cultural entrepreneurs and create
the right conditions for promoting experimentation, innovation
and entrepreneurship in culture. There is a need for changes in
the Bulgarian legislation in the field of culture. Cultural and
creative industries must be acknowledged and the existing financial
instruments at the state level must be actualised to foster creation
and implementation of sectorial policies in cultural and creative
sectors.
The existing funding schemes at the national level are not sufficient for the
realities in which cultural entrepreneurs organise their activities. There is
a need for more and sophisticated financial instruments as public-private
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partnerships, guarantee schemes for bank loans, vouchers for innovations
and support for starting new business ventures in cultural and creative
industries. Those instruments could be supported also by the Bulgarian
private companies if the state starts a campaign for promoting cultural
and creative sectors as a driver of growth and job creation, social inclusion
and personal development. The state and local authorities should support
the formation of new organisational models at the national and local level,
such as clusters, incubators, co-working spaces, which hold a potential for
ensuring sustainability of cultural and creative organisations. The state
must recognise the hidden potential of culture in international relations
and promote Bulgarian artists, their artworks and entrepreneurial cultural
organisations abroad.
At the local level, the municipalities should promote the partnership
between cultural and creative organisations, educational institutions and
business ventures from the sector of information and communication
technologies for creation of innovative and experimental projects, which
could give positive economic and social results for all stakeholders. Sofia
and Plovdiv have already started such initiatives. Their experience could
be transferred as a good practice to other Bulgarian cities.
One of the biggest obstacles in front of cultural entrepreneurs in
Europe is the lack of professional skills. This barrier could be overcome
by initiating non-formal and peer-coaching educational programmes
directed to cultural entrepreneurs and managers. Similar educational
programmes should target the administration in municipal and state
cultural institutions to appreciate the importance and benefits of
promoting innovation and entrepreneurship in culture. The training
of the administration will give them a sufficient knowledge for the
development of transparent funding mechanisms and to evaluate
innovative and entrepreneurial initiatives in cultural and creative
industries.
On a larger scale, the organisation of a public debate about the dynamic
changes and new challenges, which managers and entrepreneurs in
cultural and creative industries face in the digital era, would foster
better understanding of their practice and help the development and
implementation of specific policies for stimulating innovation and
entrepreneurship in culture.
Cultural entrepreneurship is an opportunity for many cultural
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organisations and individual professionals, because it goes beyond
the traditional management by exploring new ways for reaching the
audiences, creating value, implementing innovative business models and
organisational forms. Cultural entrepreneurship is directly related to
innovation and experimentation in culture and the arts and contributes
to social cohesion and individual development. It could flourish only if a
favourable environment is created. At the European level, the first steps
in this direction have been already made. In Bulgaria, the municipalities
gradually implement European policies for culture and good practices
from abroad. However, the active participation of the state is needed to
ensure the success and sustainability of entrepreneurial endeavours in
the field of the arts, cultural and creative industries. This is forthcoming
for many countries in South-East Europe, including Bulgaria.
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A b s trac t:

This material was created on the basis of a series of meetings and
discussions with experts, artists, cultural managers, representatives of
cultural institutions, and NGOs, professionals from abroad, etc., as well
as a survey of available materials in the public domain or provided to
us for the purposes of our work (texts of current laws and proposals for
changes, shorthand notes, reports, analyses, articles, statistics) relevant
to the theme. Without claiming exhaustiveness and depth, the text aims
to provide a clearer overall picture of the current situation. The material
is an expression of the selection and understanding of its authors and
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does not directly involve the specialists with whom the topics were
discussed.
Keywords: legal framework, financing culture, patronage, funding
diversification, donor, capacity development

