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ABSTRACT	

	

This	thesis	investigates	the	challenges	of	starting	a	creative	career	in	the	peculiar	work	environment	of	

the	creative	industries.	Faced	with	a	constant	employment	instability	and	ever-changing	external	

conditions,	workers	that	enters	the	creative	labor	markets	must	be	able	to	self-manage	their	career	

choices	in	order	to	reach	and	maintain	job	positions	in	those	fields.		

	

Using	grounded	theory	method,	this	thesis	examines	how	creative	workers	that	have	just	begun	their	

working	life,	decide	about	their	career	moves	in	a	progression	perspective	without	the	benefit	of	any	

organizational	guidance.	Specifically,	it	examines	how	creatives	manage	to	take	work-related	decisions	

in	order	to	start	their	careers	in	the	creative	industries,	which	are	dominated	by	project-based	

production	systems,	short-term	contracts	and	structural	uncertainty.	

	

Analyzing	the	data	collected	from	a	group	of	diverse	creative	workers	under	26	years	old,	the	research	

identifies	two	resources	sought	in	work	experiences	by	young	creatives	in	order	to	gain	progression,	

and	three	strategies	used	to	acquire	those	desired	resources	in	this	first	phase	of	career	building.	

	

Based	on	the	findings,	the	theory	constructed	on	the	emerged	concepts,	argues	that	young	creative	

workers	look	for	exploration	and	recognition	opportunities	when	seeking	and	considering	work	

experiences.	They	cannot	rely	on	any	external	support,	such	as	organizational	support,	therefore,	they	

have	to	self-manage	this	seeking	and	their	career	building	processes.	As	a	result,	to	achieve	those	

resources	and	whereby	career	progression,	merely	relying	on	themselves,	they	apply	strategies	of	

entrepreneurial	and	agential	skills	development,	relationships	management	and	presence	

maximization.	
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1.0	INTRODUCTION		
	

In	recent	years,	career	studies	have	received	a	restored	attention	and	started	a	lively	debate	on	the	

current	nature	of	careers,	as	a	result	of	a	growing	need	to	understand	the	ongoing	changes	both	on	

how	individuals	deal	with	their	working	lives	and	how	organizations	play	the	backdrop	role	in	workers’	

careers.	

Postindustrial	working	environments	led	to	a	diminished	long-term	employment	and	job	stability,	

abandoning	the	traditional	career	concepts,	and	calling	for	new	models	to	deal	with	less	structured	

sequences	of	jobs	that	may	cross	occupational,	organizational,	and	geographical	boundaries	(Arthur	&	

Rousseau,	1996).	

	

In	this	context,	a	literature	on	new	careers	has	thus	emerged,	headed	by	the	boundaryless	and	the	

protean	career	theory,	that	provided	an	important	means	to	start	any	contemporary	career	study,	

given	the	recent	rise	of	discontinuous	job	experiences	and	opportunities	due	to	increased	contingent	

work,	self-employment,	contract	and	project	work	(O’Mahony	&	Bechky,	2006).	Consequentially,	the	

idea	of	career	progression	changed	its	essence:	from	intra-organizational	vertical	moves	in	hierarchical	

environments	to	horizontal	moves	across	the	boundaries	of	separate	organizations	in	an	employer-

independent	perspective.	

Thus,	developing	a	career	is	becoming	more	and	more	a	responsibility	of	the	workers	themselves	and	

individuals	have	to	face	relevant	work-related	choices	to	their	careers	more	often,	leading	to	career	

self-management	(Mathieu,	2012).	

Indeed,	career	theorists	(Arthur	and	Rousseau,	1996;	O’Mahony	and	Bechky,	2006;	Briscoe	et	al.,	

2012)	have	pointed	out	that	a	fundamental	issue	of	careers	is	related	the	consequences	of	

boundarylessness	in	gaining	a	career	progression:	individuals	have	now	to	deal	with	external	labor	

markets,	continuously	growing	in	complexity	and	volatility,	without	the	benefit	and	support	of	any	

organizational	guidance.	

	

In	creative	working	environments,	these	issues	are	even	more	obvious,	since,	due	to	the	project-based	

system	of	production	that	have	dominated	recent	years,	creative	organizations	heavily	rely	on	short-

term	contracts	with	workers	and	have	functional	needs	for	flexibility	(Menger,	2006).	This	is	translated	

into	the	necessity	for	creative	workers	to	constantly	apply	a	career	perspective	on	every	work-related	



	 7	

decision	they	take	in	order	to	manage	their	own	career,	finding	themselves	in	this	permanent	status	of	

job	instability.	

	

However,	careers	in	the	creative	environments	have	been	little	studied,	mainly	because	of	the	unique	

conditions	in	which	these	industries	operate,	and	because	of	their	features	that	challenge	the	

conventional	career	studies,	starting	from	problems	delimitation	to	difficulties	with	typical	surveys	and	

measure	methods	(Menger,	2001;	Menger,	1999).	Yet,	creative	labor	markets	are	constantly	growing	

and	the	numbers	of	creative	workers	entering	the	market	increase	every	year	(Menger,	2001),	

considering	that	creative	industries	are	becoming	central	to	the	economic	activity	of	many	countries.	

Therefore,	organizations	that	are	creativity-based	can	no	longer	be	seen	as	secondary	to	the	‘real’	

economy	(Hesmondhalgh,	2007),	as	well	as	creative	workers	can	no	longer	be	seen	as	secondary	in	

career	studies.	

Though,	while	there	is	a	rich	tradition	of	research	on	the	‘political-economic	dynamics	and	

organizational	structures	of	these	industries’	(Hesmondhalgh,	2010),	there	has	been	a	somehow	

surprising	lack	of	qualitative	studies	about	the	individuals	who	actually	work	in	these	organizations.	

	

Hence,	the	need	to	investigate	career	progression	in	boundaryless	times	from	this	rising	category	of	

workers’	point	of	view	appears	to	be	evident.	Furthermore,	it	also	appears	to	be	interesting	for	career	

studies	in	general,	taking	into	account	that	creative	industries	have	often	been	mentioned	as	

‘forerunners	in	experiencing	the	trend	toward	increasingly	flexible	high-skilled	labor	markets’	(Menger,	

2006).	

	

	

1.1	PROBLEM	STATEMENT	
	

In	the	light	of	these	considerations,	what	emerges	as	the	biggest	challenge	for	managing	postindustrial	

careers	is	how	workers	navigate	a	progressive	series	of	jobs	in	external	labor	markets	and	take	

decisions	to	achieve	career	progression	(O’Mahony	&	Bechky,	2006).	

	

In	the	specific	case	of	the	creative	workers,	this	navigation	has	to	be	related	to	the	unique	conditions	

of	the	innate	uncertainty	in	working	in	the	creative	industries,	and	the	certainty	of	short-term	
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contracts,	since	in	these	industries	mobility	is	a	structural	demand	and	not	an	individual	choice	

(Mathieu,	2012).	

By	interviewing	a	sample	of	creatives	who	worked	for	Fabrica,	a	research	center	founded	by	the	

Benetton	Group	that	offers	one-year	scholarships	to	under	26	creatives	from	all	over	the	world	in	

different	visual	art	disciplines,	I	am	able	to	combine	the	studies	on	careers	progression	in	boundaryless	

environments	with	the	creative	working	environment,	and	try	to	take	a	picture	of	how	young	

creatives,	having	recently	begun	their	working	life	and	facing	uncountable	career	choices	in	daily	

working	life	without	any	organizational	framework	(O’Mahony	and	Bechky,	2006),	manage	to	link	their	

work-related	decisions	in	a	progressive	manner.	

Therefore,	the	problem	statement	is	the	following:	

	

How	do	young	creatives	make	work-related	decisions	in	a	career	progression	perspective	within	

external	labor	markets,	at	the	beginning	of	their	working	life?	

	

This	thesis,	thus,	aims	to	detect	the	strategies	that	underlie	young	creatives	workers’	behaviors	in	a	

career	perspective	and	to	identify	the	resources	they	rely	on	to	achieve	career	progression	in	the	

abovementioned	peculiar	industry	conditions.	

	

	

1.2	DELIMITATIONS	
	

This	thesis	explores	the	area	of	career	self-management	among	young	creative	workers.	Through	

considering	contemporary	career	theories	concepts	on	creative	work	environments,	it	provides	a	more	

specific	approach	to	creative	careers,	combining	the	peculiar	conditions	of	creative	work	and	labor	

markets,	within	industries	dominated	by	innate	uncertainty	and	short-term	contracts,	and	the	post-

organizational	career	orientations	and	behaviors.		

	

Though,	in	order	to	maintain	a	narrow	focus	in	the	thesis,	so	that	the	appropriate	attention	can	be	

provided	to	the	problem	statement	and	the	research	query	that	was	elaborated,	and	due	to	time	and	

feasibility	constraints,	delimitations	to	the	chosen	topic	are	necessary.		

Hence,	I	decided	to	narrow	down	the	scope	of	the	study	and	to	choose	one	single	organization	to	

serve	as	framework	and	as	a	general	insight	for	the	labor	markets	in	creative	working	environments,	
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the	Fabrica	Research	Center,	based	in	Italy	but	with	an	international	pool	of	creatives,	delimiting	my	

investigation	from	getting	to	analyze	other	creatives’	careers	in	different	organizations.		

	

However,	because	contemporary	career	studies	are	mainly	focused	on	the	post-organizational	career,	

in	which	organizations	are	not	co-managing	individuals’	careers	anymore,	the	organizational	context	in	

which	the	person	actually	works	becomes	less	relevant	in	studying	careers,	istead	what	is	much	more	

relevant	is	the	industry	context	(O’Mahony	and	Bechky,	2006).		

	

Considering	this,	it	will	not	be	presented	a	study	of	the	organization	itself,	since	Fabrica	presents	just	

the	frame	in	which	the	subjects	of	the	research	are	moving	their	careers	at	the	moment.	Indeed,	the	

organization	will	be	only	studied	through	the	eyes	of	the	creatives	and	through	how	their	work-related	

decisions	brought	them	there,	and	most	of	the	attention	will	be	paid	to	creatives	themselves,	together	

with	the	context	of	the	contemporary	creative	work	environments.	

 

	

1.3	STRUCTURE	OF	THE	THESIS	
	 	

Chapter	I	provides	an	introduction	to	the	subject	and	formulates	the	problem	statement	guiding	the	

thesis. 	

Chapter	II	concerns	my	methodological	consideration	and	presents	the	research	design.	

Chapter	III	gives	an	introduction	to	contemporary	career	theory	(especially	boundaryless	and	protean	

career	theories)	and	studies	on	creative	industries.	

Chapter	IV	discusses	the	findings. 	

Chapter	V	is	the	final	conclusion	of	the	thesis. 	

Chapter	VI	presents	the	implications	and	limitations	of	my	thesis	and	suggests	further	research.	

	

	

1.4	DEFINITIONS	
	

Key	terms	used	throughout	the	thesis	are	explained	here:	

	

Career:	the	evolving	sequence	of	a	person’s	work	experiences	over	time.	
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Traditional/Organizational	Career:	career	that	unfolds	in	a	linear	and	upward	hierarchical	progression,	

based	on	individual	skills,	usually	within	one	single	organization.	

	

Post-Organizational	Career:	non-linear	career	progression	that	develops	among	different	employers	

and	types	of	job.	

	

External	Labor	Markets:	cross-organizational	labor	markets.	

	

Creative	Industries:	industries	based	upon	activities	which	have	their	origin	in	individual	creativity,	skill	

and	talent,	and	which	have	the	potential	for	profit	creation	through	the	generation	and	exploitation	of	

intellectual	property,	and	usually	we	intend	music,	film,	publishing,	visual	arts,	performing	arts,	fashion	

and	design	industries.	

	

Creative	Workers:	individual	who	provides	creativity,	skills	and	talent	related	to	the	core	production	

processes	in	field	like	music,	film,	publishing,	visual	arts,	performing	arts,	fashion	and	design.	
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2.0	METHODOLOGY		
	
This	part	of	the	thesis	will	deal	with	the	fundamental	choices	regarding	the	theoretical	perspective	and	

the	operational	design	that	were	used	in	the	research,	explaining	the	main	philosophical	assumptions	

that	are	at	the	basis	of	this	study,	and	providing	the	motivations	behind	the	consistent	operational	

decisions	that	established	the	structure	and	design	of	the	work.		

	

	

2.1	THEORETICAL	PERSPECTIVE	
	

The	concept	of	theoretical	perspective	can	comprehend	the	various	fundamental	ontological	and	

epistemological	hypothesis	(Justensen,	2012),	on	which	every	researcher	bases	a	study.	Significant	to	

state	is	that	perspectives	are	not	precisely	defined	entities,	and	sometimes	researches	can	present	

difficulties	in	being	placed	within	a	single	unambiguous	perspective	(Justensen,	2012).	

Difficulties	are	also	when	researchers	ask	themselves	whether	there	is	a	‘right’	philosophical	

perspective	to	apply	to	each	research	case,	especially	in	social	research.	With	the	words	of	Hughes	and	

Sharrock	(1997)	‘since	the	nature	of	philosophy,	and	its	relationship	to	other	forms	of	knowledge,	is	

itself	a	major	matter	of	philosophical	dispute,	there	is,	of	course,	no	real	basis	for	us	to	advocate	any	

one	view	on	these	matters	as	the	unequivocally	correct	conception	of	the	relationship	between	

philosophy	and	social	research’.		

	

The	choice	of	a	philosophical	approach	is	a	crucial	moment	of	every	research	process,	because	the	

researcher’s	perspective	on	‘why	research?’	influences	the	work	as	a	whole.	

On	this	topic,	social	researcher	M.	T.	Holden	(2004)	says	that	what	is	important	is	that	research	should	

not	be	methodologically	led,	but	that	‘methodological	choice	should	be	consequential	to	the	

researcher’s	philosophical	stance	on	the	social	science	phenomenon	to	be	investigated’.	Thus,	

developing	a	theoretical	perspective	requires	the	researcher	in	social	sciences	to	make	some	core	

assumptions,	which	will	have	crucial	consequences	for	the	practical	implementation	of	the	research	

method	at	all	stages	of	the	research,	on	these	two	dimensions:	the	nature	of	society	and	the	nature	of	

science	(Burrell	and	Morgan,	1979).	Making	assumptions	in	these	two	dimensions	corresponds	to	

interrogating	ourselves	on	what	is	our	research	presuppositions	in	terms,	respectively,	of	ontology	(the	

nature	of	reality)	and	epistemology	(the	nature	of	knowledge).	To	this	two	dimensions,	other	two	must	
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be	added	in	order	to	set	up	the	construction	site	on	which	starting	to	build	a	research	work:	human	

nature	and	methodology.	

Questioning	about	these	assumptions,	researchers	will	find	some	consequentiality,	since	one’s	view	on	

ontology	influences	her	or	his	epistemological	belief	that,	in	turn,	provokes	a	certain	perspective	on	

human	nature,	and	then,	all	the	three	will	subsequently	lead	to	consistent	choices	in	terms	of	

methodology	(Holden,	2004).	

All	the	four	abovementioned	dimensions	at	the	core	of	research,	run	on	a	continuum	that	goes	from	

extreme	objectivist	approach	to	extreme	subjectivist	approach,	and	it	is	on	these	continua	that	every	

researcher	has	to	decide	to	position	her	or	his	study.	

	

	

2.1.1	CONSIDERATIONS	ON	ONTOLOGY	AND	EPISTEMOLOGY		
	

Ontology	is	defined	as	the	study	of	the	nature	of	being,	that	means	questioning	about	what	the	nature	

of	the	objects	of	our	analysis	is,	and	thus	about	what	we	perceive	to	be	the	nature	of	reality	

(Justensen,	2012).	The	ontological	assumption	is	the	basis	on	which	building	the	whole	research	and	

that	influences	all	the	other	methodological	assumptions.	The	second	assumption,	just	below	the	

ontological	basis,	is	epistemology.	Epistemology	is	the	study	of	the	nature	of	knowledge,	through	

which	we	ask	ourselves	how	knowledge	happens,	and	thus	what	role	has	our	ability	to	gain	knowledge	

(Justensen,	2012).	

	

This	thesis	adopts	an	interpretivist	position,	which	lies	in	the	intermediate	position	on	the	continua	

between	extreme	objectivity	and	extreme	subjectivity,	and	has	at	its	core	the	phenomenological	

approach	(Holden,	2004)	and	its	belief	that	reality	exists	out	there,	while	we	are	not	able	to	grasp	it	as	

it	is,	but	only	through	our	relation	with	it.	Husserl	(1929),	the	philosopher	who	developed	

phenomenology,	believed	in	the	existence	of	reality,	but	rejected	the	view	of	the	world	proposed	by	

positivism,	which	operates	within	a	realist	ontology	defined	as	an	objective	single	reality	with	inherent	

and	essential	characteristics	that	can	be	described	objectively	by	the	researcher	(Justensen,	2012),	and	

argued	that	reality	could	only	be	understood	by	interpreting	an	individual’s	stream	of	consciousness	in	

relation	to	that	reality.	

The	very	definition	of	a	phenomenon,	in	this	perspective,	implies	the	necessary	presence	of	a	subject	

who	experiences	the	studied	phenomenon,	otherwise,	with	no	subjective	experience,	there	would	not	
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be	a	phenomenon.	Considering	this,	one	can	say	that	the	clear	distinction	between	ontology	and	

epistemology	that	distinguishes	the	most	objective	(realist)	approaches,	in	phenomenological	

perspective	is	more	ambiguous,	since	there	is	no	access	to	reality	outside	of	our	knowledge	and	

interpretation	of	it	(Justensen,	2012).	Hence,	considerations	on	the	ontology	and	epistemology	related	

to	the	thesis	will	be	presented	in	this	same	paragraph	and	will	be	discussed	at	the	same	time,	with	no	

sharp	distinction.	

	

In	all	variants	of	phenomenology,	two	key	concepts	play	a	central	role	on	both	ontological	and	

epistemological	levels:	subjectivity	and	life-world.	Subjectivity	is	crucial	because	the	focus	of	

phenomenology	is	always	on	the	subject	and	the	subjective	experience,	with	the	latter	that	constitutes	

indeed	the	typical	object	of	analysis,	since	what	is	relevant	is	the	experience	per	se	and	not	the	

objective	aspects	of	the	phenomenon	that	is	experienced.	The	concept	of	life-world	refers	to	the	

specific	world	in	which	individuals	live	in	and	perceive	phenomena	in	their	everyday	life.	It	has	to	be	

specified	that	this	does	not	imply	that	our	own	unique	experiences	are	a	radically	individual	matter,	

rather,	this	life-world	is	a	collective	horizon	in	which	we	find	ourselves.	It	is	defined	by	a	certain	spatial	

and	temporal	context,	socially,	culturally	and	historically	framed.		

These	two	key	concepts	are	summarized	in	Kvale’s	(1996)	explanation	of	what	phenomenology	is	

about:	understanding	the	social	phenomena	through	interviewing	and	describing	the	world	from	the	

interviewees	own	perspectives,	as	it	is	experienced	by	them.	However,	it	must	be	clearly	stated	that	

interviewees	(subjects)	are	not	isolated	entities,	but	they	interact	with	the	life-world	they	live	in,	so	

that	it	would	be	actually	more	accurate	to	talk	about	‘intersubjectivity’	as	the	key	concept	of	

phenomenologically	inspired	researches	in	social	sciences	(Justensen,	2012).		

	

For	interpretivism,	intersubjectivity	is	taken	further,	since	its	central	concept	is	that	understanding	

may	be	obtained	through	an	analysis	of	external	artifacts	such	as	texts,	physical	artifacts	and	verbal	

statements	(Gadamer,	1975;	Gasson	2002).	This	is	a	perspective	that	derives	from	the	

phenomenological	stance	in	Heidegger	(1962),	who	explained	that	intersubjectivity	dwells	in	our	own	

reflections	about	living	in	the	world	where	we	find	ourselves	and	all	the	descriptions	we	encounter	are	

unavoidably	interpretation	of	this	living.		

Thus,	an	interpretivist	position	is	interested	in	the	other	individuals’	experiences,	the	actions	they	take	

and	the	meanings	they	attach	to	these	experiences,	and	then,	in	comprehending	the	view	of	other	

individuals	in	a	defined	context	(Gasson,	2002).	
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According	to	Burrell	and	Morgan	(1979),	on	the	ontological	level	interpretivists	take	a	nominalist	

position,	in	which	phenomena	are	seen	as	concepts	that	the	individual	conveniently	uses	to	make	

sense	of	the	world	outside	the	self,	while	on	the	epistemological	level	interpretivism	has	an	anti-

positivist	stance,	in	which	understanding	is	viewed	as	generating	insights	from	whom	live	within	the	

situation	observed,	and	that	have	no	universal	applicability	but	is	of	use	to	individuals	in	situations	

with	common	subjectively-interpreted	aspects.	

	

	

2.1.2	CONSIDERATIONS	ON	HUMAN	NATURE	
	

The	third	important	assumption	that	must	be	mentioned	is	the	conceptualization	of	human	nature	

that	lies	behind	the	research,	that	usually	is	directly	linked	to	the	other	philosophical	assumptions	

chose	by	the	researcher.	in	the	case	of	this	research	and	in	the	light	of	the	previously	exposed	

philosophical	choices,	this	thesis	takes	an	interpretivist	approach	to	human	nature	which	means	to	

take	a	theoretical	position	of	complete	autonomy	of	the	human	beings	in	their	behaviors	and	actions,	

so	that	they	are	internally	focused	and	guided	by	free	will,	while	external	forces	may	present	some	

constraints	to	it	(Burrell	and	Morgan,	1979).	

	

	

2.1.3	CONSIDERATIONS	ON	METHODOLOGY	
	

Adopting	an	interpretivist	perspective	means	to	take	an	ideographic	position,	with	emphasis	on	

subjective	accounts	of	the	situations	that	can	be	gained	only	through	personal	involvement	in	the	

situations	observed	(Burrell	and	Morgan,1979),	and	this	leads	the	researcher	to	take	a	number	of	

following	methodological	decisions.	

	

Starting	from	the	researcher	herself,	the	ideal	characteristics	to	be	shown	while	researching	are	

empathy	and	insight,	opposite	to	the	neutral	positivist	researcher:	the	object	of	the	study	is	not	the	

independent	and	objective,	but	rather	‘the	subjective	experience	and	the	attribution	of	meaning	in	

specific	life-worlds’	(Justensen,	2012).	
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Moreover,	since	the	object	of	the	study	are	the	unique	experiences	and	the	specific	perceptions,	a	

second	methodological	consequence	is	a	shift	from	abstract	and	general	to	concrete	and	particular,	

that	means	that	the	ideal	is	to	achieve	‘thick	descriptions’	(Geertz,	1973):	a	stratified	hierarchy	of	

meaningful	structures	related	to	the	studied	phenomena	that	are	produced,	perceived,	and	

interpreted	and	that,	without	these	subjective	processes,	would	not	in	fact	exist.	To	achieve	these	

descriptions,	the	researcher	has	to	look	for	a	large	number	of	spontaneous,	rich	and	specific	answers	

when	interviewing	the	individuals	about	their	subjective	experiences	of	the	phenomenon	(Kvale,	

1996).	A	third	consequence	is	to	be	found	in	the	generalization	aim,	that	is	completely	different	from	

the	statistical	generalization	aim	that	characterizes	more	objective	studies,	instead,	interpretivists	look	

for	‘typification	and	formation	of	ideal	types	that	can	be	used	to	understand	reality’	(Schultz	and	

Natanson,	1962).	

All	these	considerations	mean	that	an	interpretivist	perspective	requires	no	specific	method,	but	it	

evidently	leads	the	researcher	to	adopt	a	qualitative	approach	(Justensen,	2012),	more	suitable	for	

obtaining	what	we	called	thick	descriptions,	via	typical	qualitative	data	collection	tools	such	as	

interviews	and	focus	groups.	

	

	

2.2	RESEARCH	DESIGN	
	

Since	I	wished	to	study	the	behaviors	of	young	creatives	in	terms	of	work-related	decision	making	and	

career	managing,	I	decided	to	base	my	study	on	the	creatives	who	got	accepted	into	the	Fabrica	

Research	Center	and	limited	the	scope	of	the	analysis	to	the	young	creatives	who	got	the	contract	for	

Fabrica	and	worked	there	in	2016.	

	

Following	the	considerations	that	have	been	presented	so	far	in	relation	to	the	interpretivist	

perspective	adopted	by	this	thesis,	and	considering	that	both	creative	careers	and	careers	developing	

in	external	labor	markets	are	not	well-studied	areas	of	research,	this	thesis	presents	a	qualitative	

approach	and	an	exploratory	research	design	in	order	to	find	out	‘what	is	happening;	to	seek	new	

insight;	to	ask	questions	and	to	assess	phenomena	in	a	new	light’	(Robson,	2002).	

The	research,	hence,	sets	out	as	a	study	on	a	specific	group	of	individuals	(creatives	in	Fabrica)	who	

manage	their	careers	within	a	specific	context	(creative	labor	markets),	and	so	can	provide	meaningful	

insights	about	creative	career	self-management.	To	achieve	these	meaningful	insights	in	this	area	of	
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research	with	relatively	little	literature	and	theory	available,	grounded	theory	was	found	to	be	the	

most	suitable	research	method.	

Moreover,	data	collection	was	chosen	to	be	acquired	through	in-depth	interviews	and	data	analysis	to	

be	conducted	with	an	inductive	approach	and	grounded	theory	methods.		

	

	

2.2.1	QUALITATIVE	APPROACH	IN	SOCIAL	RESEARCH	
	

The	aim	of	this	research,	as	stated	previously,	is	to	provide	an	in-depth	understanding	of	specific	

individuals	within	a	specific	context	(young	creative	workers	of	Fabrica)	rather	than	studying	a	large	

number	of	individuals	across	specific	variables	and	their	general	features.		

Thus,	a	qualitative	approach	is	the	best	approach	to	take	in	this	case,	since	it	uses	methods	that	are	

well	suited	for	describing	social	phenomena	within	a	context	and	providing,	within	that	context,	

interpretation	to	achieve	a	better	understanding	of	the	phenomenon	(Justensen,	2012).	

	

The	word	qualitative	indicates	‘an	emphasis	on	the	qualities	of	entities	and	on	processes	and	meanings	

that	are	not	experimentally	examined	or	measured	(if	measured	at	all)	in	terms	of	quantity,	amount,	

intensity,	or	frequency’	(Denzin	and	Lincoln,	2000).	Hence,	the	prevalence	of	phenomenological	

approach	in	qualitative	research	and	the	rejection	of	the	positivist	assumption	of	the	cancellation	of	

the	person	of	the	researcher,	as	an	influencing	factor	that	alters	data	and	does	not	allow	objectivity.	

Kvale	(1996)	states	that	qualitative	research	in	social	sciences	does	not	have	to	look	objective,	because	

gathering	and	analysing	qualitative	data	is	neither	an	objective	or	a	subjective	method,	but	rather	its	

essence	lays	in	intersubjectivity.	Moreover,	he	says	that	qualitative	research	methods,	especially	

interviews,	present	a	different	kind	of	objectivity,	in	the	meaning	of	‘letting	the	investigated	object	

speak’,	so	that	the	real	nature	of	the	object	reveals	itself	(Kvale,	1996).		

	

In	regards	to	this,	collection	and	analysis	of	data	have	traditionally	called	for	objectivity	in	every	

research	field,	but	‘today	we	all	know	that	objectivity	in	qualitative	research	is	a	myth’	(Corbin	and	

Strauss,	2008),	since	researchers	unavoidably	bring	to	research	all	their	own	perspectives,	beliefs,	and	

biases	of	any	kind,	and	these	peculiar	features	of	the	self	are	sewed	into	all	the	phases	and	elements	

of	the	research	process	(Guba	and	Lincoln,	1998).	Researchers,	who	specifically	wrote	about	grounded	

theory,	the	research	method	chosen	in	this	thesis,	like	Corbin,	Glaser	and	Strauss	(2008;	1978;	1987)	
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questioned	whether	this	aspect	of	qualitative	research	is	so	negative,	and	proposed	a	shift	in	the	focus	

towards	sensitivity,	opposed	to	objectivity.		

Sensitivity	requires	the	researcher	to	immerse	the	self	into	the	research,	meaning	to	have	insight	and	

to	be	able	to	select	what	is	relevant	in	the	data	and	to	present	the	participants’	view,	taking	the	role	of	

the	other	through	this	immersion	in	the	data	(Corbin	and	Strauss,	2008).	Especially,	the	alternating	

process	of	collection	and	analysis	of	data	and	concepts,	typical	of	the	grounded	theory	method	(see	

next	paragraph),	allows	the	researcher	to	particularly	immerse	the	self	in	the	research:	she	or	he,	

indeed,	during	this	involving	and	demanding	process,	starts	slowly	to	slip	into	the	participants’	shoes	

and	to	see	the	issues	from	their	perspective	(Corbin	and	Strauss,	2008),	thanks	to	this	continuous	

reflection	on	the	data	required.	

As	previously	stated,	the	ideal	features	of	the	interpretivist	researcher	are	insight	and	empathy	and,	at	

the	same	time,	the	capacity	to	register	objectively	the	participants’	narratives,	so	that	the	choice	of	a	

qualitative	approach	and	a	grounded	theory	method	fits	perfectly	with	the	philosophical	perspective	

adopted	by	this	research.	

	

	

2.2.2	GROUNDED	THEORY	METHOD	
	

The	research	method	chosen	in	this	thesis	is	grounded	theory,	a	research	strategy	that	generates	from	

human	behavior,	translating	the	human	behaviors	observed	into	empirical	data	and	systematically	

analyzing	it,	in	a	continuous	interplay	between	collection	and	analysis	throughout	the	whole	research	

process.	It	is	a	form	of	conducting	qualitative	research	that	includes	‘a	coding	paradigm	to	ensure	

conceptual	development	and	density’	(Strauss,	1987).	

	

A	general	rule	for	grounded	theory	approach	is	that	researchers	have	no	preconceived	theoretical	

ideas	before	starting	their	study.	This	does	not	mean	ignoring	the	literature	regarding	the	area	of	

study,	but	clearly	‘the	intention	is	to	make	sure	that	researchers	are	not	constrained	by	literature	

when	coding’	(Pulla,	2014),	considering	that	the	most	important	aspect	in	grounded	theory	is	waiting	

for	concepts	to	emerge	from	the	collected	data	instead	of	imposing	concepts	and	looking	for	them	in	

the	data	(Pulla,	2014).	It	is,	then,	a	collection	of	grounded	concepts	integrated	around	a	central	theme	

that	generates	a	theoretical	framework	that	explains	‘how	and	why	people,	organizations,	
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communities	or	nations	experience	and	respond	to	events,	challenges	or	problematic	situations’	

(Corbin	and	Holt,	2011).	

	

This	thesis,	yet,	wonders	over	tendencies	in	the	social	world	it	wants	to	study,	and	these	tendencies	

comes	from	literatures	related	to	the	central	theme	that	has	been	chosen	for	the	research,	and	by	

which	they	became	outlines	for	the	thesis	external	validity.	The	researcher	does	not	enter	the	field	

with	preconceived	set	of	concepts,	but	some	concepts	may	appear	over	and	over	again	both	in	the	

relevant	literature	and	the	data	collected,	hence	demonstrating	their	significance	(Corbin	and	Strauss,	

2008),	and	moreover,	‘familiarity	with	relevant	literature	can	enhance	sensitivity	to	subtle	nuances	in	

data’	(Corbin	and	Strauss,	2008).	

Also,	when	it	comes	to	the	process	of	framing	categories	when	coding,	ideas	and	terms	from	previous	

theory	regarding	the	central	theme	can	be	used	to	help,	as	long	as	the	aim	is	still	to	discover	new	

information	and	create	new	categories,	non-existing	in	previous	theory	(Urquhart,	2001).	Grounded	

theory	is	a	theory-producing	method,	that	is	the	opposite	of	most	methods	which	starts	from	a	

theoretical	foundation,	but	‘it	can	incorporate	a	general	underlying	belief	or	a	value	system’	(Pulla,	

2014)	that	usually	influences	the	researcher’s	questions	and	the	structure	of	the	research	itself,	so	that	

it	is	important	to	present	these	underlying	beliefs	and	values	at	the	beginning	of	the	researcher’s	work	

presentation	(Pulla,	2014).	

