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1. questioning the transgression of art's sedentary nomadism

In the art and academic world -however, not exclusively there- it is quite common the 

success and viability of one's work to be measured and translated in 'frequent flyer miles'. 

Artists  travel  from  biennials  to  triennials,  from  international  exhibitions  to  conferences, 

workshops, and residencies. They are often described as a simulated 'nomadic' tribe (Becker, 

29), or as urban, post-urban, individual, modern 'nomads'. This travelling/wandering adds to 

their profile to such an extent that, no matter if it informs their work or not 'the image of a 

cultural  worker  on  the  go'  is  invested  with  an  absolute  positive  value  and  a  certain 

romanticism.  Such  an  approach  often  uses  or  rather  misuses  Gilles  Deleuze  and  Felix 

Guattari as a theoretical support. Miwon Kwon argues that it seems that:

our very sense of self-worth is  predicated more and more on our suffering 

through  the  inconveniences  and  psychic  destabilizations  of  ungrounded 

transience, of not being at home (or not having a home), of always traversing 

through  elsewheres.  Whether  we  enjoy  it  or  not,  we  are  culturally  and 

economically rewarded for enduring the “wrong” place. (33)

Kwon continues by saying that:

It is not only the artwork that is not bound to the physical conditions of a place 

anymore, it is the artist-subject who is "liberated" from any enduring ties to 

local  circumstances.  Qualities  of  permanence,  continuity,  certainty, 

groundedness  (physical  and  otherwise)  are  thought  to  be  artistically 

retrograde, thus politically suspect, in this context.  By contrast, qualities of 

uncertainty,  instability,  ambiguity,  and  impermanence  are  taken  as  desired 

attributes of a vanguard, politically progressive, artistic practice.(33)

She  adds  that  it  remains  problematic  to  adopt  such  an  analogical  transposition, 

according to which a model of meaning and interpretation is called forth to validate, even 

romanticize, the material and socio-economic realities of an itinerant lifestyle.  At the very 

least, we have to acknowledge that to embrace the 'physical and psychical experiences of 

mobilization  and  destabilization  that  such  nomadism  demands [...]  is  to  leave  oneself 

vulnerable to new terrors and dangers.' (33)

It is further argued that the liberation from all constraints that is longed to be achieved 



through 'nomadism' is directly related to the classical bourgeois fantasy of divesting ourselves 

of all social bonds, of all others and all sociality as such (Gilbert, 20). Such a 'liberation' is a 

deception, even if we can all agree that 'all knowledge is in flux' and that there is no fixed and 

stable point at which to stand and observe the world. It is an unattainable fantasy, since 'we 

are all historico-socio-culturally situated' (Rapport and Overing 269). 

This  ascertainment  of  unbounded  and  ungrounded  movement,  of  free  and  equal 

mobility is itself a deception also because 'we don't all have the same access to the road'  

(Wolff qtd in Cresswell 54). Such a discourse ignores the  real and substantive  differences 

among those who 'move' and among their ability and potentiality to do so, as well as the 

conditions in which particular movements take place (Ahmed, 332). In a way, it translates the 

collective and forced movements of others into an act of individual and free choice. Hence, 

'the question is not simply about who travels, but when, how, and under what circumstances.' 

(Brah as qtd in Ahmed, 332)

Kauffman, Bergman and Joye add, in the same direction, that the movement and the 

ability or potentiality to move according to some circumstances can represent a new form of 

social inequality (750). Massey describes this situation as the power geometry of movement, 

which is related in very distinct ways to everybody, no matter if one moves or not. She argues 

that mainly the groups or individuals who both move and initiate movement and who are in 

some way in charge of the time-space compression, they can really use it and turn it into their 

advantage. Through this system, it is their power and influence that definitely increases and it 

is their time-space compression that can undermine the power of others (170-171).1

Questioning the per definition radicality of movement and 'nomadism' Sarah Ahmed 

adds that 'the very theoretical approach which privileges ‘transgression’ and ‘subversion’ and 

a lack of fixity,  does not necessarily define itself  simply against  the law, convention and 

boundaries, but may actually serve to reconstitute the law, conventions and boundaries' (336). 