F

inding “working” opportunities for funding is one of the greatest
challenges for all who devote their energy and time to the culture
and arts development, especially if they are representatives of
the so-called independent sector - engaged in non-commercial projects
with low and slow returns - and their work depends to a large extent
on when and what they will receive as project grants from the state or
municipal budget. Alternative funding supplementing or replacing the
project subsidies coming from the state and/or municipality is a way to
achieve security, sustainability and wider scope. We all know that there
exists a variety of mechanisms for such funding: sponsorship, donation,
patronage, crowdfunding, etc., incl. different forms of nonfinancial
contributions: help of volunteers, sharing resources, equipment and
spaces, time banking, and so on. Unfortunately, not all of those work
well in the specific conditions of the different countries, which requires
the people depending on them to think and seek change – of the
environment and conditions, or of the way in which one or another
mechanism is used.
In Bulgaria such an example is the Law on Patronage (2005). It is
designed to foster the art patronage practice in Bulgaria, inciting the
wealthy people to become “mécénats” by donating part of their income to
some art and culture causes or concrete artists. Despite the fact that in the
history of Bulgaria (before the communist regime) there have been many
inspiring examples of wealthy patriots donating big amounts of money for
various socially important causes, incl. cultural development, nowadays
such people are few and for some reason the law of patronage fails to
provide enough attractive conditions stimulating the businessmen to
become art-patrons. At the same time, there are European countries (the
UK, France, the Netherlands, Belgium, etc.) where the laws are made in a
way that really motivates the potential donors (persons or corporations) to
support financially the art and culture.
Why, although for 12 years there has been a special law on patronage, the
art in Bulgaria does not find its donors? What should be done?
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In the course of the conversations made, we realized that the theme
should not be considered in isolation - for itself - but in a wider context,
including other charitable practices as donating, mentoring, sponsoring,
etc. The topics concerning the public financing coming from the state
or/and the municipality (as well as the size and the ways of its provision
and its distribution) should also be related. Accordingly, the Law on
Patronage must be correlated with the relevant legislation in the field
of culture (like the Law on the Protection and Development of Culture)
and with the tax deductions provided for donating in general (which
are matter of 3 other financial laws). It is also necessary to address the
possibilities of providing additional targeted financing in the field of
culture by reallocating certain percentage of the proceeds collected
as a profit tax on gambling and so on. Legislative amendments and
changes in this direction should not be considered in a piece-by-piece
manner but synergistically and multi-directionally, in the context of the
overall situation in the sector, in synergy and coordination at all levels
(national, regional, local).
Several basic – interconnected directions are emerging which require a
serious development to improve the current situation:
yyClarification and unambiguous definition of the terms used to
deal with the subject-related laws, their scope and correlations.
Optimization of the regulatory framework, facilitation of procedures
and bringing the good legislative intentions to an end through
the elaboration of the necessary regulations for their operation,
implementing rules, etc. Achieving coordination and better
synchronization between the different ministries and agencies where
needed. Provision of mechanisms for monitoring and evaluating the
results of the measures taken.
The definition of the term “mécénat” (patron of art) used in Bulgaria
is currently not very clear, and it is often mixed with some similar
concepts, such as “donor”, “sponsor”, “mentor”, etc. And while the
difference between “sponsor” and “mécénat” is easier to understand (in
the first case, we are talking about a kind of advertising service, and in
the second – about a charitable act), when we talk about “mécénats” and
“donors” the boundary is difficult to understand. The general opinion
is that the “mécénat” should be seen not only as a donor supporting
particular art project, but as a benefactor with a lasting attitude towards
a certain cultural phenomenon, artist, creative collective, etc. He does
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not donate accidently, but takes a purposeful, long-term commitment
to provide conditions for the validation and prosperity of the chosen
creators/collectives/institutions. In this sense, certain limits should be
set, according to which a donation is defined as “art-patronage” and,
accordingly, the donor – as a “mécénat” (with the corresponding public
image and favourable positioning in society).
There are also some other disturbing gaps in the laws that lead to
confusion and arbitrariness in interpretations - such as the missing
definitions of what is a “free artist”, an “independent stage”, a “private
theatre, orchestra, gallery”, etc.). They greatly aggravate the processes of
achieving common understanding and clear position in society.
Regarding the optimization of the legal base, the general opinion is
that in its present form the law on patronage is “cumbersome” and “not
working”. Particularly criticized are the aggravating administrative
procedures: the obligatory registration of the patrons, the introduction
of intermediaries – “cultural support organizations”, the additional
intensified financial control not only by the experts from the Ministry
of Finances, but also by the Ministry of Culture, etc. As to what needs
to be done, opinions vary from “changes, easing of procedure and
introduction of rules that motivate rather than repel the potential
patrons” through “rewriting the law with a new philosophy that puts in
the focus the personality of the patron, not his money” to “completely
removing the law”, i.e. treating the cultural donations like all other
donations, which will put them within the scope of the relevant financial
laws.
Here it is worth mentioning that the current Ministry of Culture is
considering changing the law – even the working group was constituted.
The Union of the Bulgarian Artists has also been involved in this process
for years. However, there is a clear need to put the discussions on the
topic on a much wider public basis - i.e. it is necessary to actively involve
the representatives of the creative sector and NGOs, the media, business
and citizens themselves - those who are the main consumers of a cultural
product and potential donors respectively. There is also a shortage of
good and working examples - in this sense, a good idea is the exchange of
experience, good practices and ideas with experts from the EU countries
that have achieved good results.
The general overview shows a need to work on improving the existing
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regulatory framework, but on the other hand, it is clear that even in this
form it still allows different types of donations and sponsorship. In this
sense, although written first - this direction should only be considered
in sync with the ones written below, and the expectations for the effect
- from the change of the law on patronage, for example - should be
adequate and should not be exaggerated.
yyAccumulation of greater resources for the Bulgarian art and culture
at all levels. Providing an environment for natural development of the
cultural processes in society and their support, preserving diversity
and providing space for development of different directions of the
arts, expression of various talents and improvement of the quality.
Greater decentralization and transparency in spending the public
funds in the cultural sector. Purposeful encouragement of the cross
public-private partnerships, business engagement and individual
philanthropy.
The excessive centralization, high degree of interference and strong
control by the state and institutions are serious factors blocking the
free and natural development of the arts in our country, their wealth
and diversity, the development and the realization of talents. This,
in turn, also creates a certain reflection for those who work in the
cultural and art sector: they often wait for someone on top to solve their
financial issues and to ensure their “artistic prosperity”. This situation
has its objective historical roots, but there are many good and working
examples nowadays that show that public financing in the field of art
and culture (state, municipal) is necessary, but it must be combined with
an alternative financing (public-private partnerships).
On the other hand, there is a need in Bulgaria for the public funding
to mobilize larger resources for culture (there are many good examples
in Europe and beyond). It was a unanimous opinion, shared during the
talks we had, that it was necessary to work on the already provided
by the law additional tools to raise funds (a percentage of the profits
from gambling, art lottery, etc.) and to look for new opportunities for
such tools (e.g. the idea of targeting some fees and deductions from the
tourist business to a local fund for culture and art, etc.)
Currently, the too concentrated management and distribution of the
entire accumulated resource for culture by only a few institutions
creates distortions and inertia, crippling diversity, wealth and personal
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initiative (of the employed in the culture and art sectors - artists,
managers, administration). A huge resource and internal dynamics in
the sector are being lost. The donors share that they want to direct their
donations themselves, to know to whom and for what their money is
going, to be able to track the effect of their donation - on the particular
artist or cultural institution, and on society. This implies an immediate
dialogue between the patrons (respectively the foundations authorized
to represent them) and the beneficiaries.