	

	

2.2.3	DATA	COLLECTION	AND	ANALYSIS	
	

In	grounded	theory	research,	data	collection	is	a	dynamic	inductive	process	and	is	characterized	by	

immediate	analysis.	Therefore,	the	data	collection	and	data	analysis	methods	used	in	this	thesis	will	be	

presented	together	in	this	paragraph.	

	

The	grounded	theory	researcher	will	not	wait	until	the	whole	planned	data	collection	is	completed	to	

commence	the	analysis	of	what	has	been	found,	but	the	analysis	begins	as	soon	as	possible,	and	

continues	in	parallel	to	the	entire	data	collection.		

This	means	that	grounded	theory	particularly	tend	to	take	a	very	open	approach	to	the	studied	subject	

and	inductive	thinking	is	applied	in	the	phase	of	data	collection	as	well:	the	emphasis	of	the	data	

collection	may	change	and	develop	following	what	emerges	to	be	important	to	the	study	participants	
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and	the	observations	during	the	interviews.	It	is	an	ongoing	process	of	collection	and	analysis,	with	the	

latter	influencing	the	shape	of	the	data	collection	itself,	adapting	the	questions	and	the	focuses	during	

the	interview	process.	

	

The	continuous	analysis	is	made	through	the	coding	process	explained	by	Myers	(2009),	which	entails	

three	phases:	open	coding,	axial	coding,	and	theoretical	coding.		

	

Open	coding:	‘a	code	in	qualitative	inquiry	is	most	often	a	word	or	a	short	phrase	that	symbolically	

assigns	a	summative,	salient,	essence-capturing,	and/or	evocative	attribute	for	a	portion	of	language-

based	visual	data’	(Saldhana,	2012).	This	first	phase	is	then	descriptive,	since	it	identifies,	names	and	

eventually	categorizes	the	concepts	found	in	the	collected	texts.	It	also	requires	a	work	of	compare-

and-contrast	while	analyzing	qualitative	data,	in	search	of	commonalities	among	the	texts	to	find	out	

new	concepts.	It	is	recommended	not	to	paraphrase	(Bohm,	2004),	in	order	to	maintain	the	

observability	of	the	phenomena	and	the	exact	way	in	which	the	individual	who	experiences	them,	

address	them.	

Axial	coding:	the	descriptive	categories	assessed	during	open	coding,	in	this	second	phase,	are	

observed	together	in	order	to	refine	the	concepts	and	to	explain	the	interactions	among	them.	

Theoretical	coding:	the	last	phase	consists	of	theory	formulation,	where	predictive	statements	about	

the	phenomenon	are	generated	in	forms	of	hypothesis.	It	means	to	choose	one	category	to	be	the	

core	category	to	which	relate	the	other	emerged	categories,	through	those	interactions	identified	in	

the	previous	phase,	and	to	develop	a	single	storyline	out	of	the	different	collected	and	analyzed	texts.	

A	fourth	fundamental	component	of	grounded	theory	is	not	an	actual	phase,	but	is	used	throughout	

the	whole	collection-analysis	process:	memoing,	or	writing	memos	about	codes	identification,	

comparing	and	contrasting	and	finding	interactions	in	order	to	develop	the	thinking	process.	Memos	

represent	a	way	of	capturing	the	thoughts	of	the	researcher	about	the	data	and	they	have	the	goal	to	

keep	track	of	concepts	and	enable	further	analysis	(Oliver,	2012).	

	

This	dynamic	process	also	allows	the	process	of	theoretical	sampling	(see	next	paragraph).	Theoretical	

sampling	is	important	to	grounded	researcher	since	it	is	designed	to	source	new	data	with	which	the	

emerging	concepts	can	be	further	investigated	(Oliver,	2012),	and	so,	to	serve	the	development	of	the	

grounded	theory.	While	collecting	and	analyzing	data,	questions	are	raised,	relationships	are	

suggested,	gaps	are	highlighted	in	the	existing	data	set	and	so,	all	these	procedures	reveal	what	to	
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focus	on	and	what	to	change	in	the	questions	asked,	and	even	in	where	else	to	look	for	reaching	new	

information,	in	order	to	better	understand	codes	and	test	emerging	categories	and	therefore	build	the	

emerging	theory.	

	

Another	important	element	in	grounded	theory	ongoing	data	collection	and	analysis	is	saturation,	

whereby	it	is	suggested	that	the	process	has	ceased	to	generate	more	new	data	(Morse,	2007).	The	

researcher	knows	that	saturation	is	reached	when	all	data	has	been	analyzed,	the	concepts	has	been	

identified	and	there	appears	consistency	(Morse,	2007).	In	other	words,	the	process	reaches	saturation	

when	no	new	information	is	to	be	obtained	regarding	the	concepts	identified	from	collected	data,	so	

that	the	analysis	moves	on	and	the	sampling	stops	(Pulla,	2014).	

	

Eventually,	a	critical	aspect	that	should	not	be	forgot	while	exercising	any	type	of	qualitative	data	

analysis	is	that,	saying	it	with	the	words	of	Schatzman	(1986),	underlying	to	any	social	research	with	

qualitative	approach	is	‘the	contention	that	analysis	is	a	natural,	generic	process	of	thinking	learned	

very	early	in	social	life	along	with	language	and	almost	constantly	in	experience’.	

	

	

2.2.4	SAMPLE	SELECTION	
	

A	careful	selection	of	the	individuals	to	interview	is	fundamental	to	grounded	research.		

Compared	to	other	qualitative	inquiry	methods,	in	grounded	theory	the	two	processes	of	data	

collection	and	data	analysis	cannot	be	separated,	since	data	are	collected	and	analyzed	currently,	

therefore,	this	method	requires	an	‘astute	and	efficient	methods	for	sampling’	in	order	to	develop	a	

‘comprehensive	and	dynamic’	study	(Morse,	2007).		

In	his	works	on	ethnographic	methods,	Spradley	(1979)	defined	the	‘excellent	informant’,	and	the	

description	he	provided	can	be	used	in	ethnographic	studies	as	much	as	in	grounded	theory	ones	

(Morse,	2007).	Excellent	participants	for	grounded	theory	are	‘experts	in	the	experience	or	the	

phenomena	under	investigation;	they	must	be	willing	to	participate,	and	have	the	time	to	share	the	

necessary	information;	and	they	must	be	reflective,	willing,	and	able	to	speak	articulately	about	the	

experience’	(Morse,	2007).	
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Moreover,	sample	is	further	‘deliberately	sought	and	selected’,	since	what	researchers	actually	seek	is	

not	the	average	but	the	optimal	experience,	where	the	characteristics	of	the	phenomenon	are	found	

more	obvious	and	clear	(Morse,	2007).		

So,	the	first	step	is	to	use	convenience	sampling	(Richards	and	Morse,	2007)	to	select	participants	on	

an	accessibility	basis,	to	define	the	scope	and	the	boundaries	of	the	research,	through	the	

identification	the	most	appropriate	participant	group	(Morse,	2007).	At	this	point,	the	researcher	must	

ask	herself	which	selected	group	can	provide	excellent	examples	of	the	phenomenon	object	of	the	

study.		

	

In	the	light	of	these	considerations,	and	considering	that	the	aim	of	this	research	is	to	study	young	

creatives’	career	self-management,	I	chose	to	sample	the	participants	of	my	research	within	a	group	of	

creatives	that	got	a	scholarship	to	collaborate	with	Fabrica,	an	organization	of	excellence	in	creativity.	I	

took	this	organization	as	the	frame	of	my	sample	and	research,	because	Fabrica	every	year	attracts	

thousands	of	young	creative	talents’	portfolios,	and	many	of	these	creatives	prepare	themselves	for	

months	before	to	get	into	the	projects.	This	fact	made	me	think	that	the	people	that	in	the	end	

actually	get	in	could	represent	an	appropriate	example,	and	could	provide	excellent	insight	in	

managing	a	creative	career.	

	

Thus,	I	initially	contacted	all	the	24	young	current	fabricanti,	as	they	are	called	by	the	organization,	and	

I	checked	the	willingness	to	participate	in	the	research.	I	had	18	positive	replies,	three	of	those	were	

particularly	interested	in	it,	they	showed	immediately	a	reflective	attitude	on	the	topic,	willingness	to	

talk	about	their	experiences	and	to	share	their	stories.	As	time	passed	by,	when	I	contacted	the	18	

willing	interviewee	for	the	second	time	one	month	later,	the	response	rate	dropped	dramatically	to	

five.	

I	decided	then	to	start	my	convenience	sample	with	the	three	participants	who	showed	more	

willingness	and	interest.	Indeed,	they	were	the	first	to	be	interviewed	and	they	provided	my	research	

with	the	initial	trajectory	on	which	adjust	the	focus	of	my	semi-structured	interviews,	while	I	started	

the	coding	process	just	after	each	interview.		

A	common	pitfall	is	to	prematurely	close	the	sampling	and	not	move	beyond	the	convenience	sample,	

and	then	the	risk	is	to	ignore	variation,	to	define	the	phenomenon	too	narrowly,	and	not	reach	a	

proper	saturation	(Morse,	2007).	



	 22	

Then,	I	asked	them	to	invite	their	fellow	fabricanti	to	participate	in	the	study,	using	what	is	called	

snowball	sampling	or	nominated	sample,	in	which	the	researcher	ask	the	participants	to	introduce	

friends	and	acquaintances	to	the	interviewing	process.	From	the	three	of	them,	I	got	other	four	

possible	participants	two	of	them	were	never	interviewed	in	the	end,	due	to	time	constraints.		

After	that,	I	got	to	interview	two	of	the	four	from	the	snowball	sampling	I	obtained	thanks	to	the	initial	

convenience	sampling,	and	the	two	left	from	the	five	who	replied	me	positively	after	the	second	call	

for	participants.		

	

Other	two	important	sampling	methods	used	in	grounded	theory	are	purposeful	sampling	and	

theoretical	sampling.		

Purposeful	samples	are	selected	to	maximize	variation	of	meaning,	usually	sociological	categories	are	

used	to	guide	this	selection	for	little	known	phenomena	like	grouping	by	age,	gender	and	employment.	

Though,	in	the	current	thesis,	this	was	not	necessary	since	the	scope	of	the	study	was	already	

determined	in	a	certain	age	group	and	employment	category,	plus	categories	like	gender	or	socio-

economic	class	were	not	taken	into	consideration.		

Theoretical	samples	are	samples	deliberately	sought	for	their	particular	responses	to	experiences,	

which	are	significant	to	the	concepts	that	started	emerging	from	the	data	collection	and	analysis.	The	

participants	might	also	be	asked	‘targeted	questions’	(Morse,	2007),	using	the	resulting	data	as	theory	

verification.	In	this	research,	I	was	only	able	to	reach	two	more	participants	using	this	sampling	

method.	

	

As	explained	throughout	this	paragraph,	in	the	case	of	this	thesis,	due	to	time	limitations,	participants’	

accessibility,	and	feasibility	constraints,	restrictions	on	sampling	occurred,	and	thus,	also	on	saturation	

reaching.		

	

	

2.2.5	INTERVIEWS	
	

The	process	of	grounded	theory	starts	with	data	collection	and	it	is	inextricably	connected	to	it.	The	

form	taken	by	data	in	grounded	theory	is	verbatim	interview,	so	that	the	interviews	must	be	

transcribed	exactly	as	recorded	(Hennink	et	al.,	2011).	This	is	fundamental	in	the	process,	because,	as	
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it	was	already	explained,	the	end	result	will	not	derive	from	the	researcher’s	concepts	or	ideas,	but	will	

evolve	from	the	ongoing,	inductive	collection	and	analysis	of	data	(Oliver,	2012).		

This	intertwined	collection-analysis	process	becomes	especially	significant	when	it	comes	to	the	

interviewing	phase	itself,	because	the	analysis	process	starts	with	the	first	interview.	

	

Grounded	theory	interviews	are	usually	unstructured,	as	the	researcher	just	states	‘tell	me	about	this	

experience’	and	her	or	his	role	is	mainly	to	listen,	not	to	interrupt	and	to	ask	clarifying	questions	to	

complete	the	participant’s	narrative	(Morse,	2007).		

In	this	thesis,	though,	in	order	both	to	engage	an	open	dialogue	with	the	respondents,	following	their	

narratives,	and	to	respect	the	time	and	sample	constraints	I	had	to	confront	myself	with,	the	

interviews	presented	a	semi-structured	outline.	This	allowed	me	to	let	interviewees	to	talk	without	

interruption,	but,	when	they	completed	their	thoughts	unfolding,	the	outline	helped	me	keeping	the	

focus	on	the	phenomena	and	enabled	me	to	either	stop	to	explore	a	specific	topic	or	go	back	to	a	

previously	mentioned	point.	

	

The	interviews	were	then	semi-structured,	furthermore,	they	presented	the	form	of	the	in-depth	

interview.	The	in-depth	or	intensive	interview	are	a	form	of	conversation,	in	which	the	researcher	

probes	deeply	to	uncover	new	dimensions	of	the	phenomenon	or	to	obtain	detailed	and	accurate	

information	on	the	personal	experience	of	the	phenomenon	from	the	interviewee	perspective.	The	

aim	is	to	get	a	description	(or	better	an	interpretation,	as	the	phenomenological	interpretivism	will	call	

it)	of	the	experience	of	the	studied	phenomenon	within	the	personal	framework	of	values	in	which	the	

subjects	build	meaning	and	significance	in	their	life-world,	in	other	words	to	get	those	‘thick	

descriptions’	mentioned	by	the	anthropologist	Geertz	(1973).		

Examples	of	typical	acts	of	the	intensive	interview	are	waiting	for	the	right	amount	of	silence	to	let	the	

participant	gather	ideas,	nodding	toward	the	participant	to	let	her	or	him	continue	on	that	topic,	and	

ask	‘tell	me	more	about	it’	to	deepen	a	concept,	all	these	acts	are	meant	to	create	room	for	further	

information	to	emerge.	Intensive	interviews,	indeed,	allow	the	researcher	to:	go	beneath	the	surface	

of	the	experience	description;	stop	to	explore	a	statement	or	topic;	come	back	to	an	earlier	point	

(Charmaz,	2009).	

The	result	is	a	reconstruction	of	reality,	because	interview	stories	are	not	reproduction	of	realities,	and	

are	to	be	analyzed	through	the	interpretive	perspective	by	the	researcher	with	empathy	and	insight.	
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Moreover,	the	interviewing	process	usually	represents	opportunities	of	reflection	for	both	participants	

and	interviewers.			

	

Hence,	the	main	concept	of	in-depth	semi-structured	interview	is	to	encourage	interviewees	to	tell	

their	own	stories	in	their	own	words,	with	just	some	prompting	from	the	interviewer.	The	main	

advantages	are	that	complex	issues	can	be	explored,	answers	can	be	easily	clarified,	and	sensitive	

information	may	be	obtained.	But	at	the	same	time,	there	are	significant	drawbacks:	the	data	are	

obviously	voluminous,	complicated	to	analyze,	the	process	is	time-consuming	and	so	only	few	subjects	

can	be	interviewed,	and	the	interviewer’s	biases	can	occur	in	the	process.	

	

In	the	current	research,	the	interviews’	length	ranged	from	40	minutes	to	one	hour,	and	nine	

participants	were	involved	in	this	phase.	Prior	to	any	interview,	it	was	fundamental	to	let	the	

respondents	feel	as	at	ease	as	possible	during	the	interview	and	willing	to	share	feelings,	beliefs	and	

thought	in	general.	Hence,	each	interview	started	with	general	chatting	and	showing	interest	in	their	

life	and	experience,	and	the	chosen	places	for	the	interviews	were	decided	by	each	of	the	participant,	

all	of	them	decided	to	do	it	outside	the	Fabrica	Research	Center,	usually	in	a	neutral	space	of	a	café.	

	

	

2.3	VALIDITY	AND	RELIABILITY	
	

‘There	is	not	a	certain	set	of	principles	as	to	which	quality	indicators	are	most	appropriate	for	whole	

qualitative	research,	however	‘reliability’	and	‘validity’	gives	the	researchers	the	opportunity	to	

measure	the	quality	of	the	collected	empirical	data’	(Helles	et	al.,	2003).		

	

In	the	case	of	this	thesis,	validity	and	reliability	shall	be	then	seen	as	the	main	indicators	of	the	quality	

of	my	research.	

	

For	validity,	Myers	(2009)	states	that	to	evaluate	grounded	theory,	qualitative	data’s	validity	should	be	

evaluated	considering	the	chain	of	evidence	linking	the	findings	to	the	data,	so,	considering	whether	

there	are	multiple	instances	in	the	data	to	support	the	concepts	produced	and	to	show	if	the	

researchers	are	very	familiar	with	the	subject	area	(Myers,	2009).		
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First,	before	starting	the	data	collection	and	analysis	I	had	gone	through	a	solid	study	of	the	relevant	

literature	on	the	subject,	in	order	to	be	able	to	frame	the	research,	as	stated	by	the	grounded	theory	

method.	Secondly,	regarding	the	concepts	support	in	data,	In	the	coding	phase	I	have	always	sought	

the	emerging	of	multiple	instances	linked	to	the	same	code	before	making	it	a	concept	of	the	built	

theory.		

Also,	I	am	aware	that,	as	a	researcher,	I	could	have	influenced	my	surroundings	and	the	participants	or	

I	could	have	chosen	phrases	that	portrayed	the	emerged	data	differently,	so	that	I	tried	as	much	as	

possible	to	use	the	words	that	were	actually	pronounced	by	the	participants	during	the	interviews	

processes,	also	in	the	analysis	phase	I	reported	several	quotes,	to	build	and	present	a	theory	as	true	as	

true	as	possible	to	the	interviewees	perspective	on	the	phenomenon:	‘qualitative	research	interviews	

can	also	be	objective	in	the	meaning	of	‘letting	the	investigated	object	speak’,	in	expressing	the	real	

nature	of	the	object.’	(Kvale,	1996).	

Moreover,	one	should	judge	the	research’s	external	validity,	or	whether	the	research’s	findings	can	be	

generalized	across	social	settings.	In	this	thesis,	I	only	used	one	source	of	evidence	to	construct	my	

study,	in	depth-interviews,	and	the	participants	were	in	the	number	of	nine.	However,	I	believe	that	

the	external	validity	of	this	study	lies	in	the	heterogeneity	of	the	participants,	both	in	terms	of	their	

cultural	backgrounds	(Greece,	Hong	Kong,	Canada,	USA,	Italy	and	Switzerland)	and	of	the	creative	

disciplines	they	represented	(curatorial,	photography,	design,	graphics,	editorial	and	video).	

	

Reliability	concerns	whether	a	study	can	be	replicated.	In	this	research	I	decided	to	select	my	pool	of	

participants	within	the	same	organization,	so,	I	attempted	to	minimize	this	aspect	‘letting	the	

investigated	object	speak’	on	their	whole	experiences	so	far,	allowing	diverse	experiences	narrations	

coming	up	as	much	as	possible.	

In	the	course	of	the	analysis,	furthermore,	I	also	found	that	some	emerged	concepts	from	the	data	in	

my	research	were	similar	to	other	empirical	studies’	concepts	in	relevant	literature,	providing	a	certain	

external	reliability	to	my	research	design.	
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3.0	THEORETICAL	FRAMEWORK		
	

This	section	will	introduce	the	areas	of	research	on	which	this	current	study	draws	on	and	will	explain	

the	main	theories	that	are	applied	in	discussing	the	results	of	this	research.	This	thesis	is	designed	as	a	

grounded	theory	study	and,	thus,	this	section	is	not	presented	as	a	literature	review,	but	as	review	of	

the	underlying	beliefs	and	values	on	the	central	theme	of	the	thesis	that	influenced	the	interview	

outline	and	the	research	structure	in	the	data	collection	phase.	In	these	cases,	indeed,	‘previously	

identified	theoretical	frameworks	can	provide	insight,	direction,	and	a	useful	list	of	initial	concepts’	

(Corbin	and	Strauss,	2008).	

	

Based	on	the	problem	statement,	the	two	area	of	focus	are	theory	on	career	and	creative	industries.	In	

the	following	part	both	fields	are	introduced.	

	

	

3.1	CAREER	THEORY	
	

Unlikely	usual	social	science	concepts,	the	career	concept	is	not	property	of	any	theoretical	or	

disciplinary	view,	but	is	a	shared	concept	among	different	perspectives	(Arthur	et	al.,	1989).		

We	can	say	that	career	theory	includes	any	attempt	to	describe	and	analyze	human	work	experiences	

over	time	(Arthur	et	al.,	1989).	These	attempts,	though,	do	not	all	belong	to	a	unified	theory,	but	to	an	

aggregate	body	of	perspectives	from	psychology,	sociology,	anthropology,	and	economics.	

	

The	definition	of	career	that	is	adopted	in	the	current	research	is	the	one	given	by	Arthur	in	1989,	that	

is	‘the	evolving	sequence	of	a	person’s	work	experiences	over	time’.	In	this	definition,	the	two	main	

components	are	work	and	time	(Arthur	et	al.,	1989),	the	first	one	referring	to	all	that	work	can	mean	in	

the	relationship	between	organizational	structures	and	individual	activity	(Hughes,	1958),	and	the	

second	one	providing	a	‘moving	perspective’	(Hughes,	1958)	on	the	interaction	between	the	individual	

and	society.	

Hence,	when	we	talk	about	careers	we	talk	about	an	ever-changing	entity	over	the	course	of	a	

person’s	adult	life:	every	individual	who	works	owns	a	career,	with	no	implications	of	the	meaning	of	

progress	and	advancement	that	are	usually	associated	to	the	everyday	use	of	the	word	career.	

Moreover,	the	link	between	people	and	all	the	providers	of	work	experiences,	that	are	all	types	of	
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institutions	and	organizations,	allows	us	to	say	that,	in	this	ever-changing	perspective,	career	theory	

can	be	seen	essentially	as	the	study	of	‘both	individual	and	organizational	change	as	well	as	societal	

change’	(Arthur	et	al.,	1989).	

	

	

3.2	TRADITIONAL	CAREER	THEORY	
	

Before	presenting	the	contemporary	career	theories	that	influenced	the	research	building	of	this	

thesis,	it	is	necessary	to	go	through	a	rapid	overview	of	the	traditional	theories	that	dominated	the	

field	for	years,	and	to	which	those	new	theories	built	in	opposition.	

	

The	development	of	individuals’	careers	has	been	a	continued	and	well	researched	field,	since	most	

individuals	interact	with	organizations	for	extended	periods	of	time	during	their	lifespans,	so	that	this	

interaction	can	be	seen	as	a	central	trait	of	any	individual’s	life.		

	

Starting	from	the	beginning	of	the	twentieth	century,	many	theories	flourished	to	describe	the	

development	of	careers	in	traditional	organizational	settings.	In	this	category	of	theories,	we	can	find	

the	models	elaborated	by	Holland	(1973)	about	the	person-environment	fit	and	the	developmental	

stage	theories	brought	by	researchers	such	as	Super	and	Levinson	(1957,	1978).	The	term	‘traditional’	

associated	to	the	organizational	careers	was	used	for	the	first	time	by	Kanter	(1989),	who	defined	

those	careers	as	presenting	the	commonalities	of	a	logical	and	upward	hierarchical	progression,	based	

on	individual	skills,	but	where	all	movements	are	bound	to	the	organization’s	structure	and	support	

rather	than	the	worker	itself.	

Thus,	traditionally,	the	notion	of	career	has	always	been	linked	to	hierarchical	and	linear	patterns	

within	the	boundaries	of	a	single,	or	really	few,	large	stable	organizations	throughout	the	worker’s	

lifetime.	

Important	to	notice	is	that	this	definition	has	been	generated	in	a	context	that	presented	four	main	

features,	which	became	the	four	main	assumptions	to	organizational	career	studies	(Arthur,	1994):	

presence	of	stable	organizations	in	stable	environments,	focus	on	the	intra-organizational,	hierarchical	

career	progression,	and	mobility	mainly	within	large	organizations.		
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In	the	last	two	decades,	the	working	environment	does	not	show	these	four	premises	anymore,	as	well	

as	both	the	number	of	companies	and	organizations	sustaining	traditional	career	and	the	number	of	

individuals	pursuing	it	is	diminishing	(Pfeffer	&	Baron,	1988).	Career	theory	had	then	to	abandon	the	

organizational	career	concept	to	focus	on	new	models	to	interpret	the	changes	in	the	postindustrial	

workplace.	

	

	

3.3	CONTEMPORARY	CAREER	THEORY	
	

In	the	last	two	decades,	attention	grew	around	the	concept	of	career	self-managing,	that	goes	beyond	

the	idea	of	a	linear	career	progression	based	on	increasing	responsibilities	and	pay	within	the	same	

organization.	This	non-linear	progression	that	develops	among	different	employers	and	types	of	job,	

made	the	today’s	employment	landscape	focus	mainly	on	the	growing	influence	of	external	labor	

markets	(Cappelli,	1999)	and	made	the	career	itself	a	multifaceted	phenomenon,	concerning	factors	

that	before	were	not	considered,	such	as	market	validation,	connections	to	social	networks	and	to	

networks	of	professional	nature	and	the	individual’s	knowledge	and	choices	(Crocitto,	1998).	

	

The	theories	that	influenced	the	most	this	new	conceptualization	of	contemporary	careers	can	be	

found	in	the	conceptualizations	of	the	‘protean	career’	elaborated	by	organizational	behavior	scientist	

D.	T.	Hall,	and	the	‘boundaryless	career’	by	M.	B.	Arthur.	

	

	

3.3.1	THE	PROTEAN	CAREER	
	

The	main	concept	that	lies	behind	the	protean	career	theory	regards	the	fact	that	careers	are	driven	by	

the	individual’s	own	psychological	success	and	decisions,	and	not	by	organizational	structures,	or	

sequences	and	set	of	standards	that	the	organization	imposes	(Hall,	1979).	The	term	‘protean’	comes	

from	the	Greek	mythology,	since	Proteus	was	the	name	of	a	sea-god	who	personified	the	elusive	

constantly	changing	nature	of	the	sea,	and	he	himself	changes	his	shape	constantly.	From	this	feature,	

indeed,	the	adjective	protean	indicates	meanings	of	mutability	and	adaptability.	This	adjective,	

associated	to	the	career	studies,	indicates	the	achievement	of	subjective	career	success	through	a	

behavior	that	is	self-driven.	
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Hall	(1996)	described	the	protean	career	as	also	including	greater	mobility,	more	developmental	

progression	and	whole-life	perspective,	but	the	most	studied	and	confirmed	characteristics	in	recent	

years	(Briscoe	and	Hall,	2002)	are	the	values-driven	attitude	and	the	self-directed	attitude	toward	

career	management.	

Indeed,	firstly,	workers	who	present	protean	mindset	and	attitudes	towards	their	career	are	guided	in	

their	work-related	choices	by	their	own	values,	internally	developed,	and	they	do	not	rely	on	external	

set	of	values,	for	example	proposed	by	the	organization	they	work	for	(Briscoe	et	al.,	2005).	Moreover,	

these	protean	workers	tend	to	manage	independently	and	to	take	a	more	proactive	role	in	directing	

their	career,	instead	of	looking	for	support	and	assistance	from	external	entities	(Briscoe	et	al.,	2005).	

	

	

3.3.2	THE	BOUNDARYLESS	CAREER	
	

Arthur	and	Rousseau’s	1996	book,	The	Boundaryless	Career,	encouraged	researchers	to	rethink	their	

ideas	of	what	a	career	entails,	when	it	comes	to	navigating	the	changing	work	environments	and	

experiencing	‘different	levels	of	physical	and	psychological	movement’	(Sullivan	and	Arthur,	2005).	

	

In	the	book,	they	provide	six	different	meanings	of	boundaryless	careers:	

• Move	across	the	boundaries	of	separate	employers	(physical)	

• Draw	validation	and	marketability	from	outside	the	present	employer	(psychological)	

• Be	sustained	by	external	networks	or	information	(psychological)	

• Break	the	traditional	organizational	assumptions	about	hierarchy	and	career	advancement	

(physical)	

• Involve	an	individual	rejecting	existing	career	opportunities	for	personal	or	family	reasons	

(psychological)	

• Based	on	the	interpretation	of	the	career	actor,	who	may	perceive	a	boundaryless	future	

regardless	of	structural	constraints	(psychological)	

	

It	has	to	be	said	that	the	boundaryless	career	mindset	and	attitudes	are	primarily	psychological,	

despite	much	of	the	researchers’	emphasis	has	been	focused	on	careers	that	were	actually	involved	in	

physical	mobility	across	different	employers.		
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Thus,	the	most	important	characteristic	that	distinguish	the	workers	with	a	boundaryless	mindset	is	to	

be	found	in	the	variation	in	‘the	attitude	they	hold	toward	initiating	and	pursuing	work-related	

relationships	across	organizational	boundaries’	(Briscoe	et	al.,	2005):	individuals	that	seeks	high	levels	

of	active	inter-organizational	relationships,	and	are	comfortable	and	willing	to	reach	and	maintain	

these	type	of	relationships,	hold	a	boundaryless	mindset	and	attitudes.	

	

	

3.3.3	RELATIONSHIP	BETWEEN	PROTEAN	AND	BOUNDARYLESS	CAREER	MODELS	
	

The	two	concepts	of	career	can	be	both	found	in	the	same	individual’s	work	experience,	and	

sometimes	in	general	the	theories	can	overlap,	but	the	two	mindsets	present	preference	attitudes	in	

working	environments	that	are	correlated	but	yet	distinct	and	independent	from	one	another	(Briscoe	

et	al.,	2005).		

	

For	example,	a	worker	can	hold	a	boundaryless	mindset,	but	be	driven	by	intra-organizational	career	

standards,	sequences	and	norms	of	progression	in	developing	a	career;	as	well	as	a	worker	can	be	led	

by	personal	values	in	work-related	decisions,	but	not	be	enthusiast	with	collaborations	across	

organizations	or	be	comfortable	with	seeking	inter-organizational	mobility.	

	

For	assessing	protean	and	boundaryless	career	attitudes	and	their	interactions,	Briscoe	et	al.	(2005)	

presented	and	studied	four	original	measures,	operationalizing	these	theoretical	concepts	into	

measurable	constructs:	self-directed	career	management	(protean),	values-driven	(protean),	

boundaryless	mindset	(boundaryless),	and	organizational	mobility	preference	(boundaryless).	These	

four	subscales	were	analyzed	to	appreciate	the	correlation	among	them,	and	a	significant	result	is	that	

mobility	preference	is	not	directly	related	to	the	boundaryless	and	the	protean	mindsets.	Moreover,	

the	study	highlighted	how	these	scales	change	over	time,	depending	on	the	career	stage	in	which	the	

worker	finds	himself	and	growing	in	levels	as	the	career	unfolds,	implying	the	possibility	that	these	

mindsets	are	not	related	to	individual	differences	and	personality	traits,	but	instead	they	are	indeed	

attitudes	that	can	be	developed	by	the	individuals	(Briscoe	et	al.,	2005).	
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3.3.4	CAREER	ORIENTATIONS	AND	BEHAVIORS	
	

In	2012,	Briscoe	et	al.	presented	a	study	in	which	they	explored	how	the	two	different	career	

orientations	of	protean	and	boundaryless	career	cope	with	an	insecure	employment	environment,	

especially,	the	study	was	conducted	after	the	2009	economic	recession,	and	how	these	coping	

mechanisms	impact	on	important	individual	work	outcomes.	The	findings	empirically	confirmed	that	

the	two	career	attitudes	have	synergistic	influences	on	the	individuals,	and	emphasized	the	fact	that	

protean	attitudes	present	a	more	internally	focused	self-direction,	while	the	boundaryless	attitudes	

present	a	more	externally	focused	direction,	seeking	opportunities	and	support	across	and	outside	

different	organizations	(Briscoe	et	al.,	2012).	