The  Critical  Art  Ensemble  argues  as  well  on  how  the  power  can  appropriate  'nomadic' 

practices, stating that 'the traces of power flow in transition between nomadic dynamics and 

sedentary structures- between hyperspeed and hyperinertia' (128). In other words, power has 

both normalizing and fluid or destructive characteristics shifting from the one type to the 

other, depending on its interests.

1 'For it does seem that mobility, and control over mobility, both reflects and reinforces power. It is not simply 
a question of unequal distribution, that some people move more than others, and that some have more 
control than others. It is that the mobility and control of some groups can actively weaken other people. 
Differential mobility can weaken the leverage of the already weak. The time-space compression of some 
groups can undermine the power of others.' (170)



Commenting on the freedom of choice to be a 'nomad', as well as the freedom of a 

'nomadic' movement, Ahmed implies that subjects that can choose to  give up 'home' in an 

ethics of transgression in order to adopt a 'nomadic' lifestyle, or a 'nomadic' way of thinking, 

can  do  so,  because  the  world is  already  constituted  as  their  home.  These  subjects  are 

constituted as at-home-in-the-world. In other words,  some national or ethnic identities are 

more equal than others, and it is usually them that are projected as 'global' or 'universal' (337). 

It is 'the local self exported as the world' (Brennan as qtd in Cheetham, 3). Hence, since there 

is  no  such  thing  as  a  'cosmo'  identity,  it  can  not  be  an  answer  against  the  reactionary 

nationalism and regionalism.

Nevertheless,  contemporary  art  typically  sees  itself  as  a  cosmopolitan  discourse. 

'Discourses as different as those of diaspora and international art fairs share preoccupations 

with crossing borders' (Cheetham 1). Artists, themselves, 'can' -and often do- 'aestheticize and 

glamorize  the  ordeal  of  migration  in  ways  and  manners  quite  unthinkable  (and possibly 

obscene) to those who actually suffer it' (Roelstraete 3). Such aestheticization and sublimation 

reinvents the harsh political  facts  of diaspora and exile as the luxury life-style  choice of 

nomadology. Transformed into an aesthetic concern, diaspora and exile are reproduced as a 

desirable possibility of contemporary life.

Rosi Braidotti argues that there can be an effective political and intellectual use of the 

international  (not  'universal'!)  perspective,  only through the analysis  of  and confrontation 

with our national ties and our own 'inscription in the networks of power and signification that 

make up one's culture.' In other words, only through the critical scrutiny of our respective 

roles in our cultural and national contexts. (Exile, 7-8).

Although Braidotti unfolds her arguments referring to Feminism, I generalize them to 

include  all  kinds  of  politically  engaged  thinking  and  acting.  Furthermore,  I  endorse 

Braidotti's  argumentation  specifically  in  an  art-context,  because  she  is  making  these 

proposals, at the same time that she is adopting the 'nomadism' of Deleuze. In order to be 

critical  to  those  discourses  that  usually  source  from nationalism,  colonialism,  fascism or 

cultural  essentialism,  she suggests  not to avoid but re-work them. One way to  avoid the 

dilemmas put by nationalism and homogenising globalism would be to acknowledge and 

underline  the  differences  as  well  as  the  similarities  amongst  people  and  cultural,  social 

contexts. 'Being a nomadic European subject means to be in transit but sufficiently anchored 

to a historical position to accept responsibility for it' (Subjectivity).

Sara  Ahmed,  as  already  discussed,  argues  that  the  conflation  of  leaving  home, 

migrating  or  travelling  with  the  suspension  of  the  boundaries,  and  the  transgression  of 



identity conceals the power inequalities in movement (theoretical, metaphorical or physical). 

In  order  to  reveal  these  inequalities  she  suggests  that  it  is  required  'to  begin  to  ask  the 

question of what it means to be at home in the first place' (338).