In parallel with this, it is very important for the “health” of the
independent scene and for the free development of the arts not to be
set on some artificial filters in the distribution of the available resources
among the individual beneficiaries, but to secure the diversity and
richness of the artistic forms in their natural growth and realization, to
support the talent and initiative, to take into account their potential,
quality and social and cultural value.
Greater decentralization and more freedom are needed. It is necessary
to create conditions and opportunities for natural dialogue and
communication between the artists and their donors (public, corporate
or individual, public-private partnerships, etc.). In this respect, the
main work is to encourage and promote, through different methods and
actions, additional public-private partnerships and the participation of
the businesses sector in the cultural processes.
It is important for all the professional artists, regardless of the type of art
they practice, the way they do it, their creative bias, and the direction of
their quests, to have the same right to access to the resource. Respectively,
the potential patrons have to be able to decide what they really want to
support themselves. In many European countries, business is obliged to
show social responsibility in the cultural sphere and to support art at the
local level (e.g. in the UK there is a requirement part of the budget for the
construction of each new building to go to art, exhibited in the building
itself or in the nearby area beside it). Business has the freedom to choose
exactly how to use this piece, according to the specific needs of the local
community and its own views.
Promoting and enhancing a greater resource in support of Bulgarian
culture and arts and its decentralized distribution would enable certain
valuable to society processes to develop and validate, while others which society does not accept – to fall out. The dynamics of cultural
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and artistic development would be natural, largely self-regulating. This
would democratize the cultural processes and the development of the
arts in our country and would provide an environment for development
of diversity and high quality.
yyRaising the awareness of the value of culture in society (the
importance of culture and arts: their role in the development of
society, economic potential, contribution to the promotion of
our identity, and uniqueness as a nation, etc.). Manifesting the
essence and importance of the conscious support for culture and
arts. Rendering the due attention, gratitude, status, prestige and
recognition in society of the Mécénats and Donors of art and culture.
From a number of studies of the attitudes of donors in our country, it
is clear that culture and art are far from being among the priority areas
for support of contemporary Bulgarians. Our compatriots with great
emotional engagement support health-related causes, or causes solving
certain social problems. It is visible from the polls/surveys and also
from the reports of the Minister of Culture published on the ministry’s
website, as well as from the annual analyses of the Bulgarian Donor
Fund, that the examples of conscious commitment to the development
of the cultural and arts sector are not so much. The sad truth is that
there is no commitment, awareness, understanding of the value,
importance and role of the arts and culture for our society.
Obviously, in order to place the arts and culture among the “important,
socially significant spheres” in Bulgaria, so that the projects related
to the preservation of art, culture and the spirituality in our country,
to the development of contemporary arts, to the independent scene,
etc., start enjoying more support from civil society and, accordingly,
donations and patronage support, it is necessary to work purposefully to
make society aware of their significance, of the importance of culture to
society itself.
It is also necessary to highlight the economic parameters and the
usefulness of the arts and culture in economic aspect: their role in
tourism and for the social dynamics generating turnover and profits in
various industries; the impact on the development of people’s personal
competences and social skills; on the quality of life; the feeling of
“sharing”, “community” and “happiness” that the arts generate. All of this
leads to higher productivity and economic growth.
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Another aspect of the question of changing the existing social settings
in the country today is the fact that the donors who did something
important for the arts and culture did not receive attention, gratitude,
prestige and recognition in society adequately for their charitable
activity. All the experts we had spoken with agreed that the pursuit
of higher social status, better positioning in society, more favourable
image and greater public prestige were among the strongest motives
which could make a businessman choose to donate for culture instead of
reinvesting his money in something else.
Among the main motives for donation (not only for art and culture, but
also in other spheres), the following can be mentioned: personal values,
a sense of morality, supporting a specific cause, a sense of belonging and
involvement. In any case - whether publicly or not - public recognition,
attention, gratitude, the feeling of “usefulness” and “doing well” are very
important to the patron and the donor.
The patronage law provides an award “patron of the year”, but it was
awarded for the last time in 2013. There are also some awards for art
donors, handed down by various NGOs, but they are very few. There
is a serious public speaking deficit on the subject in Bulgaria. The
media are definitely debtors of society in this respect. The practice of
not mentioning the names of trademarks, companies or personalities,
representatives of these companies, etc. that have donated to one or
another cause in the publications, reports and broadcasts has a very
negative effect on the motivation of potential patrons, donors and
sponsors. Although there is no law or requirement prohibiting such
naming and there is an instruction from the Electronic Media Council,
explicitly stating that such practice is permissible, especially when it
comes to donations, journalists generally avoid it.
It is needed that donations in the field of art and culture be encouraged
in a variety of ways and on a regular basis. The talks about art patrons
have to appear more often in the public space and media, more often
interviews with them have to be made, giving them a chance to share
what motivated them to charity.
Many forms of gratitude and expression can be used. One of the good
ideas shared with us was to have columns appearing on the Internet
pages of the Ministry of Culture or Sofia Municipality (as well as the
other municipalities) in which to publish regularly updated materials
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about art donors. Another idea is a prize in the category of “patronage
and donation in the sphere of culture and arts” to be awarded within the
frame of the Sofia annual awards for culture (also Plovdiv awards and
other municipalities). It would be good if the beneficiaries themselves
have more opportunities and are even more active in nominating their
benefactors for such awards, popularizing their work, attracting the
attention of the media and the public to them.
yyEducation, capacity development of the people engaged in the
culture and art sectors (artists, cultural managers, administrators)
regarding the work with sponsors, donors, patrons, volunteers, etc.
Coordination. Working with business.
Speaking about the value of art in society, we see that “the coin has
two sides”. Artists are often left out of funding opportunities, because
they regard their art as self-esteemed for aesthetic reasons only. They
are usually strongly emotionally associated with what they create and
believe that their dedication and talent are a sufficient reason to be
financially supported. Such “luck”, however, is a rarity. It is necessary
for the artists (and those working in the art sector) to look at the
“big picture” in order to realize the position of their art in society, its
strengths beyond the sphere of aesthetics; to find their place, the value
and the effect of their unique art; to formulate, articulate and present
it in a way that is understandable to the potential donors, patrons,
mentors, sponsors. This is especially true for the “independent scene”
where artists usually do not have resources to support a particular
fundraiser (marketer or PR) so they have to do the job themselves.
The need of training artists and those engaged in the creative sector
regarding their communication with the business is one of the most
discussed issues within the Bulgarian independent art community
nowadays. Undoubtedly, there is a need for some proactivity coming
from the creative sector, as well as for projects that develop the
capacity of the organizations and the artists to find and communicate
with their potential patrons, donors and sponsors, organizing and
conducting fundraising campaigns, and so on. Publications and
materials to help artists and those who have decided to try raising
funds for arts are also needed. Fortunately, there is an adequate effort
in this direction - the Academy for Cultular Managers of Sofia
University and Goethe-Institut Bulgaria is a great example, but still
more needs to be done. The training should not be isolated but has to
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be conducted in a dialogue and communication with the institutions,
business, media, etc.
The above-mentioned four strands are interdependent - it is necessary
to work synchronously and in a coordinated way to include all relevant
issues. The subject concerns not only artists, patrons, the Ministry of
Culture, the municipality, but also our whole society.
In conclusion, we would like to emphasize our deep conviction that the
patronage in Bulgaria is not “mission impossible”. Our country is full of
good and responsible people who love culture and arts and are ready to
support them. There are also such people outside of Bulgaria. It is only
necessary to create the right conditions and their gestures of charity will
give the expected result. The cause is definitely worth the effort.
R ef er en c es :