	

The	researchers	argued	that	protean	and	boundaryless	mindsets	are	particularly	adaptive	in	contexts	

of	employment	uncertainty	and	allow	workers	to	navigate	this	troubled	sea.	

The	two	mindsets	and	career	orientations	have	indeed	influences	on	the	individuals	and	their	actual	

career	management	behaviors:	they	lead	workers	to	develop	career	skills	which	are	able	to	generate	

positive	career	outcomes	for	the	individual	(Briscoe	at	al.,	2012).	The	career	skills	developed	thanks	to	

protean	and	boundaries	attitudes	are	external	support	seeking,	active	coping	with	change	and	identity	

awareness;	these	three	career	behaviors	serve	indeed	as	important	skills	to	conduct	an	effective	

career	management,	where	skill	is	defined	as	‘an	interaction	of	personal	capacity	and	context’	(Fischer,	

1980).	

The	abovementioned	career	skills	are	then	found	to	have	impact	on	and	correlate	differently	with	

positive	relevant	outcomes,	in	terms	of	career	progression:	job	search	behavior,	job	performance,	

subjective	career	success	and	psychological	well-being.		

	

The	mindsets,	the	career	skills	and	the	career	relevant	outcomes	are	related	as	shown	in	the	figure	

below	(p	=	positive	correlation;	n	=	negative	correlation;	/	=	no	direct	correlation).	
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(Briscoe	et	al.,	2012)	

	

3.4	CAREER	PROGRESSION	
	

The	last	paragraphs	illustrated	the	main	theories	on	contemporary	careers	and	how	the	attitudes	and	

orientations	related	impact	personal	work	outcomes,	focusing	on	the	freedom	and	agency	of	

individuals	in	crossing	different	types	of	boundaries	in	the	work	environments	and	on	the	centrality	of	

one’s	values	and	self-defined	goals	in	career	moves.		

What	has	not	been	said	yet,	is	how	actually	this	moves	are	made	possible	and	how	they	are	operated,	

both	in	traditional	and	boundaryless	settings,	and,	in	particular,	how	these	sequential	movements	and	

choices	are	linked	together	by	the	individual	career	actors	in	a	career	progression	perspective.	

	

One	way	to	comprehend	career	progression,	or	the	‘evolving,	intertwined	relationship	between	

individual	work	experience	and	its	institutional	context’	(O’Mahony	and	Bechky,	2006),	is	to	analyze	

the	careers’	unfolding	related	to	the	structures	within	they	occur.	
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3.4.1	CAREER	PROGRESSION	WITHIN	ORGANIZATIONS	
	

In	the	case	of	traditional	career,	individual	careers	emerge	and	evolve	within	organizations.	

In	this	context,	the	dominant	role	is	played	by	internal	labor	markets,	a	condition	that	deeply	

influences	careers’	patterns.	Internal	labor	markets	act	on	careers	with	the	main	tacit	assumption	that	

the	career	relationship	that	lies	between	the	worker	and	the	firm	is	a	situation	of	exchange,	resulting	

in	an	inevitable	attachment	of	the	workers’	aspirations	to	the	firm	(Arthur,	1994).	In	exchange	for	

loyalty	and	continued	employment,	employees	are	rewarded	with	higher	wages	and	internal	

promotions,	according	to	a	set	of	norms	and	procedures.	Thus,	internal	labor	markets	define	labor	

allocation,	salaries	and	boundaries	of	different	job	roles	(Doeringer	and	Piore,	1971).	

	

The	outcome	of	this	arrangement	is	that	it	is	easy	to	create	a	shared	perception	of	how	a	progressive	

series	of	jobs	is	developed	and	what	are	the	individual	requirements	associated	to	achieve	those	

progressions	(Lawrence,	1990).	However,	this	does	not	mean	that	career	paths	only	follow	the	

objective	structures	of	internal	labor	markets:	in	order	to	take	action	and	before	making	any	decision	

for	their	progression,	individuals	need	to	interpret	the	signals	that	the	organizations	send	and	use	

these	signals	to	generate	perceptions	on	what	are	the	appropriate	ways	of	operating	(O’Mahony	and	

Bechky,	2006).	Internal	labor	markets,	thus,	provide	workers	with	resources	for	progression:	

information	about	expected	behaviors,	based	the	firm’s	needs,	with	sequenced	opportunities	of	

progression	and	incentives	to	pursue	this	progression	(O’Mahony	and	Bechky,	2006).	So	that	workers	

can	rely	on	ready-to-use	desirable	goals,	tools	to	reach	those	goals,	and	feedbacks	on	the	steps	to	

accomplish	the	goals.	

	

Due	to	economic	pressures	and	relative	organizational	restructuring	across	most	of	the	industries,	the	

21st	century	has	brought	to	a	decline	of	such	resources	for	guiding	career	development,	and	then	to	a	

rethinking	of	the	concept	of	career	progression.	

	

In	the	absence	of	career	ladders	to	sequence	jobs,	indeed,	individuals	cannot	rely	on	any	ready-to-use	

resource,	but	they	must	take	more	responsibility	to	achieve	progression	and	develop	strategies	to	craft	

their	own	careers	(O’Mahony	and	Bechky,	2006).	
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3.4.2	CAREER	PROGRESSION	IN	EXTERNAL	LABOR	MARKETS	
	

As	previously	stated,	the	concept	of	a	long-term	employment	with	a	single	employer	and	a	progression	

within	an	internal	hierarchy	constitutes	the	traditional	notion	of	career,	however,	the	postindustrial	

workplace	changed	this	norm,	leaving	room	for	outsourcing	and	contingent	work,	self-employment	

and	a	shift	to	project	work	(O’Mahony	and	Bechky,	2006).	Considering	these	changes,	career	

progression	cannot	be	seen	as	supported	by	the	employers	anymore:	careers	management	is	

becoming	more	and	more	the	sole	responsibility	of	the	worker	alone,	operating	mainly	in	external	

labor	markets	and	switching	to	what	can	be	called	career	self-management	(Mathieu,	2012).		

	

The	structures	of	careers	are	less	well	understood	when	they	occur	in	external	labor	markets	rather	

than	career	progression	within	organizations.	Careers,	in	these	contexts,	are	indeed	much	less	

predictable,	since	there	are	‘no	general	models	for	the	sequences	of	shifts	among	jobs	or	sectors	that	

govern	experience	in	any	external	labor	market’	(Zuckerman	et	al.,	2003).		

	

Hence,	workers	have	now	to	deal	with	a	progression	of	job	experiences	that	does	not	follow	

something	that	could	resemble	to	a	‘given	path’	backed	by	organizational	guidance.	Instead,	

individuals	have	to	deal	with	a	progressive	series	of	jobs	in	a	complex	and	volatile	external	labor	

market	(O’Mahony	and	Bechky,	2006),	and	to	develop	their	own	career	paths	relying	mainly	on	

themselves.		

	

In	this	scenario,	individuals	and	their	own	values	become	the	center	of	the	new	career	

conceptualization.		

Traditional	careers	provide	workers	with	desirable	ends,	tools	identification	to	reach	those	ends	and	

feedback	on	goal	attainment	(O’Mahony	and	Bechky,	2006),	influencing	their	career	ideals	and	

aspirations.	In	the	postindustrial	work	environment,	of	prevailing	instability,	workers	need	to	take	

more	responsibility	in	the	process	of	career	building.	Self-driven	and	continuous	personal	

transformation	and	self-defined	career	goals	and	success	(Hall,	1976)	become	the	factors	and	

definitions	to	guide	them	in	their	career	choices.	

	

Scholars	mention	two	particularly	relevant	aspects	in	career	self-management	for	individuals	seeking	

progression	in	external	labor	markets:	employability	and	coherence	(O’Mahony	and	Bechky,	2006).		
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First,	employability	means	to	be	able	to	market	your	work	experience	(Arthur	and	Rousseau,	1996).	In	

other	words,	individuals	become	employable	by	developing	multiple	new	skills	on	the	current	job	that	

can	be	transferred	to	other	working	settings	and	by	exposing	themselves	to	diverse	social	networks,	

both	personal	and	professional.		

Second,	a	coherent	set	of	work	experiences	is	proved	to	be	preferred	by	employers.	Given	a	labor	

market	constituted	of	culturally	and	socially	defined	categories	segmentation	(White,	1981),	the	more	

an	individual’s	career	is	perceived	to	be	exposed	to	consistent	market	categories,	the	more	relevant	

those	categories	and	the	features	and	skills	associated	to	those	categories	will	be	in	the	individual,	

leading	to	related	career	advantages	in	those	categories	(O’Mahony	and	Bechky,	2006;	Zuckerman	et	

al.,	2003).	In	repeated	employment	changes,	workers	might	support	coherence	through	enhancing	the	

appearance	of	learning’s	and	experiences’	consistency	and	reducing	perceptions	of	fragmented	

development	in	different	market	categories	(Ibarra,	2004).	

	

What	is	difficult	to	assess	is	how	individuals	should	behave	to	go	through	a	series	of	work	experiences	

within	external	labor	markets,	while	appearing	consistent	in	developing	new	skills	to	be	transferred	to	

the	next	job.	

	

	

3.4.3	THE	CAREER	PROGRESSION	PARADOX	
	

Indeed,	a	well-known	dilemma	is	that	to	be	hired	individuals	need	to	own	skills,	but,	since	skills	are	

obtained	through	practice	and	experience,	they	first	need	to	obtain	jobs.	

This	is	called	by	O’Mahony	and	Bechky	(2006)	the	‘career	progression	paradox’,	which	is	experienced	

the	most	strongly	and	deeply	by	those	individuals	whose	careers	are	dominated	by	short-term	

employment	and	project	work.		

	

Workers	who	mainly	deal	with	internal	labor	markets	are	less	affected	by	this	problem,	since	

employers	have	possibilities	to	observe	individuals	in	their	working	environments	and	get	to	notice	

personal	features	and	learning	capabilities	and	habits	(Pfeffer	and	Baron,	1988).	Moreover,	if	the	

individual	is	already	working	in	the	organization	and	has	related	specific	knowledge	and	gained	trust,	

managers	are	more	tolerant	in	terms	of	on-the-job-training.	On	the	contrary,	the	paradox	is	crucial	for	

project	workers	who	repeatedly	seek	jobs	in	external	labor	markets	because,	when	employers	have	to	



	 36	

examine	and	esteem	a	candidate’s	capabilities	and	potential	with	no	previous	information,	their	only	

tool	is	the	mere	past	work	experience	(Faulkner	and	Anderson,	1987).	Thus,	this	type	of	workers,	more	

likely	to	seek	jobs	for	which	they	lack	prior	experience,	have	to	rely	on	other	resources	and	strategies	

than	trust	or	firm-specific	knowledge,	available	only	to	permanent	workers.	

	

	

3.4.4	STRETCHWORK		
	

In	2006,	researchers	O’Mahony	and	Bechky	presented	a	study	on	the	ways	contract	workers	overcome	

the	career	progression	paradox	and	the	actions	they	actually	operate	to	obtain	career	progression	in	

external	labor	markets.	They	investigated	how	contract	workers	try	to	acquire	job	experiences	that	

facilitate	progression	in	their	career.	

	

Learning	new	skills	represents	the	crucial	means	of	career	progression	throughout	a	sequence	of	

different	jobs.	But,	when	it	comes	to	dealing	with	external	labor	markets,	learning	new	skills	becomes	

less	accessible	because	of	the	progression	paradox	mentioned	in	the	previous	paragraph.	

In	those	contexts,	then,	stretchwork	assignments	can	help	workers	to	gain	new	skills	to	market	as	

experience	in	next	job	opportunities.	Stretchwork	is	defined	by	O’Mahony	and	Bechky	as	‘work	whose	

content	mostly	fits	within	a	person’s	base	of	competences	but	that	also	contains	a	smaller	component	

with	which	the	person	has	no	experience’.	The	term	derives	from	the	idea	that	individuals,	when	

accomplishing	this	type	of	assignments,	stretch	their	previously	confirmed	and	proved	capabilities	and	

knowledge	into	a	new	area,	and	at	the	same	time	they	achieve	a	source	of	continuity	and	coherent	

career	narrative	while	learning	the	new	skills	required	to	deal	with	the	new	area.	

In	other	words,	this	means	to	cover	the	gap	that	lies	between	an	individual’s	current	capabilities	and	

the	capabilities	that	the	worker	desires	to	reach	and	that	could	be	recognized	in	future	labor	markets,	

without	any	traditional	and	formal	development	programs	or	on-the-job	training	offered	by	

organizations	to	their	employees.	

	

However,	offering	opportunities	for	stretchwork	is	not	common	among	employers,	since	the	lack	of	

incentives	they	have.	Hence,	being	successful	in	acquiring	stretchwork	opportunities	depend	almost	

entirely	on	the	individual	career	actor	and	the	tactics	she	or	he	uses	to	solve	this	problem	(O’Mahony	

and	Bechky,	2006).	
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The	four	tactics	that	were	found	in	the	2006	study	on	contract	workers	are:	differentiating	

competence,	or	by	doing	every	job	exceptionally	well	to	distinguish	themselves;	acquiring	referrals,	or	

through	professional	networks	that	validate	their	credentials	in	specific	areas	that	could	be	transferred	

to	new	ones;	framing	and	bluffing,	or	crafting	ad	hoc	descriptions	of	previous	work	experience	and	

stressing	similarities	to	the	desired	jobs	to	convey	competence	and	continuity	;and	discounting,	or	

simply	accepting	a	salary	below	the	market	standards	according	to	the	productivity	loss	while	learning	

new	marketable	capabilities.	

	

	
(O’Mahony	and	Beckhy,	2006)	
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3.5	CREATIVE	INDUSTRIES		
	

So	far,	the	theoretical	framework	has	dealt	with	the	relevant	career	theories	and	literature.	This	

second	part	instead,	will	present	the	context	in	which	this	work	finds	its	basis:	the	creative	workers	

within	creative	industries.	

	

Firstly,	a	definition	of	creativity	will	be	proposed,	and	later	the	peculiar	properties	that	distinguish	

these	industries	from	the	rest	of	the	industries.	I	will	then	go	through	definitions	of	creative	workers	

and	analysis	of	the	elements	that	characterize	creative	work	environments,	such	as	the	peculiarities	of	

contemporary	labor	markets	and	careers.	

	

	

3.5.1	CREATIVITY	
	

Creativity	is	any	act,	idea,	or	product	that	changes	an	existing	state-of-the-art,	or	originates	a	new	

state-of-the-art	(Csikszentmihàlyi,	1996),	a	variable	factor	that	is	involved	in	every	type	of	innovation	

and	affects	every	industry.	This	is	true,	because	innovation	derives	from	a	new	idea	that	is	brought	to	

the	market	to	be	commercialized,	and	these	new	ideas	are	nothing	but	outcomes	of	the	people’s	

creativity	within	(or	outside)	the	firm	(creative	talents	that	could	be	both	in	‘technology’	and	‘art’).		

	

In	creative	organizations	yet,	we	can	say	that	creativity	is	the	basis	of	each	product	concept	(symbolic	

content)	and	of	the	processes	(non-standardized	and	flexible	tasks	and	labor	autonomy),	and	if	these	

two	dimensions	are	considerably	touched	by	creativity	we	can	talk	about	creative	industries	(Lorenzen	

et	al.,	2010).		

	

	

3.5.2	CREATIVE	INDUSTRIES	PROPERTIES	
	

When	we	talk	about	creative	industries,	we	need	firstly	to	define	what	we	mean	with	this	

denomination:	industries	based	upon	activities	which	have	their	origin	in	individual	creativity,	skill	and	

talent,	and	which	have	the	potential	for	profit	creation	through	the	generation	and	exploitation	of	

intellectual	property	(DCMS	Creative	Industries	Taskforce,	1998),	and	usually	we	intend	music,	film,	
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publishing,	visual	arts,	performing	arts,	fashion	and	design	industries	(Caves,	2000).	Some	of	these	

industries	design	or	produce	physical	goods.	But,	more	often,	the	physical	work	is	the	medium	for	

conveying	the	idea,	rather	than	playing	the	purely	functional	role	of	an	ordinary	economic	product	

(Thorsby,	2001).	The	value	of	the	product	is	usually	overwhelmingly	built	on	the	content,	its	cultural	

meaning	and	the	experience	it	helps	create	(Miles	and	green,	2008).	

	

	Hence,	it	seems	clear	that	in	these	industries	competitive	advantage	comes	from	content	creation	

that	originates	from	individuals’	creativity,	and	that	is	where	firms	concentrate	their	efforts.	Moreover,	

it	seems	also	clear	that	the	abovementioned	features	of	creative	industries	lead	to	a	substantial	and	

systematic	differences	in	the	production	processes	from	their	counterparts	in	other	industries,	where	

creativity	plays	a	negligible	role	(Caves,	2000).	

	

These	differences	were	listed	by	Richard	Caves,	in	2000,	in	his	famous	book	Creative	Industries,	where	

they	were	enumerated	under	the	phrase	of	‘basic	economic	properties	of	creative	activities’,	as	the	

fundamentals	for	organization	of	these	activities:	

	

• the	‘nobody	knows’	factor,	that	indicates	the	high	uncertainty	that	characterizes	any	creative	

product,	derived	from	the	experiential	nature	of	creative	goods	and	the	impossibility	to	predict	

the	consumers’	reactions;	

• the	fact	that	‘creative	workers	care	about	their	product’,	rising	possible	problems	of	coupling	

creative	choices	efforts	with	non-creative	resources	and	limitations.		

• the	‘motley	crew’	property,	which	says	that	many	creative	outputs	require	diverse	skilled	and	

specialized	workers	who	must	perform	collaboratively	and	at	least	at	the	same	level	of	

proficiency,	with	obvious	implications	about	crew	members’	selection	and	management.	

• 	the	‘infinite	variety’	property	says	that	creative	possibilities	are	uncountable.		

• the	‘A	list/B	list’	property,	which	means	that	individual	creative	inputs	differ	in	quality	leading	

to	a	ranking	of	talent	that	shapes	production	choices	and	creative	workers’	careers.		

• the	‘time	flies’	property,	that	expresses	the	crucial	role	of	close	temporal	coordination	and	

availability	of	all	the	resources	involved	in	the	production.		

• the	durability	that	many	creative	products	present:	the	ars	longa	property.	
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3.6	CREATIVE	WORKERS	AND	LABOR	MARKETS	
	

As	we	stated	in	the	previous	paragraph,	the	core	of	all	creative	industries	lies	in	‘individual	creativity,	

skill	and	talent’	and	that	is	where	most	interest	is	placed	by	the	creative	organizations	themselves.	It	is	

indeed	evident,	that	the	contribution	of	those	individuals	who	are	able	to	provide	creativity,	skills	and	

talent	to	the	core	production	processes	is	crucial	to	those	industries.	

	

	

3.6.1	CREATIVE	WORKERS	
	

There	is	no	actual	definition	for	creative	workers,	but	one	can	be	forged	saying	that	a	creative	worker	

is	an	individual	who	provides	creativity,	skills	and	talent	related	to	the	core	production	processes	in	

field	like	music,	film,	publishing,	visual	arts,	performing	arts,	fashion	and	design	(DCMS	Creative	

Industries	Taskforce,	1998;	Caves	2000),	which	distinguish	them	from	those	various	‘ordinary’	roles,	

jobs	and	occupation	in	creative	industries	that	are	essential	for	the	completion	of	any	creative	process	

and	task,	that	Caves	(2000)	calls	‘humdrum	partners’	and	Becker	(1982)	calls	‘support’.	

	

In	this	thesis,	I	will	add	to	the	previous	definition	of	creative	workers,	the	approach	that	has	been	

elaborated	by	the	sociologist	Howard	S.	Becker.		

Becker’s	Art	Worlds	(1982)	is	a	book	on	sociology	of	work	applied	to	artistic	work	environments.	It	

presents	a	different	approach	to	this	realm	of	activities	suggesting	to	treat	art	and	artists	as	‘not	so	

very	different’	from	other	kinds	of	works	and	workers.	He	indeed	uses	the	typical	style	of	analysis	used	

in	other	studies	of	works	and	work	settings,	discarding	the	rooted	idea	that	art	is	intrinsically	atypical	

in	all	its	manifestations	and	encouraging	scholars	to	look	at	artists	as	art	workers,	who	are	often	

subjected	and	responsive	to	many	of	the	same	social	forces	as	other	occupational	groups	(Mathieu,	

2012).	

	

He	also	defines	art	worlds	as	‘the	network	of	people	whose	cooperate	activity,	organized	via	their	joint	

knowledge	of	conventional	means	of	doing	things,	produces	the	kind	of	art	works	that	arte	world	is	

noted	for’	(Becker,	1982),	while	a	dominant	tradition	tends	to	deal	with	the	analysis	of	the	individual	

and	its	creations,	and	not	this	cooperating	network,	as	the	central	issue	of	art	as	a	social	phenomenon.	
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3.6.2	CREATIVE	LABOR	MARKETS	
	

Another	important	aspect	that	has	to	be	mentioned	in	order	to	provide	a	more	specific	context	to	

creative	work	is	an	analysis	of	the	labor	markets	in	which	creative	workers	operate	and	deal	with	their	

career	management	moves	and	job	opportunities.	

	

‘Artistic	labor	markets	have	expanded	along	a	path	of	unbalanced	growth’	(Menger,	2006),	since	long-

term	employment	has	been	disappearing	throughout	the	whole	industry,	except	for	heavily	sponsored	

and	publicly	subsidized	cultural	organizations	like	orchestras	and	opera	houses	(Menger,	2006).	In	fact,	

labor	markets	are	paradoxical	and	competitive,	considering	that,	on	one	side,	employment	is	more	and	

more	contingent,	while	on	the	other	side	non-substitutability	is	a	primary	value	and	individuals	are	

highly	skilled	workers	(Menger,	2001).		

Thus,	labor	demand	is	expressed	substantially	in	forms	of	contingent	work,	and	the	general	picture	of	

labor	market	presents	a	steady	and	simultaneous	growth	of	employment,	underemployment	and	

unemployment	in	the	creative	industries	(Menger,	2006).	The	labor	markets	are	hence	characterized	

by	the	typical	factors	of	an	imperfect	monopolistic	competition	model	(Menger,	2006):	excess	of	labor	

supply,	a	number	of	small	organizations	that	has	been	increasing	in	parallel	with	the	number	of	

creatives,	unlimited	differentiation	of	production,	and	reputational	rents.	

	

Creative	workers	supply	the	innovation	engine	in	the	arts	primly	through	continuous	short-term	

contract	jobs,	often	hold	multiple	jobs	at	the	same	time	and	can	be	easily	subject	to	periods	of	

unemployment	(Menger,	2006).	The	cause	of	this	situation	can	be	found	in	the	structure	dominating	

among	the	organizations	that	operate	within	the	creative	industries:	the	project-based	production	

system.	Indeed,	the	project-based	system	has	an	obvious	functional	need	for	flexibility,	and	a	

consequential	need	to	rely	on	short-term	work	contractors.		

This	structural	shift	to	project-based	production,	flexibility	and	short-term	job	contracts	occur	because	

of	vertical	disintegration	of	the	production	and	distribution	systems	pf	products	and	performances:	

organizations	minimize	the	risk,	connected	intrinsically	to	the	creative	production	and	the	creative	

markets	uncertainty,	by	‘using	contractual	relationships	to	transmit	this	uncertainty	down	the	

hierarchy	of	control	to	subcontractors	and	ultimately	to	individual	workers’	(Menger,	2006).		
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Individuals,	thus,	must	deal	with	the	structural	factors	of	this	imperfect	monopolistic	competitive	

market,	and	react	to	the	loose	employment	relationships	and	contractual	instability,	learning	to	

manage	the	risks	of	their	trade.	The	ways	they	use	to	manage	these	risks,	according	to	Menger	(2006),	

are:	holding	multiple	jobs	at	the	same	time,	being	versatile	in	the	occupational	role	to	look	for	and	

perform,	diversify	portfolios	of	activities	and	of	employment	links	with	organizations	and	other	work	

collaborators,	and	getting	incomes	from	public	support	programs.	

	

Furthermore,	another	labor	market	main	problematic	characteristic	is	the	stunning	high	variance	of	

income,	that	has	its	causes	in	talent,	working	teams	and	tournaments.	

Talent,	in	creative	industries,	is	a	complementary	factor	of	production,	meaning	that	differences	in	

level	of	ability	between	individuals	may	influence	more	than	proportionally	the	value	of	the	output	

performance	or	product,	and,	according	to	this	fact,	inequalities	in	salaries	are	huge	(Stinchcombe,	

1963).		

Thus,	on	the	demand	side,	greater	quality	is	always	preferred	over	lesser	quality	and	so	it	is	for	talent,	

but	in	the	case	of	the	creative	fields	measurements	of	talent	and	quality	are	impossible	to	standardize	

and	the	valuation	processes	rely	on	accepted	canons	and	present	inflexibilities,	asymmetries	and	

imperfections	(Menger,	2006).	Rankings	are	continuously	made	by	critics,	experts,	market	sellers	and	

eventually	end	consumers	in	order	to	organize	the	products	of	individual	creativity	and,	hence,	to	rank	

creative	individuals	and	their	talent	(Menger,	2006);	obviously,	to	appear	in	this	talent	discourse,	and	

so,	to	climb	rankings,	is	mainly	dependent	on	external	factors	rather	than	the	pure	talent	itself,	and	

this	fact	influences	and	distorts	the	whole	monetary	and	non-monetary	rewards	system,	turning	

horizontal	differentiation	into	vertical	(and	inegalitarian)	differentiation	of	talent	‘based	on	more	or	

less	overtly	publicized	market	scores	and	reputation	ranking’	(Menger,	2006)	.	

Directly	connected	to	the	talent	issue,	there	is	the	selective	matching	of	professionals	for	building	new	

team	designs,	which	further	increase	the	inequalities	in	income.	

Teams	are	created	through	a	selection	of	similarly	skilled	and	equal	in	reputation	(and	positioning	in	

the	rankings)	individuals.	This	happens	because,	project-based	organizational	architectures	require	

recurrent	team	creation,	and	because,	as	stated	by	Caves	(2000),	individual	professional	inputs	to	the	

project	operate	within	a	multiplicative	production	relationship,	where	‘every	input	must	perform	at	or	

above	some	threshold	level	of	proficiency,	if	any	commercially	valuable	output	is	to	result’	(motley	

crew	property	in	Caves,	2000).	
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Moreover,	highly	differences	in	rewards	are	not	only	accepted,	but	also	regularly	celebrated	through	

tournaments,	as	it	happens	in	the	sports:	yearly	awards,	prizes,	festivals,	and	competitions	of	any	kind,	

lists	of	selling	figures	and	income.	These	tournaments	feed	the	business	of	fame	and	often	generates	

‘a	causally	reversed	rating	process	due	to	a	cumulative	signaling	advantage’	(Menger,	2006),	that	

produces	reputation	assigning	and	quality	appraisal	systems	that	are	rather	rigid	compared	to	the	ones	

that	the	hyper	competitive	structure	built	on	tournaments	and	moving	rankings	would	suggest	

(Menger,	2006).	

	

Eventually,	also	spatial	distribution	of	activities	and	workers	is	peculiar	for	creative	environments:	

there	is	a	very	high	level	of	spatial	concentration	in	a	few	locations,	or	even	in	one	single	dominant	

metropolitan	area	for	each	country	(Menger,	2006),	where	creatives,	cultural	producers	and	

employers	agglomerate	(Scott,	2000).	This	situation	derives	from,	again,	the	vertically	disintegrated	

production	system	that	dominates	these	industries:	highly	flexible	production	processes	rely	on	spatial	

concentration	to	benefit	from	external	economies	of	scale,	and	so,	to	overcome	complexities	and	

costly	transactions	(Storper	and	Walker,	1989;	Quingley,	1998;	Menger,	2006).		

Density	of	formal	and	informal	relationships	is	high	both	between	employers	and	workers,	since	

creative	production	is	based	on	these	three	elements	(Menger,	2006):	

- a	network	of	organizations	(employers)	involved	in	the	different	parts	of	the	processes,	that	

rely	on	a	creative	labor	pool	for	contracting	new	workers;	

- minimizing	costs	and	length	in	selecting	and	hiring	workers	through	the	exploitation	of	

information	processing	through	the	network;	

- widely	accepted	conventional	arrangements	about	monetary	and	non-monetary	rewards,	

mitigating	risky	employment	possibilities.	

This	means	that	organizations	compete	for	selecting	and	hiring	the	best	profitable	talents,	but	at	the	

same	time	they	need	a	secured	reserve	of	employable	creative	workers	(Menger,	2006),	a	pool	

agglomeration	that	can	only	be	possible	through	a	networking	and	concentrating	of	activities	

mechanism.	
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	3.7	CREATIVE	CAREERS	
	

Dealing	with	creative	careers	in	the	creative	industries	means	to	face	the	‘conditions,	strategies,	

barriers,	challenges	that	the	creative	worker	has	to	handle	in	order	to	obtain	and	remain	in	work	

within	a	given	creative	occupation	or	industry	over	a	prolonged	period	of	time,	of	which	both	the	

subjective	and	objective	dimensions	of	work	and	non-work	(remunerated	and	non-remunerated)	are	

the	central	components’	(Mathieu,	2012).	In	regards	to	this,	Mathieu	(2012)	also	adds	that	‘both	the	

present	(one’s	actual	career	history)	and	the	absent	career	(the	career	history	one	has	not	had,	as	well	

as	the	career	one	intends	to	have	in	the	future)	are	of	importance’.	

	

	

3.7.1	CAREER	SELF-MANAGEMENT	AND	CREATIVITY	
	

Managing	a	career	can	be	seen	as	a	deliberate	planned	conscious	activity	in	which	workers	evaluate	

longer	trajectories,	or	as	a	mainly	unconscious	process	in	which	workers	relate	to	and	cope	with	the	

discrete	opportunities	they	encounter.		

In	the	case	of	creative	industries,	characterized	by	extensive	project-based	production	and	flexible	

short-term	job	contracting,	career	managing	became	the	‘sole	responsibility	of	the	creative	worker’	

(Mathieu,	2012),	because	‘through	short-term	contractual	ties,	employers	take	no	responsibility	for	

most	of	the	elements	that	constitute	a	career’	(Menger,	1999),	leading	to	what	contemporary	career	

studies	(King,	2004;	Sturges,	2008)	call	career	self-management.	

	

Career	self-managing	is	based	on	knowledge,	both	of	the	individual	herself	or	himself	and	of	the	

environment	in	which	one	operates,	and	also	of	how	these	two	entities	integrate	with	each	other	

(Mathieu,	2012).	

Knowledge	of	the	self	begins	with	identity,	questioning	what	are	individuals’	personal	desires,	goals,	

expectations	and	ambition,	but	it	also	concerns	comparative	identity	questioning,	like	personal	status	

in	external	assessments	and	positioning	in	relation	to	peers	(Mathieu,	2012).	

Also,	to	be	able	to	navigate	the	series	of	short-terms	jobs	in	external	labor	markets,	one	must	have	

knowledge	about	these	markets	and	how	they	function:	knowledge	about	the	‘labor	opportunity	

structure’	(Abbott,	2005),	or	the	occupational	scenario	that	characterizes	the	industry	in	which	a	
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worker	operates.	One	way	to	comprehend	effectively	the	different	working	creative	environments	is	

‘proximity	and	attention	to	key	insiders’	(Pralong	et	al.,	2012)	for	the	importance	of	their	personal	

knowledge	and	opinions,	and	to	consult	strategic	sources	for	information	and	advice	(EIkhof	et	al.,	

2012).	

These	two	types	of	knowledge	are	though	not	useful	for	career	self-managing	if	used	without	applying	

interpretation	mechanisms	to	combine	self-knowledge	and	environmental	knowledge.	Beyond	

knowledge,	indeed,	a	crucial	element	is	the	capacity	to	produce	‘contextually	appropriate	behaviors	

even	in	challenging	situations’	(Mathieu,	2012).	Indeed,	career	management	presents	a	rather	

personal	nature	focused	on	the	relationship	of	the	individuals	with	the	working	environments,	so	that	

it	becomes	often	focused	on	relationship	management	(Skov,	2012;	Eikhof	et	al.,	2012,	Mathieu,	

2012).	