2. Re-conceptualizing Home: the self-on-site

Susan B. Sutton has argued that for at least the last five centuries:

 (h)ousing is the premier symbol of Greek familial autonomy and status, yet 

actual  houses  have  been  repeatedly  abandoned  or  altered  during  the  many 

migrations of Greek history. … Greek life has long favored mobile, household-

based systems of production that encouraged frequent migration in response to 

the shifting fortunes of different geographical regions. …  [Then, the control 

over  a  shifting  housing  base  and]  the  ability  to  leave  or  transform houses 

operated as a key familial strategy. … (T)his strategy created a social landscape 

in  which  spaces  acquired  meaning  and  houses  became  markers  of  various 

interpretations of the past' and the present. [Through such formative processes,] 

Greeks  attained  some  sense  of  agency  and  refuge  as  they  meshed  their 

domestic world with larger systems of political economy. (73)2

As an  artist  and  architect  out-of-home and  on-the-move,  I  initiated  a  research  to 

expand my notions  of  Home.  My initial  goal  was  to  understand and deal  with  my own 

contradictory feelings,  as Kwon described them; feelings of alienation, displacement, not-

belonging,  that  are  combined  with  the  thrill  of  discovering  new  things  and  territories. 

Through the process I realized I was applying a collective memory as described by Sutton: 

the  strategy  of  my  parents,  grandparents  and  parents  of  grandparents  which  consists  in 

transforming and shifting the housing base as a form of agency and autonomy in regard to 

migration. The fact that I was doing the research in english already expanded my notion of 

home as something more than a house and whatever it can include. Then, my scrutinization 

of home-in-movement-and-in-place introduced new questions that have been crucial  in its 

development.  How could  we imagine  and  re-define  doing  or  being-at-home,  in  order  to 

empower and emancipate the self? How could this be done without reproducing the power 

geometries of fixity and movement? Despite the lack of any satisfactory answer to them, they 

provide me with the reason and the direction towards which I would like to continue my 

investigation.

2 Taking into account that the history of Europe is a history of migrations (Sassen), it is very likely that this 
strategy is not a Greek invention. Although I have not encountered yet a study of housing strategies in 
Europe or beyond it, I can say from my experience that it has at least been adopted in the region of Balkans.



This research resulted so far in a theoretical framework, introduced by a MA thesis in 

2010, and in a series of artistic actions, conceived as one art-project entitled 'The Restoration 

of the Wall'. These two differentiated results of the research (theory+art-project) evolved in 

time informing and complementing each other. In this framework, I try not to choose between 

place  or  movement,  'sedentarity'  or  'nomadism',  but  rather  suggest  other  ways  of 

understanding  Home  within,  beyond  and  against  this  polarity.  In  this  light,  Home  is 

introduced as a multiple process, inter-relational and incorporating. More specifically:

Home is conceived as multiple and heterogeneous. It can be simultaneously actual, 

remembered, imagined or desired. It can be a house, a family, a place, a space, an idea, a 

habit, an activity, an atmosphere, a culture, a community, a feeling, one's own body. It can be 

associated with feelings of comfort and security and/or oppression and violence. It can be 

given and/or made, familiar and/or strange. It can be influenced by ideas and practices of 

nationalism and globalization, production and consumption, architecture and design. Home is 

in plural and someone can be homeless in one of these homes or in all of them.

Home  changes.  It  is  an  event,  a  process; namely  a  sensuous  human  practice,  a 

transformative unfinished activity. In a constant process of becoming, home is both produced 

and destabilized.  It  changes itself  from one state to another in the course of time,  and it 

modifies the very identity of the forces engaging in its construction.

Home is a product of inter-relations. It becomes the meeting point, the unique for 

each one of us- intersection of all the factors that participate in its construction. It stays open 

for connections yet to be made or not. It stays full of loose ends and ongoing stories.

Home is in a particular linkage to its 'outside'. What is refused from the construction 

of home becomes crucial to its definition, re-engaging the possibilities that are excluded or 

permitted by boundaries. Home embodies frictions, contradictions and conflicts understood 

as sustaining relations. Home is in the process of incorporating foreign elements and it is the 

result of such an incorporation.

3. 'The Restoration of a Wall', an art-project of home-transformations

The art-project 'the Restoration of a Wall' adopts the conceptualization of Home as it 

has been described so far.  Additionally,  it  takes into account  that  value and meaning are 

inscribed on objects and that they participate in turn in the construction and perception of our 

reality and the self. They participate in the formulation of our world being interwoven with 

our fantasies, desires and aspirations. This inscription does not refer only to a symbolic order, 

the will and the beliefs of people, but it also speaks about events, people's actions and the 



time passing. Consequently, notions of home are inscribed on our material environment and 

on objects in particular and then in turn these objects participate in the creation of home; in 

the creation of self, memory and time -either past, present or future.