Patronage, bulletin, published by the Ministry of Culture, Sofia, June
2007, http://mc.government.bg/images/docs/buletin-kniga.pdf
Reports of the Minister of Culture Regarding the Activities of the
Ministry on the Implementation of the Provisions of Art. 6, Paragraphs
1 and 2 of the Patronage Act for the years 2006, 2008, 2009, 2010,
2011, 2012, 2013, 2014, 2015, 2016, http://mc.government.bg/page.
php?p=141&s=232&sp=0
Stoykov, Mitko and Dr. Svetlin Krastanov, Taxation of Non-Profit Legal
Persons: Questions and Answers, Bulgarian Centre for Not-for-Profit
Law, 2011, http://bcnl.org/uploadfiles/documents/analyses/qa12.pdf
Philanthropy in Contemporary Bulgaria, anthology, Petya Kabakchieva,
Preface and Compilation, Bulgarian School of Politics “Dimitar
Panitza”, NBU, 2011, http://www.schoolofpolitics.org/index.php/resursi/
publications
Philanthropy from First Person, Singular, collection, Bulgarian School of
Politics “Dimitar Panitza”, NBU, http://www.schoolofpolitics.org/index.
php/resursi/publications
Philanthropy in Bulgaria, the Bulgarian Donor Forum for 2011, 2012, 2013,
2014, 2015, 2016, http://www.dfbulgaria.org/category/analizi/
Tomova, Biliana, Assoc. Prof. Dr., and Andreeva Diana, Possible
Changes in the Funding Of Arts, Cultural Heritage, Cultural and
182