	

	

3.7.2	COMPETITION	AND	RANDOMNESS	
	

Ultimately	though,	knowledge	and	capacity	to	perform	proper	behaviors	might	not	be	enough	to	

achieve	career	progression.		

As	mentioned	in	a	previous	paragraph	about	creative	labor	markets,	those	seeking	employment	

outnumber	by	far	the	open	positions	purchasable,	so	that	individuals	usually	encounter	tough	

competition	and	act	consequentially	with	enhanced	effort,	preparation	and	strategies.	But,	in	this	

competition,	winning	or	losing	occur	independently	of	the	acts	of	the	individuals,	and	creative	careers,	

especially	when	it	comes	to	entry	level	workers,	are	‘tournament	careers’,	as	suggested	by	Stoyanova	

and	Grugulis	(2012),	in	which	there	is	no	progression	under	individuals’	agency	(Arthur,	1994)	

combined	with	macro-level	factors	(Jones,	2010),	similarly	to	boundaryless	careers	in	other	industries,	

but	competition	is	played	through	tournaments	where	the	variation	of	‘failure	and	exit’	or	‘success	and	

progression’	is	continuous	and	career	achievements	are	not	actually	permanent,	because	winning	may	

last	just	until	the	next	tournament.		

Indeed,	promotion	or	vertical	mobility	is	not	achieved	through	progression,	and	it	is	not	secured	in	any	

way,	because	every	upward	movement	is	actualized	through	horizontal	open	competition	(Faulkner,	

1973).	
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Moreover,	the	unforeseeable	element	of	chance	plays	an	important	role	in	building	a	working	path	

within	a	creative	environment,	it	can	play	either	in	favor	or	against	an	individual’s	progression,	and	it	is	

beyond	the	reach	of	any	applicable	strategy	(Stoyanova	and	Grugulis,	2012).	

	

Unlikely	other	industries,	indeed,	creative	fields	confront	workers	and	their	willingness	to	achieve	

career	progression	with	extra	challenging	elements:	randomness,	serendipity	and	arbitrariness	

(Mathieu,	2006),	conditions	that	especially	tend	to	have	their	maximum	influence	on	careers	at	lower	

and	entry	levels	of	the	occupational	and	prestige	hierarchies.		

Career	progression	in	these	fields	is	not	a	product	of	the	creative’s	efforts	and	strategies,	but	of	the	

interplay	of	the	random	and	serendipitous	events	with	the	creative’s	actions	(Stoyanova	&	Grugulis,	

2012).	Crucial	decisions	that	can	shape	an	individual’s	career	(e.g.	being	hired	for	a	certain	project	or	

not)	are,	more	often	that	one	can	think,	taken	by	employers	on	the	basis	of	‘artistic	reasons’	or	

‘consumer	preferences’,	criteria	of	evaluation	that	cannot	be	reasonably	foreseen	by	the	individual.	

	

	

3.7.3	RECOGNITION	AND	REPUTATION	
	

Processes	of	recognition	and	its	durable	form,	reputation,	are	fundamental	in	all	creative	industries	

and	matter	both	for	organizations	and	employers	and	for	individual	workers.	

Recognition	can	be	seen	as	a	continuum	from	intimate	appraisal	displays	to	international	public	events	

like	the	Nobel	Prize	in	literature	or	the	Best	Director	Academy	Award	(Mathieu,	2012).		

	

First	and	most	intimate	step	in	the	continuum	is	mutual	recognition	between	working	creative	

partners,	that	generates	trust	systems,	respect	and	constructively	critical	working	contexts,	which	have	

influences	on	both	objective	career	progression	and	subjective	goals,	like	willingness	to	collaborate	

again	with	the	same	individuals	(Mathieu	and	Stjerne,	2012).	

In	more	formal	contexts,	on	the	other	extreme	of	the	continuum,	we	find	elite	recognition,	or	

‘consecration’	(Lincoln	and	Allen,	2012).	Consecration	results	from	the	sum	of	reputations	built	among	

diverse	specific	audiences	and	publics	(Boutinot,	2012;	Lincoln	and	Allen,	2012),	so	it	is	a	sequence,	

that	usually	takes	years,	of	won	competitions	and	successful	tournaments	in	one	industry,	through	

subsequent	awards	given	by	key	audiences.	
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4.0	DISCUSSION	
	

In	the	previous	chapters,	I	have	illustrated	the	philosophical	perspective	and	the	methodology	applied	

in	this	research,	then,	I	presented	the	theoretical	framework	that	helped	developing	the	research	

structure	and	that	provided	the	basis	for	the	data	collection	and	analysis	process.		

The	following	chapter	will	therefore	deal	with	the	results	of	the	data	collection,	and	will	display	the	

analysis	that	has	been	done	on	it,	discussing	these	results	in	respect	to	the	problem	statement.	But,	

before	the	analysis	discussion,	I	will	briefly	introduce	Fabrica,	the	organization	I	chose	as	the	pool	

frame	to	seek	the	‘excellent	participants’	(Morse,	2007)	for	this	grounded	theory	research.	

	

The	analysis	will	focus	on	the	concepts	that	emerged	from	the	data,	and	the	narrative	of	the	results	

presentation	and	discussion	will	follow	the	importance	of	the	concepts	and	the	relationships	that	

emerged	among	them,	as	stated	for	grounded	theory	studies.		

The	first	step	will	be	to	propose	what	the	interviewees	actually	consider	as	progressions	in	their	

careers,	as	the	starting	point	of	the	analysis.	From	that,	the	focus	will	move	to	how	they	take	work-

related	decisions	in	this	progression	perspective,	thus,	the	second	part	will	deal	with	the	resources	

they	look	for	in	a	job	opportunity,	while	the	third	part	will	present	the	actual	behaviors	and	strategies	

they	perform	to	attain	those	resources	while	navigating	in	the	creative	markets	and	constructing	their	

series	of	subsequent	work	experiences.	

	

Considering	the	grounded	theory	design	that	characterizes	this	study,	references	to	the	theories	

presented	in	the	previous	theoretical	chapter	will	be	used	in	discussing	the	results,	not	to	verify	the	

findings,	but	rather	to	demonstrate	a	certain	significance	of	the	concepts	emerged	that	are	similarly	

found	in	the	relevant	literature	(Corbin	and	Strauss,	2008),	and	to	enable	some	external	reliability	for	

the	theory	formed	on	concepts	emerged	during	the	data	collection/analysis	process	required	in	the	

grounded	theory	studies.	

	

	

4.1	FABRICA	RESEARCH	CENTER	
	

This	thesis	never	had	the	aim	to	analyze	Fabrica	Research	Center	as	the	case	of	this	research,	because	

it	represented	just	the	frame	to	this	study	and	the	pool	for	the	interviews	participants.	
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Indeed,	in	the	introduction	to	this	study	I	stated	that	I	would	not	have	presented	a	study	on	Fabrica	

itself,	because	I	only	perceived	the	organization	through	the	eyes	of	the	young	creatives	that	

participated	in	the	interviews.	Fabrica	represents	their	current	work	experience,	the	work	

environment	in	which	they	currently	operate,	so	it	has	been	treated	just	as	the	previous	ones	and	the	

future	potential	ones	that	they	brought	up	in	their	narratives	during	the	interviews,	in	terms	of	how	

they	decided	to	apply	for	it,	which	features	of	the	organization	interested	them,	what	they	achieved	or	

hope	to	achieve,	etc.			

	

In	spite	of	these	considerations,	I	think	a	brief	preface	of	Fabrica	is	needed,	especially	to	understand	

why	I	considered	it	a	good	creative	pool	in	which	selecting	the	excellent	sample	for	this	study.	

	

Fabrica	Research	Center	was	founded	in	1994,	by	Luciano	Benetton	together	with	the	appreciated	and	

controversial	photographer	Oliviero	Toscani,	in	a	17th	century	villa	restored	by	the	Japanese	architect	

Tadao	Ando.	It	is	defined	as	a	communication	research	center	and	deal	with	diverse	creative	

disciplines,	including	design,	visual	communication,	photography,	interaction,	video,	music	and	

journalism.	

It	offers	young	creatives	from	all	around	the	world	‘a	one-year	scholarship,	accommodation	and	a	

round-trip	to	Italy,	enabling	a	highly	diverse	group	of	researchers’	(Fabrica.it,	2016).	

‘The	challenge	facing	Fabrica	is	one	of	innovation	and	internationality:	a	way	to	join	culture	with	

industry	through	communication,	which	is	no	longer	expressed	only	in	traditional	forms	of	advertising,	

but	instead	becomes	a	vehicle	for	conveying	the	“intelligence”	of	an	enterprise,	through	numerous	

forms	of	expression,	including	design,	music,	video,	photography,	publishing,	internet	and	the	new	

media.	Of	particular	note	in	this	regard	is	the	quarterly	magazine	COLORS,	which	has	been	casting	its	

curious,	eager	eye	over	“the	rest	of	the	world”	since	1991.’	(www.benettongroup.com,	2016).	

	

Every	year,	one	thousand	two	hundred	young	creatives,	on	average,	send	their	resumes	and	portfolios	

to	access	one	of	the	three	types	of	scholarships	offered	–	editorial,	design	and	social	campaign	–	the	

only	limit	is	the	age,	one	must	be	aged	between	18	and	26	years	old.	80	young	creatives	are	selected	

and	move	to	the	next	step:	a	two-weeks	trial	in	the	center,	at	the	end	of	which	they	must	elaborate	a	

presentation	about	two	given	topics	and	a	proposition	for	a	personal	project	to	carry	on	during	the	

year.	In	the	end,	35	of	them	get	accepted	and	get	the	scholarship	and	the	extraordinary	opportunity	to	

collaborate	in	the	Fabrica’s	project	with	the	most	prestigious	creative	organizations	and	events	around	
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Europe.	Fabrica,	indeed,	boasts	a	long	list	of	excellent	collaborations,	from	the	Milan	Design	Week	to	

the	Tate	Modern,	and	a	significant	international	reputation	among	the	creative	environments.	

	

	

4.2	CAREER	PROGRESSION	
	

Before	dealing	with	what	the	young	creatives	look	for	in	their	first	job	experiences	and	how	they	

actually	behave	to	gain	that,	one	must	first	go	through	a	practical	and	brief	definition	of	what	the	

‘evolving,	intertwined	relationship	between	individual	work	experience	and	its	institutional	context’	

(O’Mahony	and	Bechky,	2006)	that	career	progression	represents,	in	the	way	it	emerged	from	the	

research	participants’	words.	Or,	better,	one	must	present	the	career	progression	phenomenon	from	

the	interviewees’	perspective,	as	it	is	perceived	and	experienced	by	them	in	their	everyday	life	(Kvale,	

1996),	following	the	phenomenological	theoretical	perspective	adopted	in	this	research.	

	

All	the	interviewees	found	that	their	current	job	position	represented	a	career	progression	in	their	

work	experience	and,	when	asked	about	it	more	specifically,	they	saw	it	mainly	in	two	aspects:	the	

possibility	to	access	new	areas	and	knowledge	in	their	work	fields	and	the	responsibility	together	with	

the	freedom	they	have	experienced	in	the	projects	they	worked	on	recently.		

	

Going	beyond	the	local	perspective	they	experienced	before,	in	Hong	Kong	or	in	a	little	city	in	Tuscany,	

is	fundamental	in	their	progress	perception,	because	it	allows	them	to	get	to	know	different	aspects	of	

their	creative	work	and	especially	get	to	know	peers	with	different	backgrounds	and	cultures:		

‘I	would	say	it	is	an	extension,	that	is	more	than	just	a	progression.	I	see	I’ve	broaden	my	knowledge,	

especially	my	knowledge	in	terms	of	cultures	and	different	perspectives,	by	meeting	many	different	

intelligent	people.	I	experienced	work	in	areas	I	had	never	seen	before.	Before	Fabrica	I	just	wanted	to	

be	a	photographer	and	take	photos,	after	Fabrica	I	can	do	much	more,	also	in	different	creative	fields.’	

(P4)	

Also,	they	see	progression	in	the	tools	they	can	access	and	learn	to	use	to	improve	their	skills	in	their	

practice	and	to	improve	the	quality	of	their	works,	and	so	of	their	portfolio:		

‘I	have	the	possibility	to	use	expensive	tools	that	I	would	never	be	able	to	access	myself,	to	confront	

myself	with	people	that	have	been	in	the	field	for	years	and	know	a	lot,	and	to	work	with	both	brands	
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and	situations	in	general	that	I	could	never	reach	otherwise.	Beside	the	expansion	of	your	contacts	

network,	in	your	field	and	not	only,	with	people	from	all	over	the	world,	that	is	awesome.’	(P8)	

Learning	to	work	on	new	things	and	to	work	in	different	ways,	exploring	the	possibilities	of	their	

profession,	like	changing	from	a	self-employed	situation	to	be	hired	by	an	organization	‘for	having	

someone	else	to	impose	some	structure	on	me.	Working	for	myself	is	very	comfortable,	very	easy.	I’m	

here	to	kind	of	destroy	something.	I’m	walking	away	from	my	studio,	one	just	needs	to	change	

directions	sometimes.	I	don't	know	what	will	come	out	of	it,	but	it	felt	like	a	good	time	for	doing	it.’	(P3)	

	

Progression	is	also	seen	when	they	are	considered	more	in	what	they	do,	they	are	recognized	for	their	

work	and	get	more	responsibility	and	autonomy	of	decision	in	the	whole	process	and	output:	‘In	the	

atelier	of	my	internship	my	name	didn't	come	out,	the	project	was	the	atelier’s	and	I	only	collaborated,	

so	all	the	copyrights	also	were	theirs.	While	in	Fabrica,	I	had	the	possibility	to	express	myself	and	also	

be	recognized,	every	time	my	name	was	there,	so	I	had	much	more	responsibility.’	(P6);	‘Before,	I	did	

really	basic	stuff	with	a	really	low	level	of	autonomy	when	I	was	an	assistant	and	a	freelancer,	now	I	

have	autonomy	during	my	work	and	freedom	to	refuse	jobs	I	don't	care	about,	I	can	choose	what	to	

work	on,	while	when	I	was	a	freelancer	I	took	some	jobs	just	for	financial	needs.’	(P9).	

Being	recognized	for	the	work	they	do	and	be	called	to	apply	those	proved	skills	is	then	crucial:	‘In	the	

museum	I	was	not	producing	any	work	of	mine,	I	only	got	contacts	and	skills	not	related	to	my	practice,	

while	for	the	festival	I	have	been	chosen	because	of	my	qualifications	and	qualities	as	an	artist.	So,	I	

passed	from	learning	something	new	to	help	me	as	a	worker	to	applying	and	developing	my	core	skills	

as	a	creative.	And	the	possibility	to	take	risks	on	that,	the	responsibility	of	your	work.’	(P7).	

	

In	the	data	collection	and	analysis	process,	as	the	participants	started	telling	about	their	work	

experiences’	stories	and	I	began	to	see	some	recurrent	elements	and	to	have	a	clearer	image	of	their	

phenomenon	perception,	I	decided	to	focus	on	two	angles	of	the	problem	statement:	the	resources	

they	look	for	in	a	job	experience	and	the	actual	strategies	they	apply	to	reach	those	desired	resources	

through	the	job	experience.		

Thus,	the	two	abovementioned	rough	concepts	that	emerged	in	the	description	of	career	progression	

in	their	working	experience,	were	the	starting	points	of	my	reflections	which	I	worked	on	during	the	

parallel	collection	and	analysis	of	the	interviews’	texts.	Eventually,	in	the	theory	building	phase,	they	

appeared	to	be	actually	the	two	resources	young	creatives	look	for	in	a	job	experience,	they	were	
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refined	and	simplified	in	the	two	concepts	of	exploration	and	recognition,	which	will	be	explained	in	

the	next	paragraphs.	

	

	

4.3	RESOURCES	
	

As	stated	in	the	previous	paragraph	about	the	practical	career	progression	experienced	by	the	

participants,	a	further	investigation	was	held	on	these	two	concepts	during	the	collection	and	analysis	

of	data.	

The	two	concepts	abovementioned,	emerged	to	be	the	prime	resources	which	the	young	creatives	

interviewed	consider	in	a	job	experience,	and	were	conceptualized	in	the	theory	building	process	as:	

exploration	and	recognition.	

	

Young	creatives,	in	this	peculiar	moment	of	their	working	life,	seek	exploration	opportunities	to	go	for	

novelty,	new	knowledge	and	skills,	in	order	to	start	building	their	identity	as	creatives,	which	is	not	

fully	developed	in	this	first	stage	of	career,	to	get	to	know	the	environment	and	to	understand	how	to	

behave	in	these	contexts.	At	the	same	time,	they	seek	for	recognition,	the	resource	par	excellence	in	

creative	environments,	that	in	years	can	turn	into	reputation,	the	most	important	means	for	creative	

workers	to	actually	get	jobs	and	funds	for	their	personal	works,	in	the	unstable	and	unforeseeable	

system	of	rankings	and	tournaments	described	by	Menger	(2006).	

These	two	resources	and	concepts	emerged	as	strictly	intertwined	in	this	analysis,	because	what	has	

come	out	as	crucial	is	that	the	exploration	carried	on	must	be	connected	to	some	recognition,	for	the	

knowledge	and	skills	acquired	by	the	young	creatives	during	the	exploration	process,	otherwise	there	

will	be	no	validation,	either	external	or	internal,	for	what	is	gained.	And	thus,	if	there	is	no	exhibition	

and	validation	of	the	skills	and	the	knowledge	contained	in	the	explorative	works,	they	are	not	usable	

in	the	external	labor	markets	and	so	they	are	not	transferrable	to	the	next	work	experience	from	a	

potential	employer	point	of	view.	

Hence,	what	has	emerged	is	that	these	two	resources	must	be	sought	simultaneously	and	they	have	

approximately	the	same	weight	in	taking	work-related	decisions.	
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4.4	EXPLORATION	
	

All	the	participants	highlighted	the	necessity	of	learning	in	this	phase	of	their	working	lives,	so	that	

exploration	becomes	essential	for	any	starting	career.	With	the	word	exploration,	it	is	intended	the	

concept	of	moving	towards	unknown	areas	in	the	work	environment	and	looking	for	novel	experiences	

and	different	levels	of	physical	and	psychological	movements.	

	

As	one	of	them	states	why	this	exploration	possibility	is	extremely	significant	to	them:	‘I’m	learning.	I	

don't	know	if	I	do	things	in	the	best	way,	if	I	get	deeper	in	what	I	do,	but	maybe,	in	this	moment	is	not	

that	important.	I	think	what	is	more	important	is	getting	to	see	different	things,	because	so	far	I	

haven’t	seen	all	the	possible	facets	of	what	I	do.’	(P1).	However,	as	noticed	before,	exploration	alone	is	

not	a	reliable	resource,	but	it	must	be	driven	on	some	level:	‘I	could	go	and	do	whatever,	but	if	the	

series	of	experiences	I	make	is	not	somehow	organized,	not	consistent,	is	a	waste	of	time,	even	if	they	

are	amazing	experiences.’	(P6).		

	

The	seek	for	exploration	has	emerged	to	be	composed	of	three	levels	in	this	career	phase,	the	

exploration	of	the	self,	of	the	peers	and	mentors	and	of	the	work	environment.	They	are	not	

hierarchical,	but	are	carried	on	in	parallel	by	the	young	creatives.	

	

	

4.4.1	SELF-EXPLORATION	
	

Self-exploration	plays	a	fundamental	role	in	this	initial	phase,	especially	because	their	professional	

identity	is	not	defined,	and	they	actually	do	not	want	it	to	be	defined	at	this	stage	of	their	lives.	Most	

of	them	do	not	like	to	tag	themselves	with	one	single	profession,	but	they	tend	to	bring	versatile	

definitions,	adapted	to	the	contest,	to	the	direction	that	the	exploration	is	taking	them	at	the	moment.	

	

‘I	don't	like	to	define	myself.	Right	now	I’m	both	an	artist	and	a	curator.	Everybody	wants	to	divide	this	

and	specify	what	you	do,	now	that	I	work	in	Fabrica	as	a	curator	and	archive	researcher,	sometimes	I	

don't	feel	comfortable	in	saying	that	I’m	an	artist,	because	here	I’m	not	an	artist,	I’m	an	artist	there,	in	

another	place.’	(P1).	
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This	issue	comes	out	often,	in	particular	because	their	professional	identity	is	mainly	influenced	and	

shaped	by	their	academic	and	non-academic	background,	which	is	constraining	for	exploring	new	

areas:	‘I	came	to	Fabrica	because	the	background	I	had	from	ECAL	was	based	mainly	on	aesthetic	and	

technique,	but	I	missed	all	the	social	questioning	of	art,	so	I	was	interested	in	this	aspect	of	Fabrica.	I	

thought	I	needed	to	complete	my	way	of	doing	art	adding	this	aspect.’	(P7);	and	to	these	backgrounds	

they	do	not	want	to	be	always	associated,	because	they	want	other	possibilities,	as	one	of	them	said	

‘when	I	finished	ECAL	I	wanted	to	have	the	possibility	to	work	in	a	museum,	or	to	have	the	option	to	

work	in	culture	without	working	necessarily	as	a	photographer,	to	work	in	more	classic	context,	and	

safer.	So,	through	some	contacts	I	had,	I	did	this	internship	at	UCCA,	the	Ullens	Center	for	

Contemporary	Art	in	Beijing,	the	biggest	non-profit	art	center	in	China.’		(P7).	What	is	important	to	

notice	in	this	last	statement	is	that	exploration	of	the	self	as	a	creative	does	not	stem	from	an	‘artistic’	

exploration,	but	more	from	a	‘professional’	exploration,	a	trial	of	a	different	way	of	working	on	the	

same	art	subject	(photography	in	the	case	of	this	participant).	Another	example	on	this	self-

exploration	as	a	professional	of	creativity	is	another	participant,	who	decided	to	shift	from	illustration,	

that	was	her	educational	background,	to	graphic	design	because	of	a	need	for	certainty	in	work:	‘Being	

an	illustrator	it's	my	dream.	At	the	moment	though,	I	put	it	aside	as	I’m	working	on	another	project,	

because	I	want	to	achieve	some	certainty:	I	can	be	an	illustrator	even	when	I’m	fifty,	but	when	you	

want	to	get	into	an	agency,	for	example	in	design,	you	have	to	get	into	this	field	earlier.’	(P2).	

It	appears	clear	that	seeking	self-exploration	means	also	to	seek	adaptability	to	both	the	internal	and	

external	changing	elements	that	play	in	the	environment,	and	could	be	seen	as	a	response	to	the	

intrinsic	instability	and	uncertainty	that	characterizes	creative	environments	and	that	are	transferred	

by	the	organizations	down	onto	the	workers,	offering	almost	solely	short-term	contracts	and	project	

work	(Menger,	2006).	So	that	a	creative	must	deal	with	this:	‘if	I	learnt	something	from	my	short	

experience	is	that	everything	is	always	changing,	and	I	like	that,	because	it	is	totally	different	all	the	

time.	So	I	think	that	being	versatile	is	a	must.’	(P3).	

	

	

4.4.2	EXPLORATION	WITH	PEERS	AND	SENIORS	
	

The	second	level	of	exploration	they	seek	is	the	one	they	get	from	the	work	relationships	they	entail	

with	the	people	who	work	around	them	in	the	project	or	the	organization,	both	peer	colleagues	and	

seniors.	They	especially	look	for	knowledge	exchange	and	intercultural	interactions	with	their	peers	
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and	for	learning	from	senior	creative	workers,	who	could	be	potential	mentors	in	this	delicate	phase	of	

career	building	process.		

	

‘People’	emerged	as	a	major	factor	in	considering	job	opportunities:	‘people	are	the	most	important	

factor.	To	understand	how	anything	works,	you	have	to	go	through	understanding	people	of	that	

environment,	so	having	good	relationships	with	people	is	fundamental	in	life.	In	a	studio,	if	you	don't	

feel	good	with	the	people	who	surround	you,	there	can	be	the	best	clients	but	you	don't	go	anywhere	

without	the	right	people	to	work	with.	The	human	side	I	would	say	it’s	the	60%	of	It’	(P6).	Thus,	the	

people	factor	is	fundamental	in	all	their	exploring	choices	related	to	work	decisions:	‘I	just	want	to	see	

more,	higher,	bigger.	This	is	the	main	thing.	For	example,	when	I	talk	with	someone,	I	want	to	get	also	

what	the	other	person	sees,	I	try	to	catch	his	angle,	especially	in	this	context	of	intercultural	

backgrounds,	jamming	inside	this	little	concrete	cage	that	is	Fabrica.	Culture	is	key	word.	I	look	for	

international	people	so	we	can	exchange	a	lot	of	knowledge,	information,	intelligence,	and	all	these	

things	are	really	important	because	they	will	shape	your	new	identity,	not	only	as	a	worker.	Eventually,	

I	look	for	good	people.’	(P4).	

	

Beside	the	fruitful	cultural	exchange	that	takes	place	in	these	encounters,	peers	are	also	fundamental	

in	the	process	of	getting	to	know	more	and	grow	bigger	as	a	creative	worker	in	various	and	

unpredictable	aspects,	since	project	works	often	imply	team	work	with	different	professionals,	but	

also	colleagues	with	similar	backgrounds,	in	order	to	produce	the	creative	output.	Most	of	the	

learning,	indeed,	occur	while	actually	performing	a	certain	skill	that	one	wants	to	develop	or	just	to	

improve,	which	means	it	actually	occurs	during	working	with	the	people	that	surround	you	in	the	

project.		

The	interviewees	declared	that	they	learn	mainly	on	the	job,	or	learning-by-doing,	and	in	a	team	

working	context	is	difficult	to	see	it	as	a	solely	individual	process,	but	rather	they	often	encounter	

collective	processes,	so	that	the	quality	of	what	is	learnt	is	directly	related	to	the	mutual	interactions	

that	occur	among	the	colleagues	within	the	team.	Using	Becker’s	words	(1982),	one	can	say	that	every	

creative	project	can	be	seen	as	a	micro	‘art	world’,	in	which	people	work	as	a	cooperating	network,	

sharing	knowledge	of	conventional	means	to	produce	creative	works.		

Moreover,	peer	contributions	can	be	seen	as	crucial	because,	as	the	motley	crew	property	of	the	

creative	organizations	stated	by	Caves	(2000)	says,	the	performance	of	the	whole	team	depends	on	

the	multiplicative	of	the	single	performances	of	the	members,	so,	if	one	performance	is	below	the	
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standard	it	affects	the	final	output	of	the	whole	group.	Thus,	communication	and	cooperation	among	

members	are	essential	for	outputs	in	any	creative	field.	One	example	is	this	participant’s	declaration:	

‘When	I	was	in	Fabrica,	one	guy	used	a	rendering	software,	KeyShot,	really	easy	and	great,	and	many	

of	us	didn't	know	how	to	use	it	so	he	made	a	tutorial	to	explain.	So,	we	were	working	on	this	project	

about	Indian	furniture,	I	was	working	on	designing	a	couch,	and	he	taught	everyone	because,	among	

our	knowledge,	it	was	the	best	way	to	do	rendering	for	this	project.	So	we	all	started	using	this	

software.’	(P6).	

	

Having	the	chance	to	get	to	know	seniors	that	they	find	interesting	and	from	which	they	want	to	learn	

is	fundamental	as	well:	‘A	lot	is	on	the	people,	like	I	would	ask	myself	‘am	I	interested	in	talking	with	

them	daily?’,	that’s	why	my	ideal	is	to	work	in	fine	art	school:	to	have	great	daily	conversations	with	

artists	that	I	admire.	What	I	look	for	is	being	intellectually	stimulated.’	(P5)	

They	also	turn	to	them	for	specific	cases	of	learning,	in	which	they	are	recognized	experts:	‘I	look	for	

the	way	to	do	one	particular	thing	in	the	best	way	possible,	the	best	practice.	I	want	to	learn	from	the	

best.	But	not	only	the	best	obviously.	You	can	say	that	being	the	best	does	not	mean	to	be	the	most	

famous	or	most	successful,	but	these	are	two	criteria	for	sure,	also	in	terms	of	accessibility.	Things	I	

need	to	learn	more	on	certain	topics	depend	on	what	is	going	on	at	the	moment.’	(P4).		

	

People	are,	consequentially,	also	a	means	to	turn	down	opportunities,	considering	them	as	

professionals	and	the	learning	possibilities,	but	especially,	young	creatives	take	into	account	the	values	

that	those	people	believe	in	and	that	they	convey	through	their	works:	‘I	had	been	offered	many	good	

opportunities,	but	didn't	take	them	because	I	didn't	trust	the	people,	they	didn't	have	the	right	value	

behind	them.	I	turned	down	some	really	good	business	opportunities.	Like	for	designing	t-shirt,	having	

my	design	printed	on	million	t-shirts	and	my	work	will	be	everywhere,	I	don't	care	about	that.	It	must	

be	genuine.	Obviously	they	don't	need	to	be	the	same	values	I	have,	I	just	need	to	appreciate	someone	

else’s	values.	I	worked	with	very	different	people,	with	completely	different	goals	and	objectives,	but	

coming	from	a	genuine	thing	behind.	I	follow	the	smell	of	genuine	things,	my	feeling	about	it.’	(P3).	

	

People’s	values	are	particularly	important	when	it	comes	to	working	values,	like	sharing	the	same	level	

of	commitment	and	passion	with	the	other	individuals	to	the	project	in	a	particular	organization:	‘I	

don't	like	multinational	companies,	in	those	you	can	usually	only	get	little	parts	in	huge	projects.	An	

environment	with	too	many	people	is	not	my	thing,	because	it	means	at	19.00	you	just	drop	the	pen	
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and	you	go	home	thinking	about	your	own	business.	This	comes	under	my	vision	of	combination	of	life	

and	work:	if	you	are	inside	a	big	company	with	many	workers,	it’s	difficult	that	all	those	people	find	the	

project	they’re	working	on	important	and	give	100%	of	themselves.	Also	from	a	practical	point	of	view,	

you	have	to	sweat	more	if	someone	else	is	not	doing	his	job.	So,	I	look	for	organizations	with	little	

teams	and	passionate,	motivated	people.’	(P6);	or	working	values	related	to	the	quality	of	the	creative	

work:	‘Another	thing	I	look	for	is	the	size	of	the	organization,	huge	publishing	houses	risk	to	disregard	

many	aspects	that	I’m	interest	in,	not	always,	but	it	can	happen.	For	example,	Archibooks	is	a	really	big	

publisher	for	architecture	books	in	France,	that	offers	interesting	contents	but	on	the	product	

realization	level	is	a	bit	neglected,	so	I	wouldn't	take	them	as	first	choice,	even	though	they	have	a	

really	big	and	interesting	production.	I’d	rather	go	for	a	smaller	one,	which	publishes	much	less	titles	

per	year,	but	with	the	possibility	to	work	better	on	the	graphic	side	of	it.’	(P9).	

	

	

4.4.3	ENVIRONMENT	EXPLORATION	
	

The	third	level	of	exploration	is	the	exploration	that	involves	the	environment,	or	the	external	entities	

that	operate	in	the	creative	field	or	specialty	of	each	young	creative.	This	fundamentally	means	getting	

to	know	and	to	understand	the	functioning	of	the	creative	environments	one	is	immerged	in.	

	

Environment	exploration	is	thus	fundamental,	because	it	represents	a	mandatory	step	in	every	

creative’s	life	for	integrating	in	the	art	worlds	networks:	‘Before	finishing	ECAL	I	decided	to	get	another	

internship,	this	time	in	French	to	use	my	skills	at	best	and	also	to	integrate	myself	in	the	creative	

environment	of	my	home	country.	In	Losanna,	there	is	the	Musée	de	L’Elysée,	a	good	museum	

specialized	in	photography,	so	to	me	it	was	pretty	smart	to	have	some	contacts	there	since	I	want	to	

continue	working	on	photography.	Once	you	get	in,	even	as	an	intern,	you	can	get	in	touch	with	the	

whole	network	related	to	the	museum,	so	I	got	in	and	stayed	six	months.’	(P7).	The	seek	for	

environment	exploration	emerged	as	a	primary	tool	to	become	able	to	enter	the	environment	itself	

and	to	maintain	a	position	inside	it.	