“The Restoration of a Wall” deals with the home objects of my houses in Greece that 

were  left  behind  when  I  moved  to  the  Netherlands.  It  starts  in  2009  in  my  birthplace 

(Thessaloniki) with the construction of a wall out of the boxes used to move and store these 

objects (img. 1a). The metaphor of the Wall3, however fragile it may be, underlines the fact 

that Home and therefore the accumulation of home objects can be at once a refuge and a 

prison. My need to 'liberate' myself from this prison together with my need to invest home-

ness on objects led me to the necessity to face the Wall. To act upon it.

These  boxes  of  my  moving out  from a  house  going  to  another  are  used  for  the 

cnstruction of the Wall, because the objects inside them are in a state of transition. In this 

moving/storing situation, objects are out of their context of a place. In such a situation, their 

significance and their interrelations are partially destroyed. Hence, once on the move, objects 

and home have the potentiality to be re- configured. Their meanings, relations, classifications 

can be re-evaluated and recreated.

The restoration was introduced here as a methodology borrowed from Architecture to 

study and act upon this material record of Home. It was introduced exactly because it has 

always  these  two  aspects:  study and  action.  A restoration  study entails  the  analysis  and 

collection of information, as well as the analysis and evaluation of this information, always in 

order to end up in decisions of restoration that will be then executed. The restoration as a 

metaphor  is  used here  also because  every restorative  action  aspires to  protect  the object 

restored, being, at the same time, a rather destructive action; at least for what is considered to 

be worthless or less valued.

In order to understand the structure of the wall  a specific restoration technique of 

analysis is applied on it. According to this technique an area is designated to peel off one by 

one the layers of plaster till the very basic elements of the wall construction. In this phase of 

the project, the first layer of the Wall is peeled off, the boxes are cut open and photographs 

are  taken  for  the  collection  of  data  (img.  1b).  A publication  follows  in  2010  with  the 

participation of Jeremy Gilbert -a cultural studies Reader. It analyses these data, introducing 

issues about the goals, the methods, the presuppositions, as well as the doubts and failures of 

such a 'restoration'.

The succession of images of open and closed boxes in the publication aspires to reveal 

3 see for example how Pink Floyd sang it in 1979 in their album (and movie) with the same title.



the duality inherent on our accumulation of home objects (img.2). A duality of value systems. 

One of capitalism, mass production,  industrialization,  money, advertisement,  consumption 

and consumerism; and the other more personal,  cultural,  social,  emotional,  sensational or 

affective. They are perceived as the two faces of the same coin, one embedding the other. 

Through the objects' narrations of Home, the publication speaks about the unique intersection 

of global, local and personal networks of Home as well as the contradictions and conflicts 

that Home entails.

In 2011, the Wall is placed in the street for 24 hours giving the possibility to publicly 

discuss further the spatial, personal, and political contexts of Home-on-the-move (img. 3). In 

particular, the Wall  was put vertically on the pavement in front of my parents' house, in-

between the street and the block of the housing buildings, in-between the entrance of a shop 

and the entrance of the house (img. 4). The pavement becomes the 'wrong place' for home, 

the site for it to encounter its own estrangement and instability4. The spatial in-betweenness 

of the Wall emphasized the transitional space in which the objects are: neither on the move 

nor in a house, neither in a commercial nor in a homely environment. Nevertheless, it reveals 

that the Wall albeit in a transition, it can not be totally out of context, since it still has active 

these potentialities. In the same line, this specific location presents the dynamic of the future 

of these objects since they can become, altogether or individually,  Art or Trash or Home or 

Merchandise or all of these in the course of time (not necessarily in that order). 

Till  this  point,  in  discussions  I  had,  many  people  were  imagining  the  literal 

destruction and instant and total elimination of the Wall. In fact that was what it has been 

expected  of  me as  the  only  true  'radical'  brave  action.  For  me,  however,  this  was  not  a 

solution since this could very likely result  in reproducing the already known and thus in 

creating anew such an accumulation. What I wanted was to act on what the Wall ensued from 

in the first place. This was a way to point out the responsibility of each one of us in building 

and internalizing our own Wall.