Paths to Innovation in Culture

Creative Industries and Cultural Tourism - Levels and Directions,
Culture Economics Observatory, https://www.president.bg/
docs/1352301123.pdf
Bulgarian Culture and Parliamentary Elections 2017, Culture Economics
Observatory, http://sofiafilmcity.bg/wp-content/uploads/2017/04/
СТЕНОГРАМА-ОТ-ПРЕДИЗБОРНИ-ДЕБАТИ-КУЛТУРА-ИПОЛИТИКА-2017.pdf

Karakolev, Teodor, Analysis of Election Campaign Promises for Culture
- More of the Same?, Expert Club for Economics and Politics (ECIP),
https://ekipbg.com/kultura-izbori/
Karakolev, Teodor, Who will give us money if there is no Ministry of
Culture?, Expert Club for Economics and Politics (ECIP), https://
ekipbg.com/pari-za-kultura/
Research on Philanthropy from the Workplace, Bulgarian
Charities Aid Foundation, https://www.ngobg.info/bg/
documents/7154/1597daritelstvotootrabotnotomyasto.docx
Laskova, Rozalina, A Study on the Legal Basis of Public Support for
Cultural Projects, In Particular Festivals at the National and Local Level,
Bulgarian Festival Association, Sofia, http://www.bfa.bg/common/
images/src/file/Doklad_Pravna_baza_cult_proekti_festivali_1.pdf
Kitanov, Yakim, phd, Banking in the Field of Art, The University of
Finance, Business and Entrepreneurship, https://uard.bg/files/custom_
files/files/documents/New%20knowledge/year1_n2/paper_kitanov_y1n2.pdf
Sponsorship and Patronage in Culture and Sports in the EU,
national assembly, 2002, http://students.parliament.bg/wp-content/
uploads/2017/04/%D0%9F%D0%98-53.pdf
Mileva, Dessislava, The Private Foundations for Contemporary Art,
http://artnewscafe.com/bulletin/index.php/2017/02/01/chastni-fondacii/
Cooke, Rachel, The 10 Best Art Patrons, the Guardian, 27 February
2015, https://www.theguardian.com/culture/2015/feb/27/the-10-best-artpatrons
Ryckman, Pamela, Modern Day Patrons Who Set Artists Free, Financial
Times, 17.08.2018, https://www.ft.com/content/6dbe02b8-4cd5-11dca51d-0000779fd2ac?mhq5j=e2

Paths to Innovation in Culture

183

Giving White Paper, Crown copyright, May 2011, https://www.gov.uk/
government/uploads/system/uploads/attachment_data/file/78915/givingwhite-paper2.pdf
Birkwood, Susannah, Philanthropy: Whatever Happened to the Giving
White Paper?, Third Sector, 07.04.2015, https://www.thirdsector.co.uk/
philanthropy-whatever-happened-giving-white-paper/policy-andpolitics/article/1339738
Government Indemnity Scheme, UK, Department for Culture, Media
and Sport, 26.02.2013, https://www.gov.uk/guidance/governmentindemnity-scheme
Charitable Giving Indicators 2015/16, UK, 23.02.2017, https://www.gov.
uk/government/statistics/charitable-giving-indicators-201516
Taking Part 2016/17 Quarter 2, UK, Department for Culture, Media and
Sport, 31.01.2017, https://www.gov.uk/government/statistics/taking-part201617-quarter-2-statistical-release
Harrow, Jenny, Charitable Legacies in an Environment of Change:
Insights from Research into Practice?, Centre for Charitable Giving and
Philanthropy, http://www.cgap.org.uk/uploads/Presentations/Arts%20
and%20Business%20Scotland%20%20Legacies%20JH.pdf
UK Giving 2015: An overview of charitable giving in the UK 2015, CAF,
May 2016, https://www.cafonline.org/docs/default-source/personalgiving/caf_ukgiving2015_1891a_web_230516.pdf