The	more	they	explore	the	environment,	the	more	they	are	able	to	interact	with	it,	with	the	words	of	a	

participants,	experiencing	exploration	means	to	‘learn	how	to	deal	with	the	internal	mechanism	of	an	

organization	like	this,	at	the	beginning	you	feel	lost,	and	then	you	start	to	understand	how	to	move,	

like	when	entering	a	tribe,	basically’	(P8).	Exploring	the	environment	allows	a	young	creative	to	get	
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proximity	and	attention	to	key	insiders	(Pralong	et	al,	2012)	and	so	to	consult	strategic	advice	and	

information	(Eikhof	et	al.,	2012):	‘The	designer	role	is	not	only	being	a	designer,	but	also	to	have	an	

important	network	to	rely	on,	especially	if	you	want	to	start	your	own	studio,	if	you	don’t	have	a	

network	strong	enough,	you	don't	go	anywhere.	So,	the	fact	that	they	took	me	to	events	and	parties	

was	something	I	really	appreciated	and	it	made	me	grow	as	a	designer,	I	mean,	it	made	me	learn	how	

to	be	one.’	(P6).	

	

Exploration	also	occurs	in	environments	that	are	different	than	the	actual	specialization	of	the	creative	

worker,	because	it	is	part	of	the	bigger	learning	process	they	are	experiencing	in	this	part	of	their	

working	lives.	Mainly,	because	learning	also	the	mechanisms	of	other	but	related	environments	is	vital	

for	being	able	to	self-manage	their	career:	‘Playing	a	multitasking	position	is	extremely	important	to	

me.	I’m	getting	to	many	areas	I	don't	know,	but	I	will	need	in	the	future,	like	the	editorial	world,	

publications,	and	photography.	There	are	ten	different	types	of	professionals	here,	and	I’d	never	

worked	with	them	before,	like	product	designers,	because	I	never	needed	that,	or	photo	editors,	that	I	

still	don't	know	what	actually	do.	We	work	at	the	same	table,	and	we	get	to	unthinkable	things.’	(P1).	

	

What	are	the	driving	ideas	behind	this	seek	for	environment	exploration?	

It	can	be	personal	inspiration,	with	little	connection	to	their	own	practice:	'What	inspires	me	the	most	

is	the	risk	of	the	unknown.	Usually	I	go	where	I	don't	know,	in	exploration,	and	I	start	new	things	in	

unknown	areas.	There	is	usually	some	bridge,	some	element	of	connection,	but	if	I’m	really	interested	in	

that,	I	go	there	anyway.’	(P1).	Or,	it	can	be	driven	by	acquiring	specific	knowledge	and	skills	in	related	

areas:	‘I	got	into	Fabrica	two	years	after	the	first	attempt.	That’s	why	I	got	my	job	in	Hong	Kong,	I	was	

like	‘hey	I	need	to	catch	up	in	digital	skills	to	have	a	chance	to	get	in	next	time’,	that	was	my	strategy	to	

get	a	better	portfolio	and	reach	my	goal	to	get	into	Fabrica.’	(P2).	Moreover,	young	creatives	follow	

serendipity	in	this	exploration	process,	taking	decisions	on	the	basis	of	the	ever	changing	nature	of	

their	peculiar	labor	market,	and	since	serendipity	is	found	throughout	the	whole	creative	industry	in	

many	of	its	fundamental	aspects	(Mathieu,	2012):	‘I	just	know	I	still	want	to	be	a	photographer.	It	

depends	on	the	last	moment.	If	something	comes	out	and	I	change	my	mind,	then	I	will	say	‘hey	this	is	

the	way	I	go’.	Obviously	there	are	many	steps	to	build	the	way,	but	the	most	important	is	the	very	last	

moment	before	the	decision.’	(P4)	
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4.4.4	EXPLORING	AS	A	CAREER	SELF-MANAGEMENT	RESOURCE	
	

In	analyzing	the	first	resource	sought	by	the	young	creative	interviewed,	it	is	obvious	how	these	three	

level	of	exploration	occur	concurrently,	and	the	reason	for	this	resource	to	be	fundamental	is	the	need	

to	be	able	to	interact	appropriately	with	the	work	environment,	and	so,	to	maintain	a	working	position	

in	that	same	environment,	upgrading	the	sequence	of	job	opportunities.	In	order	to	interact	

appropriately,	it	emerged	from	the	data	that	young	individuals	have	thus	to	go	through	the	three	

levels	of	exploration	in	the	creative	work	environments:	seeking	self-awareness,	confronting	the	

creative	self	and	the	personal	self	with	peers	and	seniors,	and	looking	for	tools	to	interpret	the	

working	environment	itself.	

This	first	part	of	the	grounded	theory,	find	its	external	reliability	in	a	noticeable	link	to	the	creative	

careers’	literature,	especially	in	Mathieu’s	book	from	2012	about	the	‘Careers	in	the	Creative	

Industries’.	Mathieu,	indeed,	states	that	career	self-managing	is	based	on	knowledge,	both	of	the	

creative	individual	herself	or	himself	and	of	the	environment	in	which	she	or	he	operates	and	produces	

her	or	his	career	movements,	in	order	to	elaborate	‘contextually	appropriate	behaviors	even	in	

challenging	situations’	(Mathieu,	2012).		

	

A	second	consideration	regarding	this	part	of	the	theory,	linking	it	to	the	relevant	literature	on	

contemporary	careers,	is	about	the	nature	of	this	seek	for	exploration	that	young	creatives	experience	

in	the	initial	phase	of	career	managing.	Indeed,	one	can	easily	recognize	in	the	ways	this	exploration	is	

pursued	the	protean	mindset	and	attitude.	Exploration	as	a	means	of	knowledge	and	career	

management	is	self-directed,	in	the	sense	that	they	rely	on	internally	developed	values,	on	the	

individual’s	psychological	success	and	decisions	(Hall,	1979),	which	set	the	steps	of	achievement	for	

subjective	career	success.	

Moreover,	it	is	clear	from	their	personal	experience	narratives	and	future	plans	that	they	act	

independently	in	career	goals	pursuing,	and,	as	it	will	be	explained	in	the	strategies	paragraphs,	take	a	

more	proactive	role	in	directing	every	aspect	of	their	career,	instead	of	relying	on	external	support	

(Briscoe	et	al.,	2005).	As	Briscoe	et	al.	(2012)	state,	these	career	skills	like	identity	awareness	(self-

exploration	to	get	self-awareness	in	the	case	of	this	research)	and	coping	with	change	(peers	and	

environment	exploration	in	an	unstable	ever-changing	panorama)	are	typical	career	management	

behaviors	that	come	from	protean	mindset	and	attitude.	
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4.5	RECOGNITION	
	

As	previously	asserted,	the	seek	for	exploration	must	be	carried	on	together	with	the	seek	for	

recognition,	in	order	to	make	the	knowledge	and	skills	acquired	during	the	exploration	validated	and	

transferrable	to	other	work	experiences	opportunities.	

When	we	talk	about	recognition,	we	mean	a	subjective	criterion	that	represents	the	perception	of	a	

creative	among	other	creatives,	that	must	be	differentiated	from	the	concept	of	reputation,	which	

represents	recognition’s	expanded	and	most	durable	form	and	which	deals	with	the	perception	of	the	

creative	among	the	general	public	(Frey	and	Pommerehne,	1989;	Mathieu,	2012).	

	

All	the	participants	have	emphasized	the	crucial	significance	of	recognition	as	a	career	booster,	and	

consequentially	the	importance	of	recognition	opportunities	when	considering	a	job	experience.		

This	resource	appeared	to	be	pursued	through	the	same	three	levels	as	well:	self-recognition,	peer	and	

mentors’	recognition	and	environment	recognition.	

	

	

4.5.1	SELF-RECOGNITION	
	

In	Mathieu’s	book	(2012)	on	creative	careers,	he	states	that	the	first	step	of	recognition	is	the	

recognition	you	gain	through	your	peers,	from	the	interviews,	though,	what	emerged	as	a	necessary	

step	in	the	way	of	recognition	attaining	is	the	auto-recognition	of	the	individual’s	creative	work:	

‘The	book	I	produced,	Jannis,	when	I	came	back	from	China,	while	I	was	doing	it,	for	the	first	time	I	felt	

that	the	direction	I	was	taking	was	the	right	one	for	me,	instinctively,	in	terms	of	interest,	concepts,	

format,	everything.	I	felt	I	was	driven	to	do	that	project.	It	was	the	first	time	when	the	others’	critiques	

didn't	matter	at	all,	I	had	my	vision	and	it	was	clear	to	myself,	I	did	exactly	what	I	wanted	and	that	

represented	me.	And	it	worked,	because	from	there	I	got	selected	at	Paris	Photo.	I	think	that	

authenticity,	as	an	artist,	in	what	you	want	to	say,	in	your	capabilities,	is	really	important.	When	I	did	

that	project,	I	kind	of	got	a	validation	from	myself	about	what	I	was	doing	and	who	I	was	in	that	

moment.’	(P7).	

In	this	statement,	I	would	highlight	the	word	‘authenticity’	as	the	most	important	concept	in	this	

process	of	self-recognition.	As	for	the	self-exploration	the	goal	is	self-awareness,	for	self-recognition	
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the	goal	is	authenticity,	or	‘to	be	true	to	the	self’.	In	the	creative	workers’	case,	this	need	for	

authenticity	is	especially	frequent:	a	worker	who	is	involved	in	a	production	process	providing	

individual	creativity,	skills	and	talent	cares	about	his	or	her	own	product	(DCMS	Creative	Industries	

Taskforce,	1998;	Caves,	2000).	Especially	because	of	the	personal	nature	of	most	of	the	creative	work	

(Mathieu,	2012):	investing	of	the	self,	putting	the	self	on	display	and	expression	of	‘longing	to	be	

loved’	(Eikhof,	2012).	

	

Authenticity,	thus,	leads	the	young	creative	to	questioning	the	self	both	as	a	creative	and	as	a	person	

and	how	to	convey	this	image	of	the	self	to	others	–	‘The	website,	for	a	designer	or	an	artist,	is	like	a	

collection,	the	reification	of	all	your	works	story,	organized	and	arranged,	I	mean	specially	you	have	to	

extract,	from	your	story,	what	you	want	to	be	representative,	what	you	want	to	tell	about	you.	And	it’s	

really	difficult.	It’s	a	definition	process,	a	self-definition,	you	have	to	start	defining	yourself	as	a	worker	

otherwise	how	can	you	expect	to	be	hired	for	a	specific	job.	I	think	I	haven’t	found	who	I	am	yet,	and	

that’s	why	I’m	not	sure	exactly	about	where	and	how	to	look	for	a	job,	I	just	proceed	attempting	now.	I	

would	say	I’m	working	on	my	identity	now.’	(P6)	–	and,	also,	authenticity	leads	to	directing	their	career	

choices,	especially	when	the	opportunity	might	not	reflect	one’s	willingness	to	be	true	to	her	or	his	

creative	self	-	I	don't	want	to	change	that	much	for	them.	I	want	to	maintain	my	personality,	I	don't	

know	if	it	might	be	positive	to	myself,	but	I	want	to	maintain	my	practice.	Before	this	work	experience	

I’d	always	done	works	that	were	pretty	conceptual.	(P1)	-	or	if	the	opportunity	does	not	reflect	one’s	

values	–	‘every	once	in	a	while	they	ask	us	to	design	t-shirts	for	Benetton	and	I	have	a	really	hard	time	

doing	that,	because,	to	be	honest	I	don't	agree	with	fast	fashion,	with	mass	production	of	clothing,	with	

putting	a	graphic	on	a	t-shirt	just	to	sell	it	for	a	season.	It	is	not	what	I	want	to	bring	to	this	world.’	(P3);	

‘an	opportunity	with	a	photographer	that	do	commercial	work	would	make	me	be	more	hesitant	to	be	

honest’	(P5).	

	

	

4.5.2	PEER	AND	SENIOR	RECOGNITION	
	

The	second	level	of	recognition	is	the	recognition	the	individual	gets	from	the	people	who	surround	

her	or	him	in	the	working	environment.	From	the	participants’	words,	the	two	essential	aspects	of	it	

are	the	peer	appreciation	and	trust	and	the	responsibility	given	by	seniors.	
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Mutual	recognition	between	working	partners	in	creative	environments	is	a	prime	source	to	generate	

trust	systems,	constructively	critical	working	contexts	and	respect	among	collaborators,	thus,	it	

represents	an	essential	means	for	both	objective	career	progression	and	subjective	goals	for	the	

individuals,	such	as	creating	personal	ties,	that	can	become	also	professional	ties,	and	willingness	to	

repeat	collaboration	experiences	with	the	same	individuals	(Mathieu	and	Stjerne,	2012):	‘Above	all,	

human	relationships	are	significant,	all	the	people	I	got	to	know	and	I’ll	get	to	know	during	this	year,	

the	collaborations	you	make	with	people	inside	the	creative	worlds	that	come	from	all	over	the	planet.	

And	this	is	surely	a	good	basis	for	future	collaborations.’	(P9).		

	

Peer	mutual	recognition	is	important,	especially	for	the	good	atmosphere	an	individual	feels	and	the	

positive	attitude	that	can	develop	from	that,	considering	also	the	durability	of	the	feelings	that	can	

arise	once	some	individuals	share	a	significantly	positive	work	experience:	‘That	is	really	the	value.	I	

get	to	do	some	good	work,	which	is	great,	but	mainly	I	meet	all	these	people	that	are	in	a	similar	place	

to	mine	in	their	life	and	we	are	all	connecting	and	I	care	about	them	a	lot,	they’re	becoming	my	really	

good	friends.	if	I	was	taking	a	plane	back	to	Canada	tomorrow,	what	I	take	away	from	Fabrica	it’s	the	

relationships	with	the	people	here,	the	really	lasting	thing.	With	everyone,	it’s	something	that	retains	

its	value,	while	most	of	the	things,	their	value	disappears	over	time,	even	the	Tate	project,	in	five	years	

it	will	be	irrelevant,	but	not	relationships	with	people.’	(P3).	Moreover,	peer	recognition	and	

appreciation	can	generate	a	basis	for	future	collaborations:	‘Another	plan	for	my	future	could	be	to	work	

with	someone	that	was	in	Fabrica	with	me.	With	many	of	them	we	are	friends	now	basically,	and	often	your	

specialty	can	be	complementary	to	yours,	so	there	is	also	this	kind	of	benefit	inside	Fabrica.’	(P8).	

	

Recognition	from	seniors	and	bosses	comes	through	assigning	responsibility:	‘The	design	department	

boss,	was	in	contact	with	this	Swiss	gallerist	and	with	them	we	produced	this	glass	collection,	and	I	was	

in	charge	of	the	project	and	I	was	given	the	opportunity	to	manage	the	100%	of	it.	I	also	went	to	Basel	

to	take	care	during	the	days	of	the	exhibition,	we	set	up	everything.	So,	especially	for	this	project	I	

extended	my	contract	for	three	more	months.’	(P6).	But	recognition	can	also	be	manifested	through	

supporting	the	young	creative,	also	in	her	or	his	moves	in	other	context,	helping	with	contacts	and	

operating	as	a	referral:	‘The	photographer	I	was	working	for	as	an	assistant	knew	I	also	studied	

graphics	in	my	past,	and	I	tried	to	propose	him	some	layouts	I	made	out	of	his	works.	He	saw	some	

potential	in	that	and	in	me,	so	he	let	me	follow	some	more	graphics-focused	works	he	had	in	his	hands,	

and,	above	all,	he	introduced	me	to	the	rest	of	the	people	in	the	co-working	space	we	were	in,	as	a	
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graphic	designer.	He	basically	supported	me,	and	from	there	I	got	some	chances	to	work	on	interesting	

projects	with	different	people	and	clients	I	am	still	in	contact	with.’	(P9).	

	

Furthermore,	recognition	can	also	be	gained	just	through	‘be	chosen’	by	seniors	and	field	experts	for	a	

job	opportunity:	‘I’d	like	to	make	collaborations	with	people	that	to	me	are	valuable,	that	I	admire.	For	

example,	I	had	the	opportunity	to	collaborate	with	Franco	Taviani,	one	of	the	Taviani	brothers.	So,	

talking	with	him	I	actually	told	him	‘if	you	have	something	to	work	on,	maybe	abroad,	and	you	need	a	

videomaker	to	follow	you	in	the	project,	I	will	be	happy	to	do	it,	even	for	a	really	low	money’,	mainly	

just	for	the	possibility	to	collaborate	with	him.	it’ll	be	really	important	to	me.’	(P8)	

	

	

4.5.3	ENVIRONMENT	RECOGNITION	
	

The	third	level	of	recognition	is	sought	within	the	environment,	which	is	usually	composed	of	various	

and	varied	entities	with	more	or	less	high	degree	of	reputation	within	certain	creative	fields.	These	

entities	are	heterogeneous,	and	can	be	any	type	of	organizations,	institutions,	companies,	yearly	

awards	(Mathieu,	2012).	

	

Being	able	to	get	in	contact	with	institutions	and	organizations	which	have	a	strong	presence	and	

significance	in	creative	fields	is	a	way	to	climb	up	the	reputational	rankings	on	which	the	creative	labor	

markets	are	based	(Menger,	2006).	Collaborations	with	these	important	names,	even	the	littlest	and	

most	marginal,	can	work	as	referrals	for	all	the	other	institutions	and	organizations	operating	in	the	

same	field:	‘when	I	did	the	interview	to	get	into	Fabrica	I	said	‘I	founded	this	gallery	sponsored	by	

NEON,	this	important	Greek	foundation,	now	I’m	working	for	Abramovich,	I	did	an	exchange	curatorial	

program	at	the	Whitechapel	Gallery	in	London’.	These	are	all	keywords	that	I	can	use,	I	know	they	

work,	like	when	I	say	Whitechapel	or	Tate,	I	get	to	open	some	doors.	Even	if,	sometimes,	I	feel	like	

those	steps	were	not	that	big	when	I	did	them,	like	yes,	I	did	this	thing	with	Whitechapel,	but	I	didn't	

really	work	for	the	gallery,	as	we	were	there	more	for	visiting	and	learning,	but	I’m	using	that	as	a	

referral.	Another	example,	one	month	ago,	I	participated	in	a	collective	artwork	that	was	presented	

during	the	Tate	Modern	opening:	it’s	a	bomb.	When	I	say	I	presented	a	work	at	Tate,	it	was	actually	a	

collective	work	that	I	found	through	an	open	call	for	artists	with	other	300	artists,	but	I	know	that	when	

I	say	it,	it	usually	works.’	(P1)	
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They	seek	environment	recognition	in	considering	job	experiences,	because,	since	the	dominating	

short-term	contracts,	they	know	they	will	be	moving	on	to	another	project	just	after	the	experience	

conclusion.	Hence,	one	aspect	they	take	into	account	is	the	influence	that	experience	can	have	on	

their	future	job	opportunities:	‘The	opportunity	to	collaborate	with	big	clients	and	institution,	like	

ending	up	in	Art	Basel,	the	biggest	gallery	fair	in	Switzerland,	was	a	great	thing	to	me,	something	that	I	

would	have	never	even	thought	of	before	Fabrica,	and	it’s	really	influencing	my	work	now.	Many	of	my	

fellow	students	tried	to	get	in	the	design	Academy	in	Eindhoven,	but	I	was	the	only	one	who	got	

accepted.	I’m	pretty	sure	it	was	thanks	to	Fabrica.	In	Fabrica	I	had	the	chance	to	build	a	valuable	

portfolio	and	a	powerful	resume	I’d	say:	in	one	year	I	participated	in	around	twenty	projects,	most	of	

them	related	to	prestigious	organizations	and	events.’	(P6)	

	

Moreover,	recognition	by	one	institution/organization	usually	leads	to	other	

institutions/organizations,	because	of	the	exposure	a	young	creative	can	get	through	those	prestigious	

channels,	generating	career	boost:	‘This	is	definitely	a	cool	opportunity.	It	is	the	biggest	project	I’ve	

ever	worked	on	for	sure.	It	is	for	the	Tate	Modern	and	it	is	sponsored	by	Microsoft,	so	it	is	a	big	gig.	I	

get	to	go	to	London,	it’s	a	really	big	exposure,	it’s	super	interesting.	There	might	come	some	job	

opportunity	also	from	those	organizations,	they	met	me	and	know	me	now.’	(P3).	

Indeed,	environmental	recognition	can	also	easily	lead	to	contacts	outside	the	environment	itself,	to	

collaborate	with	organizations	that	have	nothing	to	do	with	the	‘art	worlds’,	but	that	operate	within	

the	creative	environment	as	sponsors	and	fund	raisers	for	creative	projects,	or	that	simply	offer	

creative	work	opportunity	in	more	commercial	areas:	‘The	short	long	story	of	how	I	got	contacted	by	

Apple	for	selling	the	right	of	one	of	my	photos	is	that	I	won,	in	2015,	the	Aperture	Portfolio	Prize,	by	

Aperture	Magazine	in	New	York.	And	when	you	win	you	get	tons	of	attention,	since	it’s	a	pretty	popular	

photography	magazine	in	the	States.	You	also	get	an	exhibition	in	New	York	and	so,	and	again	you	get	

a	lot	of	attention	on	the	way.	Apple’s	creative	director	saw	that	I	won,	saw	my	photographs,	she	mailed	

me,	we	met	at	my	exhibition	and	she	bought	one	of	my	pictures.’	(P5)	

	

Thus,	when	considering	work	opportunities,	young	creatives	tend	also	to	rely	on	the	name	of	the	

organization	which	provides	the	opportunity	itself	in	terms	of	referral	possibilities,	even	before	

starting	their	actual	work	life:	‘To	me	it’s	clear	how	I	decided	to	study	at	ECAL	or	to	apply	for	this	job	at	

Fabrica:	I	wanted	to	get	into	institutions	which	are	already	validated	in	the	field,	in	an	institution	of	
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excellence.	I	wouldn't	have	any	interest	in	doing	a	school	that	was	not	excellent.’	(P7).	They	also	

consider	the	international	reputation	of	the	institution,	that	is	linked	to	the	name	and	can	be	

transferred	to	them	though	the	work	collaboration	with	the	institution:	‘I	think	it	(Fabrica)	will	play	an	

important	role,	both	because	I’ve	been	thinking	about	this	place	for	years	before	actually	coming,	so	it	

already	kind	of	shaped	my	work	experiences,	and	because	it	is	pretty	renowned,	especially	

internationally,	so	it	allows	me	to	be	more	credible.	Like	my	colleague	and	friend	P6	was	able	to	get	

into	the	Design	Academy	in	Eindhoven,	I	think	that	the	fabrica	experience	will	make	me	more	appealing	

when	applying	for	artist	residencies,	compared	to	another	videomaker	who	does	not	have	this	type	of	

background.’	(P8).	

	

Also	organizations	validate	each	other,	so	that	a	network	is	generated,	and,	when	collaborating	with	

one,	the	creative	individual	can	get	inside	that	certain	network,	as	well	as	her	or	his	works	can	be	

introduced	inside	that	network	and	the	exhibition	and	distribution	channels	connected:	‘What	really	

influences	my	decision	about	a	job	opportunity	is	some	kind	of	certainty:	if	they	have	already	a	

distribution	plan	for	the	documentary	they	propose	me,	I’ll	think	about	it	more,	even	if	the	subject	is	

not	exciting	to	me,	because	it	is	a	great	advantage.	For	documentaries,	my	specialty,	the	main	

distribution	channels	are	festivals,	sending	the	film	to	contests	and	festivals	where	they	have	some	

chances	to	win	something	around	the	world.	For	example,	‘La	Gente	Resta’	is	the	last	documentary	

realized	in	Fabrica	and	it	won	the	jury	prize	at	the	Turin	Film	Festival	and	had	a	hype	of	interest	from	

the	public	and	Rai	bought	it	to	distribute	it	through	its	TV	channels.	Then,	this	is	a	potential	process	

here	in	Fabrica	I	am	looking	at:	festival,	then	a	distributor	buys	it	and	shows	it,	thanks	to	Fabrica’	

network	in	the	field.’	(P8).	

	

	

4.5.4	RECOGNITION	AS	A	RESOURCE	FOR	CAREER	SELF-MANAGEMENT	
	

As	for	the	exploration,	also	the	three	levels	of	recognition	exposed	are	sought	by	the	young	creatives	

interviewed	concurrently,	however,	it	seems	clear	that	self-recognition	or	peer	and	seniors’	

recognition	might	be	acquired	before	environmental	recognition.	

	

The	emergence	of	the	concept	of	recognition	as	one	of	the	two	resources	sought	in	job	experiences	by	

young	creatives	willing	to	build	a	career	is	not	surprising,	it	was	almost	predictable:	recognition	
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processes’	significance	represents	one	of	the	most	renowned	peculiar	characteristics	in	the	literature	

related	to	the	creative	industries	in	general	and	to	the	creative	labor	markets	in	particular	(Mathieu,	

2012;	Menger,	2006),	and	there	is	where	this	emerged	concept	of	the	grounded	theory	can	find	its	

external	reliability.		

Although	hierarchic	movements	are	becoming	less	and	less	rigid,	visible,	and	are	usually	played	in	

different	arenas,	creative	industries	are	still	‘filled	with	hierarchies	and	gradations	of	both	formal	and	

informal	characters’	(Mathieu,	2012).	Vertical	mobility	can	be	seen	in	terms	of	objective	positions	

(e.g.:	from	photographer	assistant	to	studio	partner)	or	in	terms	of	ascribed	status,	like	moving	from	

‘B-list’	to	‘A-list’	status	(Mathieu,	2012;	Caves,	2000).	In	both	cases	of	vertical	mobility,	recognition,	

especially	the	most	externally	validated	one	that	is	the	environmental,	plays	a	crucial	role;	while,	in	the	

case	of	horizontal	mobility	(inter-organizational	moving	to	a	similar	position	in	a	different	project),	

peer	and	seniors’	recognition	play	a	crucial	role	as	well	(Lincoln	and	Allen,	2012).	

	

A	second	reflection	regarding	the	recognition	seek	can	be	made	about	the	mindset	that	lies	behind	this	

type	of	career	self-management	behavior.	As	the	exploration	seek	revealed	a	link	with	the	protean	

career	type	literature,	the	recognition	seek	can	revealed	a	link	with	the	boundaryless	career	literature.		

Indeed,	going	deeper	in	the	meaning	of	recognition	in	regards	to	a	young	individual	that	enters	the	

creative	labor	markets,	one	can	easily	identify	the	‘external	support	seeking’	behavior	that	is	typically	

developed,	together	with	the	‘active	coping	with	changing	environment’,	by	individuals	with	a	

boundaryless	attitude	and	mindset	studied	by	Briscoe	et	al.	in	their	research	(2012).		

Moreover,	the	previous	paragraphs	about	the	three	levels	of	recognition	reflected	perfectly	two	of	the	

main	meanings	of	boundaryless	career	provided	by	Arthur	and	Rousseau	(1996):	drawing	validation	

and	marketability	from	outside	the	present	employer,	and	being	sustained	by	external	networks	or	

information.	

	

	

4.6	STRATEGIES	
	

‘Even	if	they	look	for	young	talents,	they	want	us	to	have	publications,	exhibitions	and	a	good	website,	

so,	to	already	have	made	a	series	of	experiences	and	accomplished	awards	as	if	we	were	40.	The	

paradox	is	that	they	want	us	to	be	young	and	already	recognized.	So,	the	one	I’m	living	now	is	a	

strange	age.’	(P7)	
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This	is	exactly	the	meaning	of	the	‘career	progression	paradox’,	mentioned	and	explained	by	

O’Mahony	and	Beckhy	(2006)	in	their	study	about	progression	in	the	era	of	contingent	workers.	The	

two	researchers	found	that	the	solution	applied	by	the	short-term	contract	workers	is	seeking	

‘stretchwork’	(‘work	whose	content	mostly	fits	within	a	person’s	base	of	competences	but	that	also	

contains	a	smaller	component	with	which	the	person	has	no	experience’,	O’Mahony	and	Beckhy,	

2006),	that	is	supported	by	four	actual	strategies	(exposed	in	the	theoretical	chapter).	

	

In	this	research	study,	it	has	emerged	that	young	creatives	solve	this	paradox	about	career	progression	

through	seeking	opportunities	of	exploration	and	recognition,	the	two	concepts	previously	presented	

and	discussed.	What	is	left	to	present	and	discuss	is	what	has	emerged	regarding	how	the	creatives	

actually	seek	those	resources,	and	consequentially	how	they	seek	for	jobs	that	present	the	desired	

features.	

	

The	interviews	revealed	that	the	young	creatives	have	a	common	strong	idea	regarding	the	attitude	

and	actions	one	must	own	and	perform	in	order	to	deal	with	the	uncertain	and	risky	creative	working	

environment:	‘It’s	on	us,	all	this	process	of	networking	and	increasing	our	works	visibility,	so,	we	need	

to	be	our	own	agents.	it’s	really	practical	thinking,	that	one	might	not	expect	from	an	artist,	but	that	

romantic	image	of	the	naive	artist	in	his	atelier	who	doesn't	know	what	goes	on	around	the	world	is	

gone,	we	are	exposed	to	the	same	world	as	any	other	and	we	must	be	aware	of	that	and	deal	with	it.’	

(P7)	

	

Indeed,	all	the	participants	believe	that	the	behavior	to	perform	is	acting	as	their	own	agents,	and	the	

most	effective	and	efficient	strategies	they	applied	and	are	applying	in	their	working	lives	are	the	

following:	support	skills	development,	relationships	management,	and	maximize	presence.	

	

	

4.6.1	SUPPORT	SKILLS	DEVELOPMENT	
	

The	phrase	‘support	skills’	indicates	all	those	skills	linked	to	activities	related	to	the	creative	work,	but	

that	is	not	the	core	of	it,	or	that	is	other	than	providing	‘individual	creativity,	skill	and	talent’	(DCMS	

Creative	Industries	Taskforce,	1998),	instead	it	refers	to	all	those	skills	linked	to	what	Caves	(2000)	calls	

‘humdrums’	and	Becker	(1982)	calls,	indeed,	‘support’.	In	this	category,	one	finds	all	those	essential	
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activities	which	are	performed	to	facilitate	the	creative	work	and	to	take	care	of	the	other	necessary	

activities	to	actually	bring	the	creative	product	into	existence	and	to	its	public.	

	

Considering	the	current	situation	of	the	creative	labor	market,	descripted	in	the	previous	chapter	

about	the	theoretical	framework,	a	young	creative,	as	a	short-term	worker,	cannot	expect	to	have	an	

external	support	on	these	aspects,	thus,	the	individual	must	develop	the	skills	to	self-support	her	or	his	

work.	

Usually	they	develop	specific	skills	for	specific	purpose	in	every	period	of	their	working	life,	meaning	

that	they	learn	how	to	perform	some	support	skills	depending	on	the	need	of	the	circumstances:	‘In	

the	end,	I	usually	do	it	myself.	Right	now	for	the	gallery	I	take	care	of	the	communication,	the	set-up,	

I’m	the	graphic,	the	curator.	I	had	to	learn	how	to	do	all	of	this,	because	if	I	don't	do	it,	nobody	will’	

(P1).	

Some	of	them,	not	only	those	who	are	interested	in	working	as	self-employed,	are	developing	

entrepreneurial	skills,	to	be	able	to	manage	and	promote	their	own	work	in	a	more	effective	way:	‘I’m	

working	on	strategic	planning	right	now.	More	management	skills,	not	creative	skills,	I’m	already	very	

creative,	I	need	to	minimize	this	area	of	myself	as	a	worker.	I	want	to	get	more	a	design-and-business	

background.’	(P2);	but	also,	these	support	sills	developed	can	be	presented	as	extra	skills	in	the	seek	

and	competition	for	job	opportunity:	‘I	don't	love	to	do	accounting	but	it’s	one	of	those	responsibilities	

you	have	when	you	start	a	business,	it’s	like	learning	how	to	build	a	house,	because	you	need	a	shelter,	

a	structure.	So,	at	that	time	we	needed	a	portfolio	website	and	we	had	no	money	to	hire	someone	to	

make	It,	and	so	I	had	to	learn	how	to	code.	This	thing	of	coding	then	led	me	to	work	on	my	current	

project	with	Tate	that	I	wouldn't	ever	be	able	to	do	without	it.’	(P3).	