In the most recent phase of the project, a first attempt of the wall's restoration is being 

made in the direction of de-constructing and re-structuring Home, its value and meaning, as 

well as the ways we live it. 

In  2011,  in  an  abandoned hotel  used  for  the  group art-exhibition  'Symbiosis',  the 

restored wall results in a three-fold installation that hosts a series of events (img. 5): 

a. The objects are taken out of the boxes creating a tent-like space given to free use to 

4 the 'wrong' place is conceived as a place unfamiliar, disorienting, destabilizing, even threatening. This 
'wrongness' or 'rightness' are not autonomous, objective conditions of the place itself, but rather qualities that 
the place acquires in relation to something outside itself, namely in relation to each subject (Kwon, 42)



the public. During the opening hours of the exhibition visitors can hang out, sit, lie, and rest 

inside the tent, listen to the available cassettes and cd’s, read books, make themselves some 

tea or coffee, and eat together. 

b. The personal objects that carry a highly autobiographic, and therefore symbolically 

charged meaning [especially for me, my family and those who know me] create a totem-like 

sculpture. 

c. The objects that have neither any special use or meaning, nor any symbolic value 

for me, remain in the boxes that stay in the background of the installation, just underlying the 

excess of household accumulations.  Nevertheless, in the end of the exhibition, also these 

boxes come to the forefront when the objects they contain are given to whoever wants to have 

them and take care of them.

Aside  from  the  rather  informal,  everyday  use  of  the  installation  (img.  6),  some 

appointed events suggest collective and public aspects of the topics ‘home and symbiosis’ (so 

the theme of the exhibition). These events comprise  1. a performance, during which I stay 

one evening covered by my objects  as a part  of the 'wall',  safe and buried in my 'home' 

(img.7); 2. a discussion, after a lecture-performance from my part, and the short essays of the 

psychologist Ioanna Ierodiakonou, the archaeologist/culture analyst Kostas Kotsakis, and the 

economist Spuros Markettos (img. 8); 3.     a jamming session  , where people are invited to use 

objects from the installation as musical instruments for music improvisation, accompanied by 

two guitars (img. 8); 4.   a collective lunch  , where people contribute to a communal meal using 

the  pottery  and  cutlery  of  the  installation  (img.  8);  5 .   a  ‘give-away-shop’  ,  where,  as 

mentioned above, people can choose and take away objects from a part of the wall (img. 9).

At this point, the project explores the potentialities of Home's re-conceptualization as 

a process inter-relational, multiple and incorporating. Every aspect of this phase is considered 

to be Home: the objects, the installation, the space and the atmosphere they created, their use, 

the activities taken place there, the people -family, friends, acquaintances, strangers-, their 

doing/being there,  me and my being/doing there,  the relations and situations  created,  the 

memory of all of them and the expectations created, fulfilled or not. They all share a common 

ground, but they exceed and sometimes contradict each other. Each one of them, in relation to 

the rest, is an incomplete repetition/ materialization of Home, verifying and failing to verify 

it.  Each  repetition  of  Home  becomes  a  practice  of  verification  but  also  of  doubt, 

destabilization and re-creation. 5

5 I adopt Judith Butler's argumentation in understanding matter and the construction of the self, replacing 
“sex” with home. I paraphrase her, claiming that after all, home is a materialization of the self. 
      (One of many).



If, in every reiteration of home, 'gaps and fissures are opened up … as that which 

cannot be wholly defined or fixed by the repetitive labor of that norm' (Butler 10), there are 

some elements that reinforce the creation of such gaps. For example, the fact that, one has to 

do, at the same time, with somebody's Home and with a simulation of Home, the fact that we 

discuss about Home in a hotel, abandoned and then turned into an exhibition space, or the fact 

that personal objects are used, seen, approached personally and impersonally, while they are 

given  in  public  use  and  they  are  publicly  exposed.  These  elements  create  a  feeling  of 

uncanniness and estrangement that might contribute to Home's 'potential productive crisis'.