184

Paths to Innovation in Culture

Paths to Innovation in Culture

185

Index
Symbols
3D 15, 16, 34, 35, 36, 37, 39, 40, 41, 42, 44, 45, 53, 57, 58, 59, 60, 62, 160
A
Academy 5, 6, 7, 9, 10, 11, 13, 30, 66, 124, 143, 147, 148, 149, 150, 151, 152,
169, 173, 181, 192
Application 15, 18, 19, 25, 27, 30, 35, 36, 44, 52, 54, 58, 59, 61, 62, 124,
138,192
Art 2, 4, 5, 14 ,15, 17, 21, 30, 33, 34, 40, 47, 48, 56, 57, 59, 61, 62, 63, 65, 77,
94, 105, 111, 112, 113, 114, 115, 120, 121, 124, 127, 132, 133, 153, 157, 165,
171, 173, 182, 183, 184
Audience 45, 52, 61, 63, 65, 67, 68, 69, 70, 71, 76, 77, 91, 123
Audience development 61, 65, 68, 69, 70, 76, 77
Audio 62, 153
B
Branding 125
Bulgaria 2, 5, 6, 7, 9, 10, 124, 163, 166, 169, 171, 173, 174, 175, 177, 179,
180, 181, 182, 191
C
Choreography 51, 52, 53
Citizen 138, 142
City 2 , 5 , 6, 10, 15, 21, 22, 49, 78, 79, 81, 82, 83, 85, 87, 88, 103, 109, 113,
124, 126, 127, 128, 129, 131, 132, 139, 141, 142, 143, 144, 145, 146, 147, 148,
151, 168, 170, 192
Cluster 5, 7, 123, 124, 125, 128, 129, 133
Code 25, 27, 60
Collaboration 133
Collective intelligence 68, 74
Communitarianism 5, 124, 134, 135, 136, 137, 138, 139, 141, 142
Community 16, 34, 39, 76, 81, 82, 83, 84, 101, 103, 104, 107, 108, 109, 110,
112, 131, 136, 137, 139, 142,158, 161
Creative 5, 6, 45, 56, 66, 81, 82, 92, 104, 124, 134, 137, 138, 139, 153, 154,
159, 165, 166, 168, 169, 171, 183

186

Paths to Innovation in Culture

Cultural and creative industries 169
Cultural entrepreneurship 164, 170, 171
Culture 1, 2, 4, 6, 7, 8, 9, 10, 12, 13, 14, 17, 18, 21, 22, 30, 34, 45, 47, 57, 105,
123, 126, 131, 133, 157, 163, 164, 166, 167, 169, 171, 172, 175, 176, 179, 180,
182, 183, 184
D
Development 2, 6, 7, 9, 11, 12, 30, 49, 58, 61, 63, 67, 71, 77, 80, 87, 91, 99,
102, 103, 123, 125, 153, 164, 169, 172, 175
Dialogue 91, 105, 140
Digital Innovation 4, 30, 32, 33, 57
Donor 62, 63, 124, 158, 174, 175, 176, 178, 179, 180, 181, 182
E
Ecomuseum 5, 124, 153, 154, 155, 156, 158, 159, 160, 161
Education 4, 9, 23, 40, 67, 90, 91, 92, 93, 94, 98, 100, 133, 163, 181
Entrepreneurship 5, 65, 80, 124, 163, 164, 171, 183
European Union 10, 61, 62, 63, 65, 66, 81, 102, 134, 137, 163, 164, 165, 166,
168, 171, 176, 183, 190
F
Festival 6, 17, 48, 90, 92, 97, 99, 115, 134, 143, 145, 150, 158, 183
Film 4, 21, 90, 91, 92, 93, 94, 97, 98, 99, 100, 132, 167
Funding 62, 172, 183
G
Game 45
Greece 2, 5, 7, 9, 16, 17, 19, 21, 22, 25, 34, 38, 40, 78, 79, 83, 87, 89, 90, 91,
94, 95, 96, 100, 101, 106, 111, 117, 124, 134, 135, 137, 138, 139, 143, 144, 145,
146, 147, 148, 149, 150, 151, 153, 154, 155, 156, 158
H
Heritage 4, 34, 42, 45, 46, 63, 76, 125, 129, 131, 153, 157, 159, 183
I
Innovation 1, 2, 4, 5, 6, 8, 9, 10, 11, 12, 13, 14, 17, 23, 30, 34, 47, 57, 64, 65,
67, 76, 78, 79, 80, 81, 82, 90, 101, 102, 103, 105, 111, 122, 125, 134, 143, 153,
163, 167, 169, 173, 190, 191