		

Another	fundamental	skill	that	the	participant	believed	significant	is	to	be	able	to	present	and	promote	

your	own	individual	work,	as	if	you	were	your	agent,	indeed.	Technology	facilitates	these	activities	and	

plays	an	important	role	in	this	processes	nowadays,	so	learning	to	present	and	promote	yourself	online	

is	becoming	a	requirement	for	any	young	creative	that	want	to	enter	the	labor	market:	‘another	thing	

that	I	see	it	really	works	is	the	online	presence,	like	a	Facebook	profile.	I	only	use	Facebook	and	Tumblr,	

3	or	4	times	they	contacted	me	because	they	were	following	my	profile.’	(P1).	Especially,	what	they	

indicate	as	really	important	is	the	way	to	present	yourself	on	the	internet,	your	website	I	particular	is	

the	‘first	impression’	you	give	to	the	others:	‘The	website,	for	a	designer	or	an	artist,	is	fundamental.	

It’s	like	a	collection,	the	reification	of	all	your	works	story,	organized	and	arranged,	I	mean	specially	you	
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have	to	extract,	from	your	story,	what	you	want	to	be	representative,	what	you	want	to	tell	about	you.	

It’s	a	difficult	process	of	self-selection	and	self-definition.’	(P6).	This	is	especially	important	for	all	those	

creatives	that	work	in	the	visual	arts:	‘You	also	need	a	good	website!	My	website	is	horrible,	a	friend	at	

the	ECAL	did	it	for	me	years	ago,	and	I	will	absolutely	have	to	do	something	about	it,	especially	if	I	want	

to	apply	for	like	contests,	because	if	you	have	a	terrible	website	you	appear	not	credible,	you	are	

already	judged	on	this.	For	example,	to	participate	in	the	Foam	Talent,	a	big	referral	for	any	

photographer,	you	have	to	send	also	your	website,	together	with	your	past	publications	and	

exhibitions.’	(P7).	

Furthermore,	the	online	support	skills	are	useful	when	promoting	yourself	and	your	work,	as	a	sort	of	

image	management	on	the	various	online	networks,	both	specific	for	artists	but	also	on	the	most	

common	social	networks:	‘I	don't	have	Instagram,	but	a	friend	of	mine,	who	has	already	exhibited	a	lot	

and	gained	some	visibility,	started	an	Instagram	account	and	now	posts	every	day,	and	she	uses	that	as	

a	sort	of	advertisement.’	(P7)	

	

	

4.6.2	RELATIONSHIP	MANAGEMENT		
	

The	second	behavioral	strategy	emerged	from	the	participants’	stories	is	the	management	of	the	

relationship	in	your	network.	Having	a	network	to	rely	on	is	essential	in	creative	work	environments:		

‘Your	business	card	is	not	your	resume	or	LinkedIn,	but	the	contacts	you	have,	the	people	you	have	

worked	with	that	will	talk	about	you	to	others.	That	is	what	happened	when	Mountreaux	Festival	

called	my	university,	and	ECAL	said	my	name.’	(P7).	Indeed,	network	building	and	relationship	

managing	start	even	before	actually	beginning	the	working	life,	as	one	of	them	explains	it	also	starts	

with	choosing	the	place	where	studying:	‘I	did	my	bachelor	there	because	I	thought	being	in	Rome	for	a	

videomaker	would	have	been	more	useful	in	terms	of	opportunities	and	networks.’	(P8).	

	

Contacting	people	that	operate	within	the	environment	one	is	interested	in	is	a	common	form	of	

collaboration	search	and	job	opportunity	search:	‘One	year	after	the	workshop	where	I	met	Giorgia	

Zanellato	(Fabrica	collaborator	and	designer),	I	contacted	her	again	before	going	to	Venice	for	the	

Biennale	dell’Arte,	and	there	was	the	same	workshop	there.	I	knew	she	lived	in	Treviso,	that	is	close	to	

Venice,	and	I	was	about	to	finish	my	bachelor	so	I	told	her	that	I	was	interested	in	visiting	Fabrica,	since	

she	talked	a	lot	about	it	saying	that	it	was	an	amazing	experience	and	I	had	to	apply	for	it.	Back	then	I	
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didn't	know	anything	yet,	I	just	called	her	saying	‘hi	Giorgia,	I’m	going	to	the	Biennale,	are	you	at	the	

workshop	too?’	and	she	replied	‘no	I’m	not	going,	but	you	can	send	me	your	portfolio’,	I	didn't	expect	

that	at	all	and	I	just	said	ok	and	in	one	week	I	sent	all	my	stuff.’	(P6).		

	

In	all	the	participants’	stories	it	appeared	that	turning	to	someone	they	had	already	collaborated	with,	

and	with	which	it	has	been	created	a	trust	relationship	through	mutual	recognition,	is	a	common	

practice.		

They	turn	to	these	contacts	both	for	proposing	collaborations:	‘Yesterday	I	went	to	print	some	films	for	

my	project	and	I	passed	by	the	museum	and	talked	with	my	ex-boss	about	my	Fabrica’s	project	and	the	

possibility	for	it	to	be	exhibited.	I	hope	that	the	relationship	I	have	with	him	and	the	museum	will	take	

me	to	other	exhibition	opportunities,	also	to	see	a	specific	purpose	in	Switzerland	for	my	project.	To	me,	

the	little	things	I’ve	done	so	far	are	slowly	building	a	sort	of	spiderweb	of	connections.	It’s	incredible	

how	all	the	things	I’ve	done	so	far	were	possible	because	of	contacts.’	(P7).	But	also,	they	to	them	for	

simply	asking	advices	about	work	matters,	because	they	trust	their	opinion	and	insight	in	the	field:	‘my	

primary	mentor	from	college	is	probably	one	of	the	smartest	people	I	know	when	it	comes	to	

photography	and	artists	and	the	industry	at	large,	and	he	knows	people	everywhere.	I	can	say	‘hey	Joe,	

I’m	going	to	California,	do	you	know	any	artist	there	I	can	meet	up	with?’.	(P5).	

They	even	rely	on	these	contacts	when	taking	work-related	crucial	decisions,	like	in	two	participants’	

cases,	who	were	suggested	to	apply	for	Fabrica	by	insider	contacts	in	their	personal	networks:	‘We	

were	doing	an	exhibition	of	our	music	posters,	because	we	were	really	involved	in	the	music	

community,	and	for	the	first	three	years	of	our	studio	we	did	hundreds	of	concert	and	album	posters.	

We	were	at	this	exhibition	and	we	were	exchanging	resources	on	graphic	design	and	talking	about	how	

we	wanted	to	do	things,	and	in	that	conversation	the	owner	of	the	gallery	was	like	‘do	you	know	about	

Fabrica?	It	seems	like	something	you	really	want	to	do’.	And	I	applied	for	it.’	(P3);	‘Since	she	(Giorgia	

Zanellato,	Fabrica	collaborator	and	designer)	talked	a	lot	about	Fabrica,	saying	that	it	was	an	amazing	

experience	and	I	had	to	apply	for	it.	Back	then	I	didn't	know	anything	about,	but	she	was	really	

enthusiast	about	I	was	curious’	(P6).	

	

They	manage	to	get	new	contacts,	and	thus	new	opportunities,	also	through	more	traditional	and	

formal	relationship	networks,	like	alumni	associations:	‘I	visited	IDEO	in	Shanghai,	I	checked	on	

LinkedIn	and	I	found	an	alumnus	of	Central	Saint	Martins,	he	then	graduated	from	Royal	College	of	Art	

in	London	and	then	he	got	a	job	in	IDEO.	I	wrote	him	‘can	you	introduce	me	to	the	PR	team?’	and	he	
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was	very	kind	when	I	went	to	Shanghai.	So	I	just	dropped	by	his	company,	that	is	in	Hong	Kong	Design	

Center,	and	he	introduced	me	to	his	boss.	I	didn't	apply,	I	didn't	do	anything,	I	just	got	this	job	through	

networking.’	(P2).	

	

	

4.6.3	MAXIMIZE	PRESENCE		
	

This	strategy	emerged	as	composed	of	two	different	behaviors:	maximize	quality	of	present	works,	

maximize	exposure	of	past	works,	and	maximize	the	seeking	of	future	opportunities.	These	three	

behaviors	combined	are	crucial	to	the	career	management	in	young	creatives’	lives,	because	they	have	

the	effect	to	maximize	their	range	of	reachable	job	opportunities	in	general,	and	to	attain	better	

exploration	and	recognition	in	those	opportunities.	

	

I	decided	to	name	it	maximize	‘presence’	because	of	this	part	of	speech	one	of	the	participants	

pronounced:	‘You	have	to	be	always	present,	physically	and	not,	with	your	person	and	with	your	work	

if	you	want	to	a	chance.	You	must	be	present	on	social	networks,	present	at	openings	and	events,	

always,	to	do	also	things	like	sending	emails	to	your	former	professor	about	her	or	his	exhibition	to	tell	

them	how	much	you	liked	it.	You	need	to	have	some	reflexes,	be	alert	about	what’s	happening,	being	

present	with	every	means	in	the	environment	is	a	need	for	every	artist.’	(P7)	

	

Maximize	quality	of	present	works	means	essentially	to	focus	on	the	current	project	at	best,	in	order	

to	produce	the	best	version	of	the	output	desired	and	to	make	the	most	out	of	the	current	

opportunity,	in	terms	of	portfolio	building	and	network	expansion	for	new	relationships	or	

strengthening	for	the	old	ones.	

	

In	the	interviews	the	participants,	indeed,	revealed	that	what	they	direct	most	of	their	energies	on	

performing	extremely	well	in	their	current	assignments	and	projects:	‘Right	now	I’m	just	working	to	

grow	better	my	graphic	skills,	since	my	background	is	more	in	photography,	I	worked	again	with	

graphics	with	my	jobs	in	France,	but	I	still	need	to	work	on	some	skills	I	disregarded	since	my	bachelor	

studies,	I	do	it	both	with	some	personal	study	and	work	in	my	free	time	and	with	taking	as	many	

projects	I	can	here	at	Fabrica	that	need	some	kind	of	graphic	work.	This	is	one	of	the	reasons	why	I’ve	

not	proposed	a	personal	project,	and	I	preferred	to	focus	all	my	energy	in	projects	that	interest	me,	
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even	if	not	mine,	in	order	to	focus	on	my	graphic	skills	on	photographic	projects,	instead	of	fragmenting	

energies	in	many	different	things.’	(P9)	

In	doing	this,	they	always	bear	in	mind	to	exploit	the	available	time	and	resources	they	have	during	

that	assigned	work,	and	thus	they	work	towards	a	demonstration	of	their	best	skills:	‘What	I’m	really	

trying	to	do	here	is	making	good	photographs.	And	I	think	that	is	how	I	progress.	It’s	about	making	a	

good	portfolio.	I	have	on	my	website	two	projects,	one	that	I	made	in	college	and	the	other	one	also	

made	in	college	and	that	won	the	awards.	And	so	the	goal	is	to	make	something	that	is	at	least	as	good	

as	what	I	made	last.	The	reason	why	that’s	important	is	that	like,	let’s	say	in	a	year	from	now	I’m	still	

applying	for	grants	and	some	kind	of	funding	to	do	what	I	want	to	do	next,	the	strength	of	my	past	

portfolio	and	sort	of	resumes	will	help	to	influence	people.	Like,	you	know,	if	they	see	you’ve	made	

really	good	works	in	the	past,	they	financially	trust	you	will	do	that	again.	What	I’m	trying	to	do	the	

most	while	I’m	here	at	Fabrica	is	really	make	sure	that	I’m	working	for	me	as	much	as	possible.	In	the	

humblest	sense,	I	just	want	to	make	sure	that	when	I	leave	Fabrica	I’m	proud	of	what	I	did.’	(P5).	It	is	

clear	that	they	want	to	gain	something	that	can	be	recognized	as	personal,	something	that	they	can	

put	in	their	portfolios	to	show	and	to	use	as	a	quality	warranty	when	dealing	with	new	job	experiences	

and	possible	employers	or	sponsors.	But	also,	they	want	the	people	and	organizations	they	are	

working	for	to	be	happy	with	their	work	and	to	be	remembered	as	excellent	creative	workers:	‘I	

sacrificed	every	other	aspect	of	my	life,	I	didn't	have	any	social	life,	to	do	my	best	during	those	months.	

In	particular,	because	it’s	important	that	they	are	satisfied	with	my	work,	that	they	are	super	happy	

with	it.	These	people,	with	the	contacts	they	have	with	publishing	companies	and	other	institutions,	can	

be	important	to	my	future,	so	that’s	why	I	worked	at	my	best,	because	I	want	them	to	say	my	name	if	

some	other	institution	in	their	network	needs	a	work	like	the	one	I	did	for	them.	Your	business	card	is	

not	your	resume	or	LinkedIn,	but	the	contacts	you	have,	the	people	you	have	worked	with	and	were	

satisfied	with	your	work,	and	that	will	talk	about	you	to	others.’	(P7).		

	

What	they	want	to	gain	with	this	excellent	quality	seek	is	continuity,	continuity	of	good	works,	because	

if	you	work	well	you	have	more	chances	to	be	noted	and	to	be	called	both	again	by	the	same	

organization	or	with	other	organizations	which	noted	your	excellent	work:	‘A	big	part	of	it	is	that	you	

are	not	in	control	of	it.	It’s	a	lot	about	what	is	around,	what	chances,	pure	chance.	But	the	part	I’m	in	

control	of	is	the	work	that	I	do,	how	I	work	with	the	people.	I	always	try	to	make	my	clients	feel	that	I	

care.	It’s	all	about	people.	Like,	also	a	corporation	is	just	a	bunch	of	people.	So,	if	you	work	well	with	
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the	people,	they	will	be	happy.	And	typically,	the	last	thing	you	did	will	lead	to	the	next	thing	you	do.	It	

builds,	it’s	a	snowball.’	(P3).	

	

Maximize	exposure	of	past	works	means	to	amplify	the	exhibition	of	the	past	achievements	and	works,	

in	order	to	reach	as	many	people	as	possible.	

	

Indeed,	a	common	behavior	is	to	capitalize	on	the	projects	and	works	that	are	already	concluded,	

especially	when	those	works	get	some	appreciation	and	prizes.	The	concept	is	to	make	the	most	out	of	

a	project	on	which	there	is	no	more	work	to	be	completed,	so	that	the	applications	for	contests	and	

festivals	become	easier,	since	the	individual	only	have	to	do	a	selection	of	contests	and	festival	in	

which	the	work	might	have	a	chance	to	be	further	exhibited,	to	get	exposure	and	maybe	get	a	prize	

(again):	‘As	a	photographer,	the	contemporary	photography	world	is	really	great	and	there	are	lots	of	

contests.	It	is	also	one	of	the	biggest	problem	with	it,	because	there	are	many	bad	contests	that	like	say	

‘pay	sixty	dollars	and	you	might	win’,	most	of	those	are	actually	not	good.	There	are	all	kinds	of	

resources	and	websites	and	places	you	can	go	just	to	see	huge	lists.	things	you	can	apply	for,	

exhibitions,	grants,	awards.	And	so	I	look	at	these	websites	maybe	like	once	a	week	or	two,	depending	

on	how	good	I’m	being	that	time.	So	for	the	Rome	festival,	I	found	it	there	and	I	applied	because	it	was	

free.	Because	I	usually	say	I	only	apply	to	things	either	they	look	really	good	or	are	maybe	twenty	

dollars	or	less.’	(P5).	

	

Maximize	the	seeking	of	future	opportunities	might	not	seem	a	clear	concept,	but	what	it	means	here	

is	to	be	proactive	in	the	job	search	and	expand	the	research	area	in	diverse	directions,	especially	at	the	

same	time,	without	precluding	any	opportunity.	

	

The	most	common	aspect	of	this	behavior	revealed	in	the	interviews	is	the	multiple	job	holding,	all	of	

them	indeed	declared	to	be	working	and	look	for	working	on	different	projects	simultaneously.	This	

does	not	include	side	jobs:	the	participants	are	not	currently	involved	in	any	side	job	(which	were	

intended	by	the	interviewees	as	all	those	non-related	jobs	an	individual	perform	with	the	only	purpose	

to	perceive	a	salary)	because	of	the	financial	security	they	have	through	the	scholarship	supplied	by	

Fabrica.	Some	of	them	declared	to	have	had	side	jobs	in	the	past,	but	when	they	left	school	they	

abandoned	them	and	shifted	to	freelance	work	to	earn	extra	money	and	to	gain	extra	experience.	
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Multiple	job	holding	is	emerged	as	a	custom	among	the	young	creatives:	‘At	the	moment	I’m	working	

for	the	Lesvos	event	for	my	gallery,	a	project	for	the	Triennale	in	Milan	by	September,	a	commissioned	

work	for	the	light	festival	of	Como	in	October,	the	same	day	I	have	to	be	at	one	event	in	Turin,	and	by	

November	I	have	to	work	on	another	exhibition	in	Stockholm.’	(P1);	‘I	have	a	few	jobs	now,	one	is	that	I	

work	for	fabrica,	as	a	designer,	another	is	that	I	own	a	studio	and	I	manage	that	and	work	for	clients,	

and	the	third	is	that	I’m	a	musician,	so	I	spend	part	of	my	year	usually	making	music	and	going	on	

tour.’	(P3).	

The	purpose	is	to	reach	as	many	opportunities	as	possible,	to	reach	different	environments	for	

exposure	and	different	public	for	their	work,	but	also	for	exploration	seeking	purpose:	‘What	I	think	is	

that	one	should	not	miss	any	opportunity	to	see	and	be	seen.	Some	colleagues	divide	between	

important	and	not-important	opportunities	for	career,	but	I	think	I	can	still	get	in	contact	and	to	know	

things	that	are	less	important.	Who	gives	importance	and	values	to	things?	An	example:	I	answer	to	a	

lot	of	open	calls,	because	who	knows	what	can	come	out	of	it,	so,	one	month	ago	I	answered	to	this	call	

by	a	performance	art	festival,	in	an	unknown	town	near	Florence.	So	they	invited	me,	they	hosted	me,	I	

didn't	get	paid.	I	could	have	ditched	them.	It	was	really	nice,	I	met	many	people,	there	was	a	lot	of	

sharing	about	our	common	interests	about	art	things.	One	could	say,	what	do	you	take	from	a	festival	

in	Capraia	Fiorentina?	I	took	a	lot,	I	got	to	meet	ten	people	who	were	really	interesting	and	nice	to	me	

and	also	invited	me	to	other	festivals	in	their	hometowns.	And	it’s	the	same	thing	I	do	with	my	events	in	

Lesvos.’	(P1).		

	

Proactivity	in	this	opportunity	maximization	is,	though,	a	significant	requirement:	‘If	you	wait	for	these	

opportunities	to	come	to	you,	you	might	get	one	workshop	out	of	ten.	You	have	to	look	for	them,	be	

active	and	alert.	The	thing	is	that	the	more	you	attend	workshops	the	more	you	have	the	possibility,	

through	the	contacts	you	meet	there,	to	have	information	about	other	workshops,	events	and	similar	

opportunities.’	(P6).	And	sometimes	the	proactivity	in	job	search	is	really	demanding	and	the	output	is	

not	always	the	expected,	but	it	usually	leads	to	something	anyways:	‘I	opened	e-flux,	that	is	a	

newsletter	for	contemporary	art,	like	every	day	they	send	you	five	super	cool	events,	and	I	took	the	

entire	list	of	museums	and	galleries	that	were	on	their	website.	I	studied	it	and	I	selected	the	ones	that	

interested	me	the	most	and	I	wrote	to	all	the	directors.	I’ve	sent	150!	I	got	an	answer	form	director	of	

the	Kunsthalle	in	Wien,	we	talked	and	he	came	to	Milan	to	meet	me.	He	asked	me	why	I	wanted	to	

work	with	them,	what	I	saw	in	them,	because	he	said	they	saw	something	in	me,	and	I	replied	I	wanted	

to	learn	and	I	was	curious.	And	he	didn't	hire	me,	but	he	wants	to	involve	me	in	another	project.’	(P1).	
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4.6.4	CONSIDERATIONS	ON	CAREER	SELF-MANAGEMENT	STRATEGIES		
	

Eventually,	the	last	part	of	the	theory	emerged	from	the	interviews’	data	revealed	that	developing	

support	skills,	relationship	management	and	presence	maximizing	are	the	actual	strategies	that	the	

young	creatives	involved	in	this	research	apply	in	their	everyday	dealing	with	work-related	decisions	

and	in	the	seek	for	exploration	and	recognition	opportunities.	These	strategies	are	carried	out	

concurrently,	and	they	have	the	general	aim	to	pursue	job	experiences	that	can	provide	exploration	

and	recognition	opportunities.		

	

Reflecting	on	the	three	strategies	emerged,	it	can	be	observed	how	they	resulted	from	the	adaptive	

attitude	and	mindset	of	the	young	creative	workers	to	the	peculiar	industry	environment	and	labor	

markets.		

	

Support	skills	development	can	be	seen	as	a	reaction	to	the	lack	of	any	external	and	constant	support	

provided	by	organizations	and	employers	in	the	creative	fields,	derived	by	the	short-term	employment	

dominant	system	(Menger,	2006).	Thus,	young	creatives	immediately	perceive	the	need	to	self-

support	their	creativity	and	to	play	the	double	role	of	entrepreneur	and	agent	of	their	own	work,	in	

order	to	provide	themselves	with	more	working	chances	and	continuity	in	employment,	through	

learning	how	to	manage	their	work	as	a	business	and	learning	self-promotion	strategies.	

Relationship	management	can	also	be	seen	as	a	reaction	to	the	industry	features,	in	particular	to	the	

structure	of	the	labor	market	opportunity	(Abbott,	2005),	in	which	relevant	choices	usually	depend	on	

arbitrariness	and	on	informal	ranking	systems	based	essentially	on	subjective	criteria	expressed	by	key	

insiders	(Mathieu,	2012).	All	young	creatives,	hence,	need	to	create	a	reliable	professional	and	

personal	network	in	order	to	integrate	in	these	systems	and	be	able	to	fight	back	the	randomness	with	

a	solid	basis	of	contacts	to	turn	to	for	various	necessities.	

The	third	strategy	is	a	combination	of	three	behaviors:	maximize	quality	of	present	works,	maximize	

exposure	of	past	works,	and	maximize	the	seeking	of	future	opportunities.	These	behaviors	can	

generally	be	read	as	response	to	the	contractual	instability	that	characterizes	the	creative	industries,	

since	the	project-based	dominant	system	has	become	the	norm.	This	presence	maximization	is	nothing	

but	a	continuous	pursuit	of	other	and	better	experiences,	in	order	to	minimize	the	ever-present	
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instability	of	work	relationships:	as	organizations	minimize	the	inherent	risk	of	creative	production	

transmitting	this	uncertainty	down	to	the	workers’	contracts,	creative	workers	minimize	the	risk	of	

unstable	employment	developing	role	versatility	and	multiple	job	searching	(maximize	the	seeking	of	

future	opportunities)	and	some	degree	of	‘work-selfishness’	(maximize	quality	of	present	works).	

The	first	behavior,	focusing	their	physical	and	psychological	presence	in	the	current	activity	they	are	

working	on,	needs	a	particular	mention	as	a	form	of	response	to	the	short-term	contract	system:	

concentrating	all	themselves	into	the	current	project	in	order	to	obtain	the	best	output	and	

differentiate	their	works	from	the	others	reveals	an	adaptive	attitude	to	intensity,	because	of	the	

continuous	offering	of	only	short-timed	opportunities	in	which	an	individual	can	expose	her	or	his	skills	

and	value.	Moreover,	it	is	interesting	to	notice,	how	this	behavior	resembles	one	of	the	strategies	

discovered	by	O’Mahony	and	Beckhy	(2006)	to	overcome	the	‘career	progression	paradox’,	namely	the	

differentiating	competence	strategy,	which	consist	in	doing	every	job	exceptionally	well	to	distinguish	

yourself	among	the	other	workers	(O’Mahony	and	Beckhy,	2006).	
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5.0	CONCLUSION		
	

As	stated	in	the	introduction	chapter,	I	began	this	research	by	questioning	how	young	creatives	behave	

in	relation	to	their	career	and	take	related	decisions,	considering	the	lack	of	organizational	support	

that	characterizes	creative	careers,	since	they	unfold	in	external	labor	markets.	Indeed,	the	problem	

statement	of	this	thesis	dealt	with	career	self-managing,	and	was	stated	as	the	following:	

	

How	do	young	creatives	make	work-related	decisions	in	a	career	progression	perspective	within	

external	labor	markets,	at	the	beginning	of	their	working	life?	

	

Therefore,	the	aim	of	the	thesis	was	foremost	to	answer	this	question	through	a	qualitative	data	

collection	and	analysis,	in	order	to	produce	the	typical	output	of	grounded	theory	researches:	a	theory	

built	both	on	the	concepts	emerged	from	the	data	and	on	the	relationships	among	those	concepts.	

This	conclusion	chapter	will	indeed	present	a	summary	of	the	findings,	exposing	the	theory	build	

through	the	emerged	data	of	this	research.	

	

The	experience	on	the	field	through	the	interviews	led	the	emerged	theory	on	the	young	creatives	to	

be	divided	in	two	main	parts,	as	during	the	interviewing	process	two	main	aspects	emerged	as	

significant:	

- What	resources	do	young	creatives	seek	in	job	opportunities?	

- Which	strategies	do	they	follow	in	order	to	obtain	the	desired	opportunities?	

Thus,	to	reply	to	how	they	make	decisions	related	to	their	creative	career	I	decided	to	focus	on	what	

resources	influence	their	job	searching	in	a	progression	perspective	and	on	how	they	actually	pursued	

these	valuable	resources	to	their	career	progression.	

	

The	research	findings	showed	that	creative	workers	who	had	just	started	their	working	lives	self-

managed	their	careers	taking	work-related	decisions	based	on	opportunities	of	exploration	and	

recognition,	which,	in	the	job	search	processes,	represented	the	two	resources	sought	in	potential	job	

opportunities.	
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Indeed,	it	emerged	that	in	this	first	phase	of	career	building,	exploration	was	fundamental	to	a	creative	

worker	in	deciding	about	work	experiences,	because	of	the	necessity	of	learning.	Thus,	they	needed	to	

look	for	novelty	and	for	new	knowledge	and	skills	as	well	as	improving	the	already	acquired	ones.	

As	starting	their	careers,	this	exploration	seeking	was	composed	of	three	levels.			

	

The	first	type	of	exploration	they	sought	was	the	self-exploration,	which	appeared	to	be	more	focused	

on	the	professional	side	of	‘being	a	creative’	rather	that	the	artistic	side.	They	sought	this	to	build	a	

more	versatile	individual	identity	and	to	not	be	constrained	in	limited	areas	of	creative	work,	since	

they	had	to	deal	with	the	ever-changing	and	uncertain	creative	industries	and	labor	markets.	Secondly,	

they	looked	for	peer	and	senior	exploration,	that	occurred	in	the	relationships	while	working	with	

colleagues	and	seniors.	They	especially	pursued	knowledge	exchange	and	intercultural	interactions	

with	peers	and	learning	from	seniors,	since	in	these	unstable	organizational	environments	training	only	

occurs	through	on-the-job-learning,	and	the	people	that	surround	a	young	creative	become	

fundamental	for	her	or	his	learning	processes.	Environmental	exploration	emerged	as	the	third	

exploration	type	sought,	in	other	words	exploring	the	external	entities	that	operate	in	the	creative	

fields.	It	was	described	as	a	mandatory	step	in	their	life,	because	it	allowed	to	understand	the	

functioning	of	the	environment	one	was	immerged	in	and	to	try	to	integrate	in	it.	

The	exploration	resource,	composed	of	the	three	level	just	exposed,	were	sought	concurrently,	and	

expressed	a	fundamental	need	of	the	young	creatives	in	this	phase	of	their	career	self-managing:	

interacting	appropriately	with	the	working	environment.	This,	indeed,	can	be	reached	only	through	

gaining	self-awareness,	confronting	this	self	with	the	others	and	acquiring	knowledge	on	the	

environment,	and	eventually	elaborate	interpretations	and	appropriate	interactions	with	the	

environment.	

	

Recognition	was	the	other	resource	that	emerged	as	fundamental	in	the	young	creatives’	career	self-

managing.	Recognition	was	strictly	intertwined	with	the	previously	mentioned	exploration,	because	it	

was	revealed	that	exploration	cannot	be	carried	on	alone,	as	it	always	needs	some	degree	of	validation	

for	the	achievements	gained	during	the	process:	recognition	indeed	provides	validation	of	skills	and	

knowledge	and	make	them	usable	in	external	labor	markets	and	transferrable	to	the	next	job	

experience.	This	second	resource	was	sought	concurrently	on	three	different	levels	too.		
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The	first	level	was	the	self-recognition,	which	goal	emerged	as	authenticity,	an	essential	concept	in	

creative	work	because	of	the	core	personal	nature	of	creative	production	and	the	importance	of	the	

image	for	a	creative.	Then,	there	was	the	peer	and	senior	recognition,	which	was	sought	for	reasons	of	

mutual	appreciation,	trust	building	and	responsibility	achievement,	means	to	objective	career	

progression	and	subjective	goals	for	the	individuals,	such	as	creating	personal	and	professional	ties	and	

laying	the	groundwork	for	future	collaborations.	At	last,	they	also	sought	environmental	recognition,	

or	recognition	from	institutions	and	organizations	which	have	some	influence	in	the	environment,	

because	it	is	the	main	tool	to	climb	up	the	reputational	rankings	on	which	the	creative	labor	markets	

are	based.	

	

The	second	part	of	the	theory	build	in	this	thesis	dealt	with	the	actual	strategies	they	followed	to	reach	

the	abovementioned	resources	through	their	working	experiences.	

	

To	gain	as	much	control	as	they	could	on	this	resources	seeking	and	influence	the	chances	of	getting	a	

job	with	those	desired	features,	young	creative	workers	relied	on	three	concurrent	practical	strategies	

in	their	everyday	work-related	decision	making:	they	developed	support	skills,	they	used	relationship	

management	and	they	maximized	their	presence,	through	maximizing	the	quality	of	their	current	

works,	maximizing	the	exposure	of	their	past	works	and	maximizing	the	range	of	reachable	

opportunities	in	the	desired	fields.		

	

The	reasons	why	this	kind	of	strategic	behaviors	and	attitudes	have	become	extremely	relevant	in	

work-related	decisions	and	career	progression	of	young	creatives	are	to	be	found	in	the	structural	

uncertainty	of	creative	industries	and	labor	markets.	The	uncertainty	of	a	stable	employment	due	to	

the	dominant	project-based	production	system,	indeed,	forced	the	young	workers	who	enter	the	

market	to	develop	the	double	identity	of	creative	and	agent/entrepreneur,	in	order	to	be	able	to	

manage	a	career	relying	solely	on	themselves	and	to	gain	progression	in	their	field.	
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6.0	LIMITATIONS	AND	FUTURE	RESEARCH	
	

Limitations	occurred	in	this	thesis,	especially	those	common	in	qualitative	research	studies.	

	

Researcher’s	bias	and	subjectivity	inevitably	influences	the	findings,	and,	in	this	case,	I	am	aware	that	

subjectivity	played	a	significant	role	since	I	was	the	only	interviewer	and	coder	during	the	research	

processes.		

According	to	grounded	theory,	being	completely	objective	is	not	possible	(Esterberg,	2002).	Beginning	

with	the	interviews:	within	the	transcription	process	it	is	not	avoidable	that	own	interpretations	occur	

while	turning	recorded	material	into	written	material.	Moreover,	some	of	the	interviews	were	

conducted	in	Italian	(three	of	the	participants	were	Italian	and	declared	they	would	be	more	fluent	and	

at	ease	talking	in	their	mother	language),	so,	also	while	translating	from	Italian	to	English,	the	

researcher	might	have	influenced	the	material.	