4. Conclusions

Miwon  Kwon  asserts  that  “critical”  art  practices  till  very  recently  persisted  in 

situating art, its definition and its legitimation, in places other than where it “belongs”, in 

places  “wrong”  and   “improper”.  Nevertheless,  such  practices  have  created  and  usually 

reproduce a different kind of normative system, this time, one of movement and ungrounding. 

Thus, after her, critical art practices today should be critical to both normative systems of 

'fixity' and 'movement', bearing 'the burden of the necessity and impossibility of modeling 

new forms of being in-place, new forms of belonging.' (Kwon 43)

My work sources from this necessity and it suggests to explore the possibilities of 

new forms of belonging, despite the 'impossibility' of a success in such a mission. Home, a 

notion  that  almost  by  definition  is  connected  with  rootedness,  stability,  and  safety  is 

scrutinised not to be denied but to be re-configured. Moving within, beyond and against the 

polarity of fixity and movement, Home is suggested as a process of multiplicity that is inter-

relational and incorporating. Such an understanding of Home  is a way to examine and re-

configure simultaneously the relations between identity (-the self), time and space. It is an 

effort to trace and change the self on site. Where 'site' is not just a physical place but the 

context of relations and the relations that occur in place, through time.

In this direction, the art-project 'the Restoration of a Wall' follows the transformations 

of  the  accumulated  home  objects  of  a  migrant  (myself)  and  it  examines  how  these 

transformations could change notions and practice of Home. This process -and this paper as 

part of it- strives to apply such a change in a more relational and collective way.

In the course of time, the project adopts various forms and formats. More specifically, 

at first, the accumulation of home objects -in boxes and in a moving out or storing situation- 

becomes a Wall (a refuge or a prison?). Then, a 'restoration study' -through a publication- 

analyses the structure of such a Wall and the value and meaning inscribed on the objects that 



compose it. Towards its restoration the Wall changes contexts: from a storage room, to the 

streets, to a hotel-exhibition space. It changes forms: from a line to a space, from its stillness 

of moving/storing to its activation. In its most recent phase, the accumulation of home objects 

unfolds in a multiplicity of temporary sites, of everyday personal and public activities as well 

as individual and collective situations (readings, meals, a discussion, a jamming session, a 

give-away-shop).   This  shift  from one  form to  the  other,  from one  context  to  the  other, 

becomes a simulation of migrations.

In this light, home becomes a spatio-temporal metaphor to raise issues of individual 

consciousness and emancipation at the points where 'discourses are transformed in, through 

and on the basis of relations of power' (Foucault qut in Smith 97).6 In other words, what it is 

suggested here is not a formula of universal abstract spatial and temporal forms, or a formula 

of Home-making. Rather it is a political position taking.

This process of transformation becomes a political position taking because it opens up 

questions of desire and imagination for the future, as well as issues of political ethics, agency 

and  emancipation.  Furthermore,  not  only  it  poses  such  questions  but  it  also  takes  the 

responsibility to answer them and to fail to answer them. In few words, what the project 

suggests is not a set of answers but a process of trial and error, of questioning and answering, 

in practice and in a repetition that could put Home into a potentially productive crisis. A crisis 

not for its own sake, but towards self-emancipation.

6 Foucault argued that 'while temporal metaphors tapped questions of individual consciousness, the effort “to 
decipher discourse through the use of spatial, strategic metaphors enables one to grasp precisely the points at 
which discourses are transformed in, through and on the basis of relations of power.” Not only is then the 
production of space an inherently political process, but also the use of spatial metaphors, far from providing 
just an innocent if evocative imagery, actually taps directly into questions of social power (Smith 97) 



Img  1a+b.  A  part  of  the  Wall  that  was  constructed  with  the  boxes  of 
moving/storing  home  objects,  before  and  after  the  application  of  the  restoration 
technique. (This was only applied at one side of the Wall).

Img 2. Succession of images in the publication. Examples



Img 3. The Wall on the street.

Img. 4. The Wall in-between the entrance of a shop and of a residential building. 



Img. 5. The three-fold installation: the ‘tent’, the ‘totem’ and the skin of the wall 

on the back

Img. 6. Everyday use of the installation.



Img. 7. Performance.

Img. 8. Events



Img. 9. ‘Give-away shop’.
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