Paths to Innovation in Culture

187

L
Legal 182, 183
legislation 124, 154, 169, 175
Local 47, 77, 88, 102, 132, 157, 159, 183
M
Management 6, 34, 45, 47, 57, 78, 125, 133, 153, 156, 159, 161, 171, 191, 192
Manager 7, 9, 10, 11, 13, 56, 66, 67, 90, 124, 169, 173, 181
Marketing 30, 67, 129, 133
Media 18, 27, 45, 47, 56, 62, 63, 92, 99, 100, 132, 133, 163, 171, 180, 184
Messolonghi 78, 79, 82, 83, 84, 85, 86, 87, 88, 89
Municipal 2, 5, 21, 89, 124, 143, 144, 146, 147, 148, 149, 150, 151, 167
Museum 4, 5, 17, 18, 19, 21, 23, 25, 27, 40, 45, 46, 57, 58, 59, 60, 62, 63, 67,
68, 69, 70, 72, 73, 74, 75, 76, 77, 78, 90, 92, 94, 95, 98, 100, 114, 115, 123, 124,
125, 126, 127, 128, 129, 130, 132, 133, 155, 156, 159, 160, 162
Music Academy 143, 147, 148, 149, 150, 152
N
Network 5, 67, 103, 124, 125, 129, 143, 144, 145, 146, 147, 148, 149, 150,
151, 156
O
Organization 21, 30, 78, 131, 132
P
Participation 100
Participatory 37, 43, 46, 66, 104
Partnership 99, 133
Patronage 124, 173, 174, 175, 182, 183
Performance 4, 47, 50, 51
Policies 5, 6, 10, 66, 80, 82, 91, 101, 122, 123, 124, 125, 134, 139, 143, 153,
163, 164, 166, 167, 168, 169, 170, 171, 173
Policy 40, 81, 102, 105, 123, 127, 133
R
Research 11, 19, 21, 30, 40, 50, 51, 67, 79, 100, 102, 105, 106, 133, 153, 172,
183, 184

188

Paths to Innovation in Culture

S
Social sculpture 118, 120
Storytelling 98, 108
T
Tool 45, 93
Tour 131
Training 98
V
Virtual 15, 35, 45, 46, 52, 59
Visitor 17, 19, 21, 22, 23, 25, 29, 34, 35, 37, 38, 39, 43, 44, 58, 59, 60, 61, 62,
67, 68, 69, 70, 71, 72, 73, 74, 75, 77, 88, 109, 126, 128, 156, 158, 160
W
Workshop 7, 41, 55, 68, 73, 97, 104, 106, 108, 110

Paths to Innovation in Culture

189

Ре з ю ме
Сборникът “Пътища към иновации в културата” е резултат от Академията
за мениджмънт в културата и едноименна международна конференция,
организирана през 2017г. от Столичната община, Асоциация за развитие на
София, Софийски университет и Гьоте - Институт България, Румъния и Гърция.
Публикацията цели да очертае ролята на културата в Югоизточна Европа
за развитие на градовете, а авторите и редакторите се надяват да покажат
културата като двигател на иновации.
Редица инструменти в ЕС подкрепят науката и технологиите с ясната цел да
се насърчат иновациите. Нямаме обаче същото разбиране за иновациите
в изкуството и културата. Идеята на тази публикация и на Академията за
мениджмънт в културата е да свърже трите сектора – културните оператори,
бизнес и технологични компании и академични изследователи – и да ги ангажира
с изследвания и развитие, насочени към иновации.
Сборникът съдържа 16 статии, обединени в три направления: Цифрови и
технологични иновации в изкуството и културата, Социални иновации и нови
публики, Иновации заедно – политики и практики. Авторите са мениджъри в
областта на културата от България, Гърция и Румъния.