	

A	second	limit	was	evidently	the	fact	that	I	chose	to	interview	and	study	only	creative	workers	that	are	

currently	collaborating	in	the	same	organization,	but	this	aspect	was	mitigated	by	the	internationality	

and	diversity	in	disciplines	and	backgrounds	of	the	participants	that	this	organization	have	always	

worked	with.	

	

In	regards	to	the	method	I	used,	grounded	theory	calls	for	a	specific	process	of	concurrent	collection	

and	analysis	of	data	and	requires	an	ongoing	reshaping	of	the	analysis	focus	up	to	reach	data	

saturation,	in	order	to	build	the	output	theory.	Due	to	time	constraints,	access	constraints	and	

participants’	availability,	certain	aspects	were	not	fully	developed	as	claimed	by	the	grounded	theory	

method:	purposeful	and	theoretical	sampling	were	limited	by	the	interviewees’	availability,	so	that	the	

sampling	of	participants	did	not	go	much	further	than	the	convenience	sample.		

These	constraints	led	also	to	a	possible	too	narrow	definition	of	the	phenomenon,	as	proper	saturation	

in	data	collection	could	not	be	reached	(Morse,	2007)	due	to	the	restricted	sample	I	was	able	to	reach.	

	

Hence,	overall	more	in-depth	studies	on	young	creative	workers	could	present	a	more	detailed	

analysis	of	their	career	self-management.		
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Moreover,	concepts	that	emerged	in	this	study	might	be	worth	a	further	investigation,	in	particular	the	

similarities	between	creatives’	mindset	and	attitude	towards	career	self-management	and	the	

mindsets	and	attitudes	typically	emerged	in	the	boundaryless	and	protean	career	empirical	studies.	

	

I	also	recommend,	in	order	to	have	a	broader	vision	of	the	career	management	in	creative	

environments,	to	put	the	portraits	of	the	facts	and	the	theory	emerged	in	this	research	on	larger	and	

paradigmatic	canvases,	and	see	how	they	reinforce	or	alter	the	images	that	were	revealed	in	this	

thesis.	
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APPENDIX	1:	INTERVIEW	GUIDELINE	
	

BACKGROUND	

	

• What	is	your	educational	background?	

• What	is	your	specialization	and	how	do	you	tag	yourself	as	a	creative	worker?	

• What	type	of	job	contracts	have	you	experienced	and	for	how	long	on	average?	

• Can	you	describe	your	last	work	(before	Fabrica)?	

	

CAREER	PROGRESSION	

	

• What	is	your	current	occupation?		

• Can	you	tell	me	about	how	you	got	to	your	current	occupation?	

• Compared	to	your	previous	occupation,	do	you	see	a	career	progression?		

• In	your	work	experience,	how	did	you	acquire	career	progression?	

• And	how	do	you	acquire	new	knowledge	and	skills?		

• Can	you	tell	me	about	an	experience	that	influenced	your	career	opportunities?	

	

JOB	SEEK	

	

• What	do	you	plan	to	be	your	next	job?	

• How	are	you	planning	to	seek	your	next	job?	

• What	capabilities	and	skills	are	you	working	on	for	your	next	job?	

• What	are	the	relevant	factors	that	interest	you	in	a	job	opportunity?	

• And	what	about	the	organization	that	provides	you	this	opportunity?	

	 	



	 88	

APPENDIX	2:	LIST	OF	PARTICIPANTS	
	

Nicolas	Vamvouklis	(P1)	

Venus	Chung	(P2)	

Isaac	Vallentin	(P3)	

Po	Kwan	Shek	(P4)	

Drew	Nikonowicz	(P5)	

Giorgio	Gasco	(P6)	

Alma	Cecilia	Suarez	(P7)	

Mattia	Mura	(P8)	

Roberta	Donatini	(P9)	
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APPENDIX	3:	INTERVIEWS	
	

NICOLAS	
-	what	is	your	educational	background?	
-	I	studied	dancing	at	the	National	Opera	House	in	Greece,	then	I	got	in	a	philosophy	bachelor	and	
graduated	after	three	years.	After	that,	I	got	back	to	the	national	opera	house	and	I	worked	there	as	a	
dancer	for	almost	four	years.	Then	I	decided	to	stop	dancing,	because	I	discovered	that	I	liked	most	the	
visual	of	the	dancing,	the	bodies	and	the	performances,	so	I	applied	and	got	a	scholarship	for	the	NABA	
(Fine	Arts	Academy)	in	Milan,	two	years	of	master	in	visual	arts	and	curatorial	studies.	I’m	graduating	this	
year.	I	feel	always	a	student.	
-	so	you	don't	feel	you	are	a	worker?	
-	no.	
-	but	you	worked	for	almost	four	years	at	the	opera	house.	
-	yes,	but	still.	I	remember	one	of	the	professors	in	NABA,	who	was	really	practical,	she	used	to	tell	us	‘even	
if	you’re	still	studying,	present	yourselves	as	professionals	and	artists:	in	your	resume	write	that	you	live	
and	work,	not	study	in	Milan’.	
-	sounds	like	a	good	piece	of	advice.	But	other	than	student/worker,	what	is	your	specialization	and	how	
would	you	define	yourself	as	a	creative?	
-	I	don't	like	to	define	myself.	Right	now	I’m	both	an	artist	and	a	curator.	Everybody	wants	to	divide	this	and	
specify	what	you	do,	now	that	I	work	in	Fabrica	as	a	curator	and	archive	researcher,	sometimes	I	don't	feel	
comfortable	in	saying	that	I’m	an	artist,	because	here	I’m	not	an	artist,	I’m	an	artist	there,	in	another	place.	
-	so	it	depends	on	what?	
-	on	the	environment.	Also	when	I	send	applications,	it	depends	on	each	case,	but	it’s	really	difficult	to	talk	
about	this	in	general,	because	every	time	is	different	and	you	have	to	adapt.	
-	ok.	So,	what	type	of	jobs	have	you	experienced?	
-	at	the	opera	house,	for	example	I	knew	I	was	dancing	for	like	ten	shows,	so	I	was	actually	a	contract	
worker.	Now,	in	Fabrica,	it’s	one-year	scholarship,	the	contract	with	Fabrica	is	a	residency	contract	for	both	
producing	one	personal	project	and	be	involved	in	external	projects	with	other	organizations.	
-	have	you	ever	had	a	side	job?	
-	no.	But	I	do	some	freelance	works,	even	now	I’m	in	Fabrica.	
-	can	you	describe	your	last	job?	
-	it	was	a	project	in	Athens	at	the	Benaki	Museum,	organized	by	the	Neon	Foundation	and	it	was	an	
exhibition	on	the	durational	performance.	So	I	worked	with	the	Abramovich	method,	it	was	a	terrible	
experience.	
-	what	did	you	learn?	
-	to	be	patient.	I	worked	a	lot	with	the	public,	directly.	
-	what	was	your	actual	role?	
-	I	was	an	exhibition	assistant,	a	facilitator	as,	Abramovich	calls	it.	I	had	to	guide	the	public	into	the	
Abramovich	method,	a	sort	of	mediator,	not	explaining	with	words	though.	
-	what	is	your	current	occupation?	
-	I’m	the	curator	of	an	exhibition,	Brave	New	World,	in	Lesvos,	my	island.	There	I	founded	a	gallery,	this	is	
the	third	year	of	exhibition,	and	this	gallery	shows	an	exhibition	once	a	year,	in	summer.	So	I’m	never	on	
vacation,	even	when	I	get	back	home	for	few	weeks	a	year.	This	year,	it	will	be	the	biggest	even	that	I’ve	
ever	organized.	
-	you	are	responsible	of	all	of	it?	
-	I’m	the	curator.	
-	how	did	you	get	at	this	experience?	
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-	this	project	started	three	years	ago,	in	2014,	and	I	started	this	after	I	decided	to	stop	dancing.	At	that	
time,	I	was	going	through	a	sort	of	crisis,	I	was	really	confused,	and	I	decided	to	do	an	art	exhibition	in	my	
hometown,	where	there	is	really	nothing.	It	was	a	crazy	initiative,	to	do	this	exhibition,	which	was	pretty	
radical.	
-	did	someone	help	you?	
-	no.	I	wanted	to	do	something	based	on	participations	though.	The	project	is	based	on	this	idea	of	the	
temporary	and	nomad	gallery.	There	is	no	fixed	place,	every	year	I	move	in	a	different	part	of	the	island.	
This	feature	of	temporariness,	I’m	not	sure	if	it	works	for	the	development	of	it,	because	I	do	something	
radical	and	I	think	I	give	something	to	the	people,	some	education,	but	then,	when	I’m	not	there	the	rest	of	
the	year,	what	happens?	But	it’s	really	nice	because	I	had	feedbacks	by	the	people	there	and	they	actually	
wait	for	this	event	every	year.	
-	so	you	created	yourself	this	opportunity?	
-	yes,	then	I	involved	other	people	in	that,	which	is	really	difficult.	
-	other	artists?	
-	mainly	yes,	but	not	only.	Also	people	that	are	not	into	the	art	world,	like	I	asked	a	literature	expert	friend	
to	write	texts	for	the	exhibition’s	captions	and	catalogue.	Maybe	sometimes	I	exaggerated	in	asking	people	
to	do	things.	At	the	beginning	it	was	only	friends,	now	that	the	gallery	is	more	known	and	open,	is	other	
people,	foreigners	also.	But	I	was	really	skeptic	about	this	whole	thing,	I	was	continuously	asking	myself	
‘why	do	I	do	this’,	because	all	the	other	artists	want	to	run	away	from	their	hometown.	Why	did	I	come	
back	instead?	To	educate	whom?	The	island	inhabitants?	In	the	end	I	did	it	again	last	year,	and	I	started	to	
see	some	light.	This	year	it’ll	be	the	biggest,	its	sponsor	is	the	most	important	foundation	that	works	within	
the	greek	art	world.	I’m	super	happy	that	what	I’ve	done	in	these	two	years	worked	in	developing	this.	
-	so	compared	to	your	previous	occupation,	is	there	career	progression?	
-	of	course.	I	see	that	all	my	little	steps	I	took	were	worth	it	now.	
-	for	example?	
-	when	I	did	the	interview	to	get	into	Fabrica	I	said	‘I	founded	this	gallery	sponsored	by	this	important	
foundation,	now	I’m	working	for	Abramovich,	I	did	an	exchange	curatorial	program	at	the	Whitechapel	
Gallery	in	London’.	These	are	all	keywords	that	I	can	use,	I	know	that	they	work,	like	when	I	say	
Whitechapel	or	Tate,	I	get	to	open	some	doors.	Even	if	sometimes,	I	feel	like	those	steps	were	not	that	big	
when	I	did	them,	like	yes	I	did	this	thing	with	Whitechapel,	I	didn't	really	work	for	the	gallery	as	we	were	
there	more	for	visiting	and	learning,	but	I’m	using	that	as	a	referral.	Another	example,	one	month	ago,	I	
participated	in	a	collective	artwork	that	was	presented	during	the	Tate	Modern	opening:	it’s	a	bomb.	When	
I	say	I	presented	a	work	at	Tate,	it	was	actually	a	collective	work	that	I	found	through	an	open	call	for	artists	
with	other	300	artists,	but	I	know	that	when	I	say	it,	it	usually	works.	
-	how	did	you	discover	this	sort	of	strategy?	
-	just	while	doing	it,	attempts.	One	other	thing	that	I	see	it	really	works	is	the	online	presence,	like	a	
Facebook	profile.	I	only	use	Facebook	and	Tumblr,	3	or	4	times	they	contacted	me	because	they	were	
following	my	profile.	
-	how	many	followers	do	you	have?	
-	more	than	two	thousand.	
-	ok.	What	other	ways	to	get	new	work	are	there?	
-	what	I	think	is	that	one	should	not	miss	any	opportunity	to	see	and	be	seen.	Some	colleagues	divide	
between	important	and	not-important	opportunities	for	career,	but	I	think	I	can	still	get	in	contact	and	to	
know	things	that	are	less	important.	Who	gives	importance	and	values	to	things?	An	example:	I	answer	to	a	
lot	of	open	calls,	because	who	knows	what	can	come	out	of	it,	so,	one	month	ago	I	answered	to	this	call	by	
a	performance	art	festival,	in	an	unknown	town	near	Florence.	So	they	invited	me,	they	hosted	me,	I	didn't	
get	paid.	I	could	have	ditched	them.	It	was	really	nice,	I	met	many	people,	there	was	a	lot	of	sharing	about	
our	common	interests	about	art	things.	One	could	say,	what	do	you	take	from	a	festival	in	Capraia	
Fiorentina?	I	took	a	lot,	I	got	to	meet	ten	people	who	were	really	interesting	and	nice	to	me	and	also	
invited	me	to	other	festivals	in	their	hometowns.	And	it’s	the	same	thing	I	do	with	my	events	in	Lesvos.		
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-	so	you	saw	similarities?	
-	yes,	common	values	and	intentions.	One	other	curator	could	ask	me	‘aren’t	you	embarrassed	in	putting	
this	on	your	resume?	Why	don't	you	take	it	away?’,	I	put	all	my	experiences	in	there.	Sometimes	I	try	to	
arrange	it	in	a	way	that	looks,	at	least	visually,	better.	
-	what	do	you	mean?	
-	for	example	on	my	Tumblr	account,	I	would	never	put	a	terrible	poster	of	an	unknown	festival,	but	I’ll	put	
some	better	photo	about	it,	a	sort	of	beautification	of	my	work	experiences.	I	do	this	because	I	see	it’s	
worth	it,	I’m	not	that	good	in	creating	an	image	of	myself	that	is	visually	strong,	that	in	the	field	of	visual	
arts	is	definitely	important	to	have	a	strong,	beautiful	image.	But	I	like	the	process	of	doing	it,	I’d	rather	try	
anyways,	making	mistakes	and	correcting	them	afterwards	and	looking	for	other	ways.	Like	I	change	
previous	post	on	my	online	pages,	also	I	like	to	get	other	people	involved	in	what	I	do.	For	example,	I	have	a	
friend	who	is	a	visual	designer	and	she	told	me	that	my	gallery’s	site	sucks	and	I	have	to	change	it,	so,	since	
this	year	the	audience	will	be	much	greater	and	more	people	will	visit	the	website,	I	asked	her	to	help	me.	
In	the	end,	I	usually	do	it	myself.	Right	now	for	the	gallery	I	take	care	of	the	communication,	the	set-up,	I’m	
the	graphic,	the	curator.	
-	also	things	you	never	did	before?	
-	yes,	because	if	I	don't	do	it,	nobody	will.	I’m	pretty	workaholic.	
-	how	do	you	get	these	new	capabilities?	
-	what	inspires	me	the	most	is	the	risk	of	the	unknown.	Usually	I	go	where	I	don't	know,	in	exploration,	and	
I	start	new	things	in	unknown	areas.	There	is	usually	some	bridge,	some	element	of	connection,	but	if	I’m	
really	interested	in	that	I	go	there	anyway.	
-	when	did	you	do	that	for	example?	
-	all	the	little	steps	I	mentioned	before.	I	don't	know,	now	I	manage	four	different	Facebook	pages,	it’s	not	
my	job	at	all.	Now	I’m	able	to	see	when	a	post	is	better	than	another.	
-	why	are	you	doing	this?	
-	necessity:	my	gallery	page,	Fabrica	editorial,	one	magazine	and	one	hotel	(my	parents’	in	Lesvos).	And	
sometimes	I	get	angry	because	the	hotel’s	works	better	than	the	gallery’s.	
-	haha,	maybe	it	is	easier	to	deal	with	the	non-creative.	Or	you	are	a	natural	born	hotel	manager.	
-	yes,	probably.	
-	but	how	do	you	see	yourself	in	ten	years?	
-	I	think	I	want	to	go	back	there	in	Lesvos.	But	until	then,	I	still	want	to	take	more,	work	abroad.	Then	I’m	
thinking	about	going	back	and	give	to	the	island	what	is	missing,	what	I	didn't	have	when	I	was	there.	It	will	
be	difficult	to	work	there,	is	it	possible	to	have	a	career	in	Lesvos?	I’m	writing	my	master	thesis	as	well,	on	
my	gallery,	and	one	of	the	questions	is	how	to	convince	an	artist	to	come	to	Lesvos	and	show	her	or	his	
work	to	people	who	knows	nothing	about	art.	About	this	topic,	I	also	thought	of	myself	as	a	kind	of	
entrepreneur,	creating	a	cultural	center	in	a	place	like	Lesvos,	and	try	to	develop	some	cultural	tourism,	I	
don’t	know	maybe	in	five	years	it	can	get	big	enough.	In	Greece	is	pretty	common,	collectors	have	their	
own	galleries	on	the	islands	and	every	summer	people	go	there	to	visit	them.	I	feel	like	I	don't	want	to	miss	
any	opportunity,	even	if	it	is	not	close	to	my	area	of	work	and	what	I	actually	do.	
-	close	also	in	terms	of	places?	
-	I	don't	know,	but	it	hasn't	happened	to	me	some	job	opportunity	that	took	me	in	another	country,	not	
yet.	
-	can	you	tell	me	about	an	experience	that	influenced	your	career?	
-	well,	after	the	opera	house	experience	I	was	really	confused	and	I	took	a	seminar	on	curatorial	studies,	
and	at	that	time	I	didn't	have	any	idea	about	what	it	meant.	The	professor	who	did	the	seminar	completely	
turned	my	head,	I	consider	him	my	mentor,	I	wouldn't	be	here	if	it	wasn't	for	him.	it	was	a	crucial	meeting	
for	my	working	life.	
-	what	do	you	plan	to	do	after	the	gallery	project?	
-	an	experimental	project	with	Fabrica.	This	year	they	introduced	this	role	of	curator/archive	researcher.	
But	it’s	not	already	set	and	they’re	not	sure	about	what	I	would	actually	do.	I’m	here	since	April,	and	I	
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haven’t	produced	much.	But	I	keep	on	creating	for	personal	works,	as	a	freelance.	So	my	plan	is	to	stop	
doing	freelance	work	and	focusing	on	something.	It	is	very	difficult	to	maintain	all	these	works	together,	
completely	different	things	also.	
-	what	are	you	doing	now?	
-	the	Lesvos	event	for	my	gallery,	a	project	for	the	Triennale	in	Milan	by	September,	a	commissioned	work	
for	the	light	festival	of	Como	in	October,	the	same	day	I	have	to	be	at	one	event	in	Turin,	and	by	November	
I	have	to	work	on	another	exhibition	in	Stockholm,	and	last	but	not	least	I	have	to	graduate	in	January.	I’m	
always	anxious.	
-	but	you	do	it	because,	as	you	said	before,	you	don't	want	to	miss	any	opportunity?	
-	exactly,	because	I’m	learning.	I	don't	know	if	I	do	things	in	the	best	way,	if	I	get	deeper	in	what	I	do,	but	
maybe,	in	this	moment	is	not	that	important.	I	think	what	is	more	important	is	getting	to	see	different	
things,	because	so	far	I	haven’t	seen	all	the	possible	facets	of	what	I	do.	Another	example:	last	January	I	
decided	to	apply	for	an	internship,	when	I	got	to	the	career	service	in	NABA	they	told	me	that	they	couldn't	
help	me	because	I’d	done	too	much	already.	So	I	decided	to	apply	without	any	help	from	the	university.	I	
opened	e-flux,	that	is	a	newsletter	for	contemporary	art,	like	every	day	they	send	you	five	super	cool	
events,	and	I	took	the	entire	list	of	museums	and	galleries	that	were	on	their	website.	I	studied	it	and	I	
selected	the	ones	that	interested	me	the	most	and	I	wrote	to	all	the	directors.	
-	how	many?	
-	150.	I	got	an	answer	form	director	of	the	Kunsthalle	in	Wien,	we	talked	and	he	came	to	Milan	to	meet	me.	
He	asked	me	why	I	wanted	to	work	with	them,	what	I	saw	in	them,	because	he	said	they	saw	something	in	
me,	and	I	replied	I	wanted	to	learn	and	I	was	curious.	And	he	didn't	hire	me,	but	he	wants	to	involve	me	in	
another	project.	My	boss	in	Fabrica	always	tells	me	I’m	curious	and	I	cannot	hide	when	I’m	interest	and	
when	I	don't	care.	For	example,	two	days	ago	my	boss	gave	my	colleague	the	task	to	write	a	text,	after	a	
while	he	called	me	in	his	office	and	told	me	to	write	an	introduction	for	a	new	publication	and	explained	
that	he	decided	this	because	he	saw	my	eyes	when	he	gave	my	colleague	her	task.	So	to	get	something	new	
I	also	unconsciously	show	interest	in	that.	
-	on	what	skills	are	you	working	on	right	now	for	your	future	work?	
-	in	the	Fabrica	case,	I	still	haven’t	found	my	place,	the	focus	is	really	designish	and,	even	though	I’m	pretty	
flexible	in	general,	now	I	feel	like	I’m	too	solid,	I	don't	want	to	change	that	much	for	them,	Fabrica.	I	want	
to	maintain	my	personality,	I	don't	know	if	it	might	be	positive	to	myself,	but	I	want	to	maintain	my	
practice.	
-	what	do	you	mean?	
-	I	don't	want	to	change	so	much	myself	for	them,	in	order	to	produce	something	aligned	to	their	style.	
Fabrica’s	work	is	for	a	vast	public,	projects	for	everyone,	really	pop.	
-	because	you	wouldn't	see	that	in	your	image	as	an	artist?	
-	yes,	also	for	this.	I	thought	about	leaving	many	times.	So	far,	I’m	not	productive,	now	something	started	
changing,	but	I	still	don't	know.	My	position	in	Fabrica	is	brand	new,	experimental,	so	there’s	no	history	
about	that.	I	can	present	a	project	but	I	don't	know	if	I	can	develop	it	as	a	publication,	which	is	the	Fabrica	
usual	output.	Now	I’m	trying	to	do	something	on	the	queer	collections,	but	I	think	my	boss	will	throw	it	
away.	
-	why?	
-	because	in	Fabrica	you	have	to	bring	three	elements	in	your	work:	pop,	strong,	twist.	It	must	always	be	
strong.	Strong	for	whom?	Before	Fabrica	I’d	always	done	works	that	were	pretty	conceptual.	Sometimes	I	
want	to	kill	myself,	I	feel	it	is	the	contrary	of	what	I	do	in	Lesvos,	that	is		art	open	to	everyone.	The	
approach	is	completely	different,	in	theirs,	things	must	be	simple,	simplified,	visually	beautiful	and	
accessible,	but	to	me	they’re	just	empty.	So,	I’ll	see	about	it.	
-	what	are	the	elements	you	look	for	in	a	job	opportunity?	
-	autonomy.	But	I’d	also	like	to	work	as	an	assistant	for	someone	that	inspires	me,	that	teaches	me.	I	want	
to	learn.	For	example,	I	applied	for	NABA	only	because	of	the	director	there,	that	I	really	liked,	
unfortunately	he	wasn't	the	same	person	that	I	had	in	my	mind.	
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-	last	part:	how	did	you	find	out	about	Fabrica?	
-	as	usual,	I	found	it	through	an	open	call	for	curators.	I	discovered	Fabrica	the	year	before,	but	they	never	
had	positions	that	suited	my	practice.	My	practice	and	research	is	the	intervention	of	contemporary	art	in	
historical	collections	contexts,	so	it’s	like	re-arrangement	of	collections.	And	the	open	call’s	description	
was:	creation	of	new	narratives	from	collections	in	archives,	so	yes	it	was	perfect,	exactly	what	I	want	to	
do.	
-	in	a	career	perspective,	how	do	you	see	this	experience	in	Fabrica?	
-	it’s	a	multitasking	position,	that	is	extremely	important	to	me.	I’m	getting	to	many	areas	I	don't	know,	but	
I	will	need	in	the	future,	like	the	editorial	world,	publications,	and	photography.	I	know	nothing	about	
photography,	and	that	is	the	main	focus	of	Fabrica	I	would	say.	I	recently	asked	my	boss	‘why	did	you	take	
me?’	and	he	said	he	needs	different	people,	who	know	other	things,	to	develop	new	projects.	And	this	is	
vice	versa.	There	are	ten	different	types	of	professionals	here,	and	I’d	never	worked	with	them	before,	like	
product	designers,	because	I	never	needed	that,	or	photo	editors,	that	I	still	don't	know	what	actually	do.	
We	work	at	the	same	table,	and	we	get	to	unthinkable	things.	
-	do	you	like	this?	
-	sometimes	it	works,	sometimes	not.	They	are	completely	different	realities,	it’s	pretty	challenging.	Also	
the	rhythms	are	really	fast.	When	you	are	in	university	you	have	one	year	to	think	about	a	project,	in	
Fabrica	every	day	there	must	be	a	new	idea.	I	like	doing	many	things	together,	I	like	this	rhythm,	but	doing	
commissioned	work	is	different.	I	left	the	first	Fabrica	project	I	was	given,	I	didn't	like	it	at	all,	also	the	way	
they	wanted	me	to	work	on	it.	
-	so	what	do	you	expect	to	achieve	in	this	year	in	Fabrica?	
-	I’ll	trust	what	the	unknown	will	take	me	to.	
	
	
VENUS		
-	what	is	your	educational	background?	
-	I	finished	my	bachelor	degree	in	London	at	Central	Saint	Martins	in	graphic	design.	I	studied	there	because	
I	wanted	to	be	an	illustrator.	But	then	I	gradually	switched	to	graphic	design	because	I	felt	like	‘this	is	the	
opportunity	to	get	a	job’.	I	knew	I	had	to	go	back	to	Hong	Kong	if	I	wanted	to	stay	in	London	after	
graduating	that	year	(2012),	because	you	need	to	get	a	job,	a	certain	amount	of	money	to	keep	your	visa.	
Before	that,	I	spent	all	my	life	studying	in	Hong	Kong,	I	designed	to	go	to	London	to	know	what	art	and	
design	is,	as	I	never	got	a	chance	before.	
-	what	is	your	specialization	and	how	do	you	tag	yourself	as	a	creative	worker?	
-	I	don't	think	at	the	moment	I	have	a	specialization,	I’m	more	like	a	generalist.	I	learnt	from	IDEO	design	
consultancy,	they	say	‘creative	people	and	design	thinkers	must	be	encouraged	to	be	a	T-shaped	person	
and	be,	you	know,	in	different	areas,	but	in	the	future	you	get	to	specialize	in	one	area’.	I	haven’t	decided	
in	which	area	I’m	going	to	specialize	and	during	my	time	in	Fabrica	I	discovered	I	can	be	a	comedian	and	a	
model	and	I	discovered	this	through	my	fellow	Fabricanti	and	I	was	supported	by	them,	but	till	I’m	in	
Fabrica	I	will	not	have	opportunity	for	that.	If	you	really	need	to	ask	what	is	my	specialization	I	would	say	
illustration,	more	abstract	and	graphic	style.	
-	so	you’d	call	yourself	an	illustrator?	
-	yes,	it's	my	dream.	At	the	moment	though,	I	put	it	aside	as	I’m	working	on	another	project,	because	I	want	
to	achieve	some	certainty:	I	can	be	an	illustrator	even	when	I’m	fifty,	but	when	you	want	to	get	into	an	
agency,	for	example	in	design,	you	have	to	get	into	this	field	earlier.	
-	ok,	I	see.	What	type	of	job	contacts	have	you	experienced?	
-	after	I	left	my	university,	I	was	super	panicked	and	I	was	like	hiding	under	my	table	shaking.	While	I	was	in	
London,	I	got	crazy	because	I	really	didn't	think	about	a	job	at	that	time.	I	only	knew	I	wanted	to	go	to	
Netherlands,	because	at	that	time	I	was	in	love	with	a	guy	there	and	my	dream	was	to	go	to	Netherlands.	
That	was	my	plan	and	I	told	my	parents,	who	told	me	I	would	have	had	to	support	myself,	so,	before	going	
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back	to	Hong	Kong,	I	looked	for	internships	and	there	was	a	job	in	Hong	Kong	promoting	Dutch	design.	I	
asked	the	person	‘hey,	can	I	work	for	you?’	and	I	worked	there	for	3	months.	
-	so	this	was	an	internship.	
-	yes,	I	stayed	there	for	3	months.	It	was	underpaid,	but	I	met	great	people	and	I	got	to	know	good	design	
companies	and	I	still	keep	in	touch	with	the	boss.	During	that	period,	I	had	to	work	at	the	Business	of	
Design	Week	in	Hong	Kong,	and	I	was	part	of	the	organization	of	the	event,	that	was	called	Detour,	in	the	
Netherlands	Consulate	General	as	a	graphic.	This	is	my	first	job	in	Hong	Kong.	Other	than	that,	I	worked	
two	years	and	a	half	in	a	digital	media	company.	And	how	I	got	this	job:	I	asked	a	guy	who	graduated	in	my	
same	university	and	same	course,	I	called	him	‘hey,	I’m	panicked,	we	graduate	in	the	same,	do	you	have	a	
job?	You’ll	save	my	life’	and	he	said	‘don't	worry,	I	can	save	you’.	So	I	just	dropped	by	his	company,	that	is	
in	Hong	Kong	design	center,	and	he	introduced	me	to	his	boss.	This	man	asked	me	‘what	kind	of	football	
stars	do	you	know?	You	know	Messi?	What’s	your	future	plan?’	and	I	got	the	job.	I	didn't	apply,	I	didn't	do	
anything,	I	just	got	this	job	through	networking.	
-	for	two	years	and	a	half.	
-	yes.	It	was	very	challenging.	I	really	appreciate	the	opportunity	to	have	worked	with	this	man.	He	was	a	
professor	in	Hong	Kong	polytechnic	university	in	interactive	design.	He	told	me	‘you	don't	really	need	a	
certification	to	get	a	job,	you	learn	by	doing	it’.	He	is	an	amazing	guy,	he	used	to	say	‘I	wake	up	every	
morning	at	5am	so	there’s	no	reason	for	you	to	be	late’.	He	was	a	role	model	for	me:	your	first	boss	in	your	
career	will	influence	you	a	lot	and	I’m	really	glad	I	met	him.	Even	I	cried	in	front	of	him,	but	looking	back	it	
was	the	best	opportunity	to	start	my	career.	
-	that's	cool.	And	you	were	paid	there,	right?	
-	I	got	paid	there.	It	was	ok,	not	like	a	too	high	salary,	but	a	beginner	level.	As	I	said	before	I	was	more	into	
illustration	and	the	first	job	he	asked	me	to	do	was	game	design.	Clients	were	like	more	business	to	
business,	so	we	designed	for	companies,	like	digital	experiences	and	tv	stations	streaming	systems.	
-	what	was	actually	your	job	there?	
-	there	were	not	really	specific	tasks,	he	gave	you	a	project	and	you	had	to	come	up	with	some	ideas,	like	
‘design	an	app	for	a	food	experience’.	It	was	more	like	conceptual	design.	
-	and	what	did	you	learn	there?	
-	to	do	research	and	to	think	like:	when	your	boss	gives	you	a	task,	don't	think	from	your	perspective	and	
not	from	your	boss’s	either,	but	from	the	client’s	perspective.	And	also	from	that	I	learnt	to	do	research	in	
contexts.	
-	ok,	I	see.	Have	you	ever	had	a	side	job?	
-	I	wrote	for	a	magazine	some	articles	about	the	‘umbrella	movement’	in	Hong	Kong	for	an	Italian	friend	
who	asked	me.	
-	are	you	still	doing	that?	
-	no,	it	was	more	a	one-off	thing.	
-	what	is	your	current	occupation?	
-	in	Fabrica,	when	I	applied	I	said	I	was	a	digital	designer	but	in	Fabrica	in	our	department	there	is	not	that	
specific	role.	Since	I	am	really	good	in	research	and	organizing	and	providing	insights	for	the	team,	and	that	
was	the	lacking	part	in	my	department,	we	are	a	small	team	of	5,	that	is	usually	my	role.	But	most	of	the	
time	I	would	say	I’m	a	comedian,	a	massager,	a	casting	model,	social	media	strategist	and	creative	
strategist	for	our	social	campaign	department.	In	the	Fabrica	studio	I’m	really	good	at	networking	and	
bringing	people	in,	so	I’m	not	the	person	who	will	finish	the	final	work	but	I’m	the	one	who	prepares	and	
guide	the	projects	and	I	feel	like	I	got	recognized	by	my	teammates.	I’m	approachable,	so	I	can	be	an	
interviewer	that	collects	information	useful	for	the	team.	
-	how	did	you	get	your	current	occupation?	
-	oh,	this	is	a	story.	I	knew	Fabrica	since	2004	thanks	to	COLOR	Magazine,	specially	through	an	issue	that	is	
called	‘Staticity’,	n.45,	in	which	on	the	cover	there	were	astronauts	and	I	thought	‘hey	my	name	is	Venus,	
maybe	this	is	for	me’.	That	magazine	gradually	changed	my	mind,	bringing	me	to	study	graphics,	and	I	