R e sü me e
Der Sammelband „Wege zur Innovation in der Kultur“ ist das Ergebnis der Akademie
für Kulturmanagement und der gleichnamigen internationalen Konferenz, die 2017 von
der Stadt Sofia, der Assoziation für die Entwicklung von Sofia, der Sofioter Universität
und den Goethe-Instituten in Bulgarien, Rumänien und Griechenland organisiert
wurde. Die Publikation hat zum Ziel, die Rolle der Kultur für die Entwicklung der
Städte in Südosteuropa zu beschreiben. Autor_innen hoffen, das damit Kultur auch als
Innovationsmotor sichtbar wird.
Eine Reihe von Instrumenten in der EU unterstützt die Wissenschaft und Technik mit
dem klaren Ziel, Innovation zu fördern. Dieses Verständnis herrscht bisher wenig für
Innovationen im Bereich von Kunst und Kultur. Die Idee dieser Publikation und der
Akademie für Kulturmanagement ist es, die drei Elemente –Kulturakteure, Wirtschaft
und Unternehmen im Bereich der Technik – zu verbinden und sie mit Hilfe von
Forschung und Entwicklung zu gemeinsamen Innovationen zu ermutigen.
Der Sammelband umfasst 16 Artikel, die in drei Bereichen gegliedert sind: Digitale
und technologische Innovationen in Kunst und Kultur, Soziale Innovationen und
neues Publikum, Innovationen gemeinsam – Politiken und Praxis. Autoren sind
Kulturmanager_innen aus Bulgarien, Griechenland und Rumänien.
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Re z u mat
Culegerea de texte „Căi de inovații în cultură“ este rezultatul Academiei de
Management Cultural și al conferinței internaționale cu același nume, organizată în
anul 2017 de orașul Sofia, Asociația pentru Dezvoltarea Orașului Sofia, Universitatea
din Sofia și institutele Goethe din Bulgaria, România și Grecia. Obiectul publicației este
de a descrie rolul pe care cultura îl joacă în dezvoltarea orașelor din Europa de SudEst. Autorii și redactorii speră să prezinte cultura ca motor al inovației.
O serie de instrumente puse la dispoziție de Uniunea Europeană sprijinită știința și
tehnologia, urmărind scopul clar de a stimula inovația. Această înțelegere lipsește însă
în ceea ce privește inovațiile în domeniul artă și cultură. Ideea urmărită de această
publicație și de Academia de Management Cultural este de a împleti cele trei sectoare
- actorii culturali, mediul economic și societățile de tehnologie - și de ale implica cu
cercetare și dezvoltare în domeniul inovației.
Volumul cuprinde 16 articole, structurate în trei domenii: inovații digitale și tehnologice
în artă și cultură, inovații sociale și public nou, inovații împreună - politici și practică.
Autorii articolelor sunt manageri culturali din Bulgaria, Grecia și România.

Σύνοψη
Ο συλλογικός τόμος «Τρόποι για Καινοτομία στον Πολιτισμό» (Wege zur Innovation
in der Kultur) είναι το αποτέλεσμα της Ακαδημίας Διαχείρισης Πολιτισμού και του
ομώνυμου Διεθνούς Συνεδρίου, το οποίο διοργανώθηκε το 2017 από το Δήμο της
Σόφιας, την Ένωση για την Ανάπτυξη της Σόφιας, το Πανεπιστήμιο της Σόφιας και τα
Ινστιτούτα Goethe στη Βουλγαρία, τη Ρουμανία και την Ελλάδα. Η έκδοση έχει στόχο
να περιγράψει το ρόλο του πολιτισμού στην ανάπτυξη των πόλεων της Νοτιοανατολικής Ευρώπης. Οι συγγραφείς και οι συντάκτες ελπίζουν να αναδείξουν τον πολιτισμό
ως κινητήριο δύναμη καινοτομίας.
Μια σειρά από μηχανισμούς της Ε.Ε. υποστηρίζει την επιστήμη και τις τεχνολογίες
με σαφή στόχο την προώθηση της καινοτομίας. Κάποια αντίστοιχη κατανόηση για τις
καινοτομίες στον τομέα της τέχνης και του πολιτισμού σχεδόν δεν υφίσταται. Η ιδέα
αυτής της έκδοσης και της Ακαδημίας Διαχείρισης Πολιτισμού είναι να συνδέσει τους
τρεις τομείς – τους φορείς πολιτισμού, την οικονομία και τις τεχνολογικές εταιρίες – και
να τους κάνει να λειτουργήσουν προς την κατεύθυνση της έρευνας και της ανάπτυξης
καινοτομιών.
Ο συλλογικός τόμος περιλαμβάνει 16 άρθρα, τα οποία χωρίζονται σε τρεις τομείς:
ψηφιακές και τεχνολογικές καινοτομίες στην τέχνη και τον πολιτισμό, κοινωνικές
καινοτομίες και νέο κοινό, καινοτομίες από κοινού – πολιτική και πράξη. Οι συγγραφείς ασχολούνται με τη διαχείριση πολιτισμού και κατάγονται από τη Βουλγαρία, την
Ελλάδα και τη Ρουμανία.
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The Cultural Management
Academy in 2018:

4 cities
4 countries

80 cultural managers
and a network of over 100 cultural
managers and CMA-alumni
Call for applications opens in March 2018.