	 95	

applied	immediately	after	I	graduated.	At	that	time	my	portfolio	was	horrible,	not	to	be	sent,	so	I	got	
rejected	by	Fabrica	‘you’re	an	interesting	person	but	not	the	one	we	are	looking	for’.		
-	and	then	you	re-applied?	
-	yes,	I	got	into	Fabrica	2	years	after	the	first	attempt.	That’s	why	I	got	my	job	in	Hong	Kong,	I	was	like	‘hey	I	
need	to	catch	up	in	digital	skills’,	that	was	my	strategy	to	get	a	better	portfolio	and	reach	my	goal	to	get	
into	Fabrica.	It	was	difficult	because	I	wanted	to	get	in	social	campaign	department,	and	it	is	not	clear	what	
kind	of	person	they	want.	So	I	decided	I	needed	to	do	something	dangerous,	and	I	planned	to	go	to	
Afghanistan,	since	I	had	a	friend	there,	but	he	persuaded	me	not	to.	I	planned	to	go	somewhere	less	
dangerous	and	I	went	to	Bangladesh,	just	by	curiosity.	There,	I	found	I	project	I	wanted	to	do,	and	that	
became	the	personal	project	that	I	then	developed	in	Fabrica.	But	back	to	the	question	on	how	I	actually	
got	to	Fabrica:	I	kind	of	built	all	the	elements	that	could	be	a	portfolio	that	to	me	seemed	interesting	for	
Fabrica	and	I	applied	again.	I	was	not	receiving	any	response	after	a	while,	so	I	twitted	the	boss	saying	‘hey	
can	you	check	my	portfolio?’.	
-	really?	Well,	that	was	a	bold	move.	
-	yes.	And	I	worked.	It	turned	out	that	they	don't	really	check	the	portfolios	that	often.	I	pushed	him	‘I	really	
want	to	get	in,	I	really	like	Fabrica,	that's	why	I	twitted	you’	and	he	said	‘send	a	message	to	the	team	and	
come	to	Fabrica’.	
-	that’s	really	cool.	Ok,	so,	compared	to	your	previous	job,	do	you	see	a	career	progression?	
-	here?	yes.	In	Hong	Kong	there	was	a	very	local	perspective,	I	learnt	more	technical	skills,	business	
protocol.	This	one	is	like	more	social	relationship,	being	Asian	we	are	not	good	at	socializing,	but	in	Italy	you	
always	have	to	be	polite.	In	Fabrica	you	will	always	meet	colleagues	and	work	with	people	from	various	
nationalities.	So	how	do	you	get	a	job	done	while	being	polite?	You	see,	that’s	the	validation	point,	how	
you	defend	yourself	and	how	you	stay	calm	when	you’re	getting	mad	at	something	and	not	lose	control	and	
how	you	unite	the	team.	I	mean,	what	I	love	most	is	emotional	quotation	and	not	to	take	things	personally	
or	too	seriously,	believe	in	yourself	and	not	be	too	arrogant.	I’m	still	learning,	this	is	a	roller	coaster.	
-	how	do	you	get	this	progression,	practically?	
-	I	don't	have	really	a	particular	goal,	I	don't	know	what’s	next.	I	roughly	have	an	idea,	because	when	I	
graduated	I	start	to	think	about	‘hey	what	do	I	want	to	be	in	five	years’.	But	if	you	want	to	reach	the	five-
year	goal,	you	have	to	think	about	three	years	and	one	year.	So,	at	the	moment,	I	want	to	focus	on	myself	
in	the	future	as	an	impact	designer,	I	don't	know	if	I	used	this	term	here	already,	it	means	a	designer	with	
passion,	with	view	and	focus	on	social	issues.	There	ae	so	many	amazing	products	and	graphics,	why	do	we	
need	more	of	them?	Is	that	necessary	while	there	are	so	many	issues	in	this	world?	Can	design	contribute	
to	solve	these	issues?	I	see	this	is	a	going	trend	and	that’s	to	me	and	this	is	popular	in	the	new	markets,	
emergent	markets.	So,	I	was	kind	of	dreaming	to	get	a	job	in	IDEO,	a	company	that	works	on	this,	but	to	get	
a	job	there	you	either	have	a	master	degree	or	specific	experience,	a	portfolio	to	prove	that	you	can	do	that	
job.	So,	how	can	I	get	that?	I	visited	IDEO	in	Shanghai,	I	checked	on	LinkedIn	and	I	found	an	alumnus	of	
Central	Saint	Martins,	he	then	graduated	from	Royal	College	of	Art	in	London	and	then	he	got	a	job	in	IDEO.	
I	wrote	him	‘can	you	introduce	me	to	the	PR	team	and	he	was	very	kind	and	when	I	went	to	Shanghai.	The	
best	to	me	is	going	to	talk	to	the	people	and	check	the	environment:	how	far	is	reality	from	dream?	And	
also	is	this	the	thing	you	want	but	won’t	fit	in?	So	I	joined	some	course	from	IDEO	in	design	thinking,	since	I	
didn't	have	this	background	I	did	workshops.	I	also	recently	joined	their	community	platform,	for	solving	
design	challenges	and	it’s	volunteer,	and	I	applied	as	an	ambassador,	that	means	doing	marketing	
promotion	for	the	design	challenges.	I	applied	some	social	media	skills	I	learnt	in	Fabrica	and	I	won	the	
challenge,	because	I	created	the	event	that	had	more	social	buzz.	How	did	I	win?	I	worked	hard,	I	did	
research,	I	know	how	to	use	twitter	and	hashtags	and	this	mix	gave	me	this	chance.	
-	how	did	you	learn	how	to	do	social	media	strategy?	
-	by	doing	it.	
-	you	didn't	do	any	marketing	course?	
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-	no	I	didn't.	I	worked	in	a	digital	company	so	I	learnt	what	online	advertising	was.	All	the	thing	to	custom	
the	advertising,	like	twitting	specific	content	when	you	get	to	a	specific	place	through	an	app.	I	think	I’m	
good	at	observing	and	seeing	the	connection,	at	drawing	the	connections.	
-	how	do	you	get	new	knowledge	and	skills	in	general	in	your	work?	
-	a	very	common	thing	is	reading	books,	I	love	reading.	I	also	google	what	I	need	but	I	think	is	important	to	
find	good	source	of	information.	For	example,	I’m	now	learning	how	to	do	UI,	user	interface	design,	so	I	will	
go	for	specific	websites	that	have	reputation	and	I	can	get	the	insights.	I	was	very	bad	at	that	when	I	was	in	
university	before,	because	I	didn't	know	how	to	learn,	and	how	to	filter	results.	I’m	a	curious	person,	I	like	
to	know	a	lot	of	things	and	know	I	know	that	if	I	want	to	get	things	done	I	have	to	narrow	my	focus.	So	the	
first	thing,	I	need	to	know	what	I	really	want	to	get	and	what	is	the	keyword	and	ask	myself	how	much	I	
know,	then	I	go	to	certain	sources.	
-	so	you	get	new	knowledge	with	specific	purpose.	
-	I’m	result-oriented	now.	I	use	a	backward	thinking.	Plus,	about	I	learn:	by	meeting	people,	especially	those	
you	meet	by	accident,	from	them	you	learn	more.	
-	is	there	an	experience	that	influenced	your	career	opportunities?	
-	it	was	more	an	inspiration	for	my	future	career.	I	met	this	woman	on	a	plane	going	back	to	Hong	Kong	and	
she	worked	in	the	HR	and	she	gave	me	tips:	when	you	are	a	fresh	graduate	don't	expect	so	much	money,	
don't	think	only	about	yourself	but	think	also	about	the	boss,	he	hires	you	and	takes	the	risk	to	pay	
someone	who	he	doesn't	know	if	can	actually	do	the	job	and	won’t	give	him	immediately	a	return	on	this	
investment.	And	you	are	somehow	paid	twice,	you	have	your	below-the-average	pay	but	also	you	have	the	
opportunity	to	learn	to	do	the	job.		
-	and	you	remember	those	tips?	
-	yes,	and	applied	them	in	my	work	life.	
-	so,	what	do	you	plan	to	be	your	next	job?	
-	to	be	my	own	boss.	
-	can	you	elaborate	this	a	little	bit?	
-	at	the	moment	I’m	working	on	a	bicycle	project,	WeCanBike	in	which	I’m	also	a	founder.	We	want	to	
design	and	create	a	portable	bicycle	for	school	age	girls,	to	assess	education	in	developing	countries.	So,	as	
a	boss	and	founder,	I	get	money	and	funding.	This	is	the	plan	for	my	next	job.	
-	so	you’re	going	to	create	your	own	opportunity,	you’re	not	planning	to	seek	a	job.	
-	I	will	do	other	jobs,	the	co-founder	also	has	other	business	going	on.	I	don't	mind	if	I	need	to	get	another	
job,	I	don't	mind	also	washing	dishes.	I	would	see	it	as	an	opportunity	to	get	into	other	fields.	Especially,	I’m	
still	young.	
-	do	you	think	this	is	going	to	influence	your	career?	This	way	of	keeping	different	jobs	together.	
-	I	think	now	is	the	trend,	to	have	different	types	of	job	at	the	same	time.	My	friend	is	an	industrial	
designer,	he	did	many	internships	in	really	different	areas,	and	picked	up	skills	in	all	of	them,	now	he	is	a	
founder	of	his	own	project	and	his	turnover	is	like	million	dollars.	I	asked	him	to	participate	to	my	project	
but	he	answer	‘call	me	when	you	get	more	money’.	
-	which	skills	are	you	working	on	to	work	on	this	next	project?	
-	I’m	working	on	strategic	planning.	I	want	to	work	on	how	to	hire	people	and	attract	talent	willing	to	work	
for	me.		
-	so	like	organizational	skills.	
-	management	skills.	Not	creative	skills,	I’m	already	very	creative,	I	need	to	minimalize	this	area	of	myself	as	
a	worker.	I	want	to	get	more	a	design	and	business	background.	
-	so	you’re	working	on	your	entrepreneur	side?	
-	yes,	exactly.		
-	what	factors	interest	you	in	a	job	opportunity?	
-	at	the	moment	I’m	not	interest	so	much	in	the	salary.	A	relevant	thing	is	‘can	I	grow?’		
-	in	which	sense?	
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-	I	mean	‘can	I	get	new	skills?’,	networking	and	the	opportunity	to	work	on	bigger	platform.	But	also	I	look	if	
I	have	transferrable	skills	to	enter	this	job.	
-	and	what	about	the	organization?	
-	in	particular	I	look	at	the	people	I’m	going	to	work	with	and	what	is	their	social	impact	and	if	they	care	
about	the	society.	This	would	influence	me	about	working	with	them.	
-	so	about	similarities?	
-	yes,	I	ask	‘do	we	share	the	same	value?’.	
-	ok.	About	Fabrica:	how	long	have	you	been	there?	
-	one	year	and	three	months.	
-	how	do	you	see	this	experience	in	a	future	perspective?	
-	this	is	a	one	in	a	lifetime	opportunity.	To	me	it’s	a	dream	came	true.	I	think	you	have	a	guarantee	that	
afterwards	you	could	be	supported	by	a	network	of	alumni.	I’m	confident,	my	career	is	promising.	
	
	
SHEK		
-	what	is	your	educational	background?	
-	high	school	already	influenced	my	background	since	I	had	to	choose	between	two	majors.	Art	and	sport.	
-	and	you	chose	art.	
-	no	I	chose	sport.	I	play	badminton	very	well.	Basically	this	influenced	me	because	thanks	to	my	badminton	
skills	I	got	into	this	really	good	school.	After	that	I	studied	business,	marketing,	actually	China	marketing.	In	
the	end,	I	didn't	keep	going	through	this	path	and	I	didn’t	get	my	bachelor.	I	switched	to	another	area,	I	
studied	photography	for	one	year.	
-	so	you	studied	business	and	photography.	
-	yes.	And	then	I	worked	in	a	photo	studio.	I	don't	know	if	that	is	educational	background	but	I	learnt	much	
more	there	than	ever	before.	
-	so	your	specialization	is	photography.	
-	yes.	
-	and	how	would	you	tag	yourself	as	a	creative	worker?	
-	I	would	say	I	am	a	photographer.	But	I	would	also	like	to	say	I	have	many	roles	actually,	but	photographer	
is	the	first	one.	
-	what	type	a	jobs	have	you	experienced?	
-	when	I	graduated	I	got	in	a	studio	and	I	worked	full-time	there	for	three	years.	But	before,	when	I	studied	
I	did	some	freelance	jobs	in	photography.	
-	can	you	describe	your	last	job?	
-	it	was	big	learning	session,	for	learning	more	deeply.	
-	what	did	you	learn	about?	
-	not	just	photography,	but	also	the	business	and	also	about	how	to	be	a	man.	It	was	a	life	experience.	
-	what	is	your	current	occupation?	
-	it	is	difficult	to	describe,	but	I’m	still	a	photographer.	
-	can	you	tell	me	about	how	you	got	this	job?	
-	it	was	through	COLOR	Magazine.	One	of	my	friend	told	me	about	this	magazine	with	no	advertising	that	
dealt	with	crazy	stuff	focused	on	only	one	topic	per	issue.	There	was	this	issue	that	just	talked	about	shit,	
and	I	was	wow	I’m	very	interested	in	this	crazy	magazine.	This	magazine	was	made	in	Fabrica	and,	always	
this	friend,	told	me	that	Fabrica	invited	creative	people	from	all	over	the	world	to	do	some	creative	work.	
-	so	you	decided	to	apply	for	it?	
-	yes,	I	applied	and	sent	my	portfolio.	And	I	got	accepted.	
-	do	you	see	progression	in	this,	compared	to	what	you	were	doing	before?	
-	yes,	it	can	be	seen	as	a	progression.	I	would	say	it	is	an	extension,	not	just	a	progression.	I	see	I’ve	
broaden	my	knowledge,	especially	my	knowledge	in	terms	of	cultures	and	different	perspectives,	by	
meeting	many	different	intelligent	people.	I	experienced	work	in	areas	I	had	never	seen	before.	
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-	how	do	you	acquire	this	extension?	
-	I	just	want	to	see	more,	higher,	bigger.	This	is	the	main	thing.	For	example,	when	I	talk	with	someone	I	
want	to	get	also	what	the	other	person	sees,	I	try	to	catch	his	angle,	especially	in	this	context	of	
intercultural	backgrounds,	jamming	inside	this	little	concrete	cage	that	is	Fabrica.	Culture	is	key	word.	
-	in	your	everyday	working	life,	how	do	you	get	new	skills	and	knowledge?	
-	this	is	a	tough	one.	Actually,	every	single	second	I	get	new	knowledge	and	skills.	
-	how?	
-	I	learn	by	living.	
-	for	example,	when	they	tell	you	have	to	work	on	this	and	you	need	to	know	more	about	that,	what	do	you	
do	practically?	
-	if	I	don't	really	know	much	I	will	search	the	professional	knowledge.	I	will	also	look	in	the	internet,	going	
through	all	the	different	categories	of	this	thing	and	different	possible	levels.	Especially	I	will	look	for	the	
way	to	do	this	thing	in	the	best	way	possible,	the	best	practice.	I	want	to	learn	from	the	best.	But	not	only	
the	best	obviously.	
-	what	do	you	mean	with	the	best?	
-	you	can	say	that	being	the	best	does	not	mean	to	be	the	most	famous	or	most	successful,	but	these	are	
two	criteria	for	sure,	also	in	terms	of	accessibility.	It	depends	on	the	moment	you	are	looking	for	this	new	
knowledge,	the	things	I	need	to	learn	more	on	certain	topics	depend	on	what	is	going	on	at	the	moment.	
It’s	true	that	the	famous	at	the	moment	is	easy	to	be	the	best	at	the	moment.		
-	ok,	I	see	what	you	mean.	Can	you	tell	me	about	an	experienced	that	influenced	your	career	opportunities?	
-	well,	the	girl	that	told	me	about	COLOR	Magazine.	This	influenced	everything	in	my	work.	
-	who	is	she?	
-	she’s	a	friend	from	Hong	Kong.	
-	ok.	What	do	you	plan	to	be	your	next	job?	
-	I	haven’t	planned	yet.	I	really	don't	know	yet.	I	just	know	I	still	want	to	be	a	photographer.	
-	but	how	would	you	plan	to	seek	this	still	unknown	next	job?	
-	it	depends	on	the	last	moment.	If	something	comes	out	and	I	change	my	mind,	then	I	will	say	‘hey	this	is	
the	way	I	go’.	Obviously	there	are	many	steps	to	build	the	way,	but	the	most	important	is	the	very	last	
moment	before	the	decision.	
-	are	you	working	on	some	new	skills	that	you	want	to	apply	in	your	future	work?	
-	yes,	I	want	to	learn	how	to	sail.	
-	how	are	you	going	to	apply	this	to	your	next	job?	
-	I	want	to	learn	how	to	leave	on	the	sea.	It	could	come	out	a	photography	project.	It	could	come	out	
anything.	
-	when	you	see	a	job	opportunity,	what	interests	you	the	most?	
-	the	studio	itself	really	influences	me,	the	architecture.	And	an	important	thing	is	the	people,	I	look	for	
international	people	so	we	can	exchange	a	lot	of	knowledge,	information,	intelligence,	and	all	these	things	
are	really	important	because	they	will	shape	your	new	identity,	not	only	as	a	worker.	Eventually,	I	look	for	
good	people.	
-	and	what	about	the	company?	
-	again,	I’m	influenced	a	lot	by	esthetics,	like	if	I	see	the	brand	and	I	think	this	is	cool,	there	must	be	cool	
people	that	work	inside	and	I	want	to	become	part	of	this	cool	thing,	be	one	of	those	cool	people.	
-	and	about	Fabrica:	how	long	have	you	been	there?	
-	almost	three	years.	
-	how	do	you	see	the	Fabrica	experience	in	your	career?	
-	it’s	a	big	change.	My	career	changed	completely.	Before	Fabrica	I	just	wanted	to	be	a	photographer	and	
take	photos,	after	Fabrica	I	can	do	much	more,	also	in	different	creative	fields.		
	
	
ISAAC		
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-	what	is	your	educational	background?	
-	I	don't	have	one.	
-	you	did	not	study	at	university?	
-	I	went	to	university	for	one	year,	studying	communication	and	sociology	and	I	didn't	like	it	and	so	I	left.	
-	ok.	So	what	is	your	specialization	and	how	would	you	tag	yourself	as	a	creative?	
-	I	guess	I’m	going	to	give	a	pretty	broad	answer	in	that.	I	think	what	I	want	to	do	well,	what	I’m	trying	to	do	
better	is	implementing	ideas.	When	you	come	up	with	an	idea,	and	sometimes	you	have	original	ideas	and	
it	is	your	responsibility	to	actualize	them	and	make	them	into	reality,	so	it	could	be	in	design,	photography	
or	film,	even	outside	a	social	structure	or	a	business	structure.	
-	so	you	like	adapt	to	what	you	want	to	do?	
-	yes,	absolutely.	I	mean,	if	I	learnt	something	from	my	short	experience	is	that	everything	is	always	
changing,	and	I	like	that,	because	it	is	totally	different	all	the	time.	So	I	think	that	being	versatile	is	a	must,	I	
don't	have	an	education	that	taught	me	how	to	use	these	tools.	I	just	have	a	philosophy	and	I	can	apply	
that	to	pretty	much	anything,	I	apply	it	to	my	life,	to	the	relationships	and	the	work	I	do.	
-	ok,	I	see.	What	type	of	job	contracts	have	you	experienced?	
-	I	worked	a	lot	of	shitty	jobs	in	the	past,	but	the	only	thing	I’ve	done	is	running	a	studio.	When	I	dropped	
out	of	university	I	started	this	studio	with	another	person	and	we’ve	done	that	for	five	years.	
-	what	type	of	studio?	
-	we	started	up	as	musicians,	we	met	in	a	band,	and	we	were	designing	concert	posters	and	music	video	
and	album	artwork.	And	we	thought	to	make	a	job	out	of	it,	and	since	then	we’ve	got	to	do	many	many	
things.	We	worked	for	theatre,	we’ve	done	more	music,	we’ve	done	a	lot	of	videos,	print	design,	book	
design,	web	design,	photography,	everything	really.	We	were	trying	to	do	more	and	more	different	things,	
now	we’re	trying	to	get	opportunities	do	more	product	design.	
-	so	you	are	still	running	the	studio?	
-	yes,	from	here	I’m	doing	half	and	he	is	doing	half	and	we	are	trying	to	get	the	work	done	from	a	distance.	
This	is	pretty	much	the	work	experience	I	have,	in	this	field	I	mean,	as	a	creative.	
-	so	you’ve	had	side	jobs?	
-	when	I	was	doing	the	studio,	no,	because	I	decide	‘let’s	do	it’	so	I	just	focused	on	that.	But	in	the	past	I	did	
a	lot	of	crappy	jobs,	while	also	trying	to	do	creative	stuff,	like	once	I	tried	with	a	photo	studio,	but	mainly	I	
did	a	bunch	of	random	jobs	when	I	was	younger,	also	I	made	like	flash	websites.	But	recently,	in	the	last	
five	years,	no.	
-	so	about	the	studio,	you	are	taking	care	of	everything	together	with	the	other	guy?	
-		yes.	Sometimes	we	have	to	do	work	for	clients	and	that’s	the	main	part	of	the	work,	but	we	also	do	a	lot	
of	personal	stuff,	like	writing	and	playing	music,	both	of	us.	And	we	also	have	to	deal	with	logistical	stuff,	
like	managing	the	business.	
-	did	you	know	how	to	do	it	before?	
-	no,	I	don't	know	how	to	do	any	of	this	stuff.	You	just	figure	it	out.	
-	how	you	figure	it	out?	
-	I	mean,	we	have	the	internet,	and	we	have	people.	So,	everything	that	I	ever	wanted	to	do,	someone	has	
done	something	similar	before,	I	can	ask	them,	if	I	cannot	I	can	look	in	the	internet	or	go	to	the	library	
where	I	can	find	what	I	need	to	know.	
-	what	are	the	things	you	learnt	how	to	do?	
-	I	definitely	feel	confident	about	the	fact	I	can	run	a	business,	like	the	operational	side	of	it,	that	was	a	big	
question	for	me.	Before,	I	had	never	done	graphic	design	professionally	and	never	run	a	business.	I	wasn't	
that	worried	about	not	knowing	how	to	do	graphic	design,	because	I	thought	‘that's	fine’,	but	I	was	worried	
about	the	managing:	the	reason	why	many	creative	businesses	fail	is	because	people	are	not	able	to	
manage	that	well.	It’s	a	huge	problem.	So,	I	feel	like	I	learnt	a	lot	about	how	to	design	a	business.	
-	do	you	also	see	yourself	as	an	entrepreneur	kind	of?	
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-	yes	for	sure.	I	make	a	rule	for	myself	that	now	I’m	the	only	one	who’s	responsible	of	what	I	do,	like	if	I	
want	to	do	something	or	go	somewhere,	I	have	to	make	it	happen	and	I	have	to	create	something	out	of	it,	
so	it’s	a	kind	of	entrepreneurial	thing.	
-	do	you	think	creative	workers	should	do	that?	
-	I	don't	know	If	everyone	should	do	that,	but	it’s	what	I	like	for	myself.	I	mean,	a	lot	of	other	people	do	
other	things.	For	example,	a	common	path	is	going	to	university	and	then	go	to	work	for	someone	else,	and	
stay	there	as	much	as	you	can	and	the	maybe	start	your	own	business.	And	this	never	appealed	to	me.	I	
think	I	did	only	the	things	that	I	wanted	to	do.	
-	ok.	what	is	your	current	occupation?	
-	I	have	a	few	jobs	now,	one	is	that	I	work	for	Fabrica,	as	a	designer,	another	is	that	I	own	a	studio	and	I	
manage	that	and	work	for	clients,	and	the	third	is	that	I’m	a	musician,	so	I	spend	part	of	my	year	usually	
making	music	and	going	on	tour.	
-	well	this	is	really	challenging,	how	do	you	do?	
-	yes	it’s	challenging,	but	it’s	really	fun.	It’s	really	hard	but	I	love	it,	I	wouldn't	be	doing	it	otherwise.	I	
basically	have	to	work	all	the	time,	every	day,	I	don't	take	vacation,	but	I	feel	like	I	don't	need	one	and	I	
don't	really	feel	like	what	I	do	is	work.	It’s	so	much	work	to	do,	but	I	know	why	I’m	doing	it.	
-	why	are	you	doing	it?	
-	because	I	love	it.	Somewhere	deep	inside	me	I	think	what	I	do	can	help	people	in	some	way.	I	do	it	
because	it’s	in	me	to	do	it,	I	think	this	is	what	I	can	do	best,	that	this	is	my	role	and	my	way	to	contribute.	
-	ok,	that’s	really	a	good	way	to	see	it.	Let’s	go	back	to	your	occupation,	how	you	got	in	Fabrica?	
-	ok,	two	years	ago,	we	were	doing	a	show	at	a	gallery.	
-	what	kind	of	show?	
-	it	was	actually	an	exhibition	of	our	music	posters,	because	we	were	really	involved	in	the	music	
community	and	for	the	first	three	years	we	did	hundreds	of	concert	and	album	posters.	
-	ok,	thanks.	Sorry,	continue	telling.	
-	so	we	were	at	this	exhibition	and	we	were	exchanging	resources	on	graphic	design	and	trying	to	get	a	feel	
for	how	we	wanted	to	do	things,	and	in	that	conversation	the	owner	of	the	gallery	was	like	‘do	you	know	
about	Fabrica?	It	seems	like	something	you	really	want	to	do’.	Something	that	I’ve	always	wanted	to	do	is	
travel	and	trying	to	expand	my	life	in	general,	way	from	that	little	bubble	that	I	lived	in	in	Canada.	And	then	
when	I	looked	at	Fabrica	I	was	like	‘holy	shit,	this	is	really	fucking	cool’	and	I	applied.	And	about	a	year	later	
I	was	there	for	a	trial,	so	I	went	through	a	lot	of	stuff	to	get	there.	
-	did	you	have	to	send	a	portfolio,	right?	
-	yes,	you	send	your	portfolio,	your	cv	and	a	letter	of	intents.	
-	what	was	in	there?	You	did	so	many	different	things.	
-	for	the	portfolio	was	difficult,	I	had	to	structure	it,	because	it	must	be	less	that	10	mb,	that’s	the	only	limit	
you	have.	You	can	put	anything,	most	people	put	images,	but	I	liked	to	put	something	different	because	it	
thought	they	receive	hundreds	of	portfolios.	So	I	showed	a	magazine	that	we	had	working	on	for	a	couple	
of	years,	all	the	editorial	work	we	had	done	for	them,	we	rebranded	them	and	helped	them	to	restart	the	
business,	so	I	showed	in	the	portfolio	all	the	design	for	that.	Then,	I	showed	a	selection	of	twelve	the	
posters	I	made	in	the	last	two	years,	then,	a	lamp	that	I	helped	design,	some	photography	work,	two	music	
videos	that	I	made	and	the	two	albums	that	I	recorded	most	recently.	
-	wow.	That’s	a	lot.	But	like	for	example,	about	designing	the	lamp,	how	did	you	learn	about	product	
design?	
-	like	I	said,	it’s	kind	of	like	a	philosophy,	you	have	a	position	on	how	things	should	be.	You	play	god	in	a	
sense,	you	make	something	but	you	are	also	responsible	for	it	if	you	want	to	bring	t	to	this	world,	it	must	to	
embody	the	values	that	you	want	this	world	to	have,	it	has	to	be	ideal.	You	have	to	say	something	in	it	that	
says	‘it	should	be	like	this’.	So,	I	think	a	lamp	should	be	like	this.	And	about	the	technical	question,	I	don't	
know,	you	draw	something	that	comes	from	you	and	you	have	no	idea	where	it	came	from.	I	learnt	how	to	
do	it	while	I	was	actually	doing	it.	Like	everything	I’ve	done:	I’m	always	‘let’s	do	this,	how	do	I	do	this?’.	



	 101	

When	we	started	the	studio,	we	had	never	done	graphic	design	before,	we	thought	we	should	probably	
learn	how	do	it,	so	I	read	a	lot	about	it	and	studied.	
-	ok,	so	you	actually	studied?	
-	yes	of	course,	for	myself.	
-	which	tools	did	you	use	for	studying	this?	
-	I	read	a	lot	of	books	and	thanks	to	the	internet	you	can	always	see	what	is	happening	in	the	whole	world,	
so	you	can	focus	on	different	styles	of	design.	You	can	look	at	north	American	design	and	look	what	is	
happening	and	what	has	happened	in	the	course	of	it,	and	you	can	look	at	European	design,	and	the	history	
of	it,	and	Asian	design	and	you	can	build	your	own	perspective	on	where	all	these	different	voices	are	now,	
what	they	said	in	the	past	and	what	their	values.	And	that’s	all	it	has	been	said,	I	have	to	continue	the	
conversation.	Treat	that	studying	of	others	work	as	the	base	and	then	you	move	forward,	just	
understanding	the	references	of	it.	It’s	not	always	the	process	that	I	take,	but	I	think	it	is	important	to	have	
contacts	with	that.	
-	yes,	I	see	what	you	mean.	Ok,	so	going	back	to	your	current	job,	do	you	see	a	career	progression	
compared	to	your	previous	one?	
-	my	current	main	job	is	Fabrica	and	my	previous	job	is	the	studio.	Yes,	I	see	a	progression	there.	I’m	doing	
Fabrica	with	the	purpose	of	meeting	people	from	all	around	the	world,	and	also	for	having	someone	else	to	
impose	some	structure	on	me.	
-	what	do	you	mean?	
-	I’m	looking	for	something	I	don't	like.	Working	for	myself	is	very	comfortable,	very	easy.	It’s	like	you	don’t	
have	a	boss,	someone	who	says	‘no	that’s	bad,	we’re	going	to	do	it	this	way’.	I	don't	like	this,	so	I	wanted	to	
be	challenged.	I’m	here	to	kind	of	destroy	something,	I’m	walking	away	from	my	studio	somehow,	it’s	not	
generating	that	much	money	right	now	while	I’m	here,	but	it	is	intentional,	because	that	was	pretty	boring.	
You	just	need	to	change	directions	sometimes.	I	don't	know	what	will	come	out	of	it,	but	it	felt	like	a	good	
time	for	doing	it.		
-	so	also	changing	the	environment?	
-	yes,	I	was	really	tired	of	living	in	Canada.	
-	is	this	your	first	experience	of	living	abroad?	
-	yes.	
-	ok,	about	your	studio	though:	how	did	you	acquire	like	new	clients?	
-	well,	typically	the	last	thing	you	did	will	lead	to	the	next	thing	you	do.	It	builds,	it’s	a	snowball.	A	big	part	
of	it	is	that	you	are	not	in	control	of	it.	It’s	a	lot	about	what	is	around,	what	chances,	pure	chance.	But	the	
part	I’m	in	control	of	is	the	work	that	I	do,	how	I	work	with	the	people,	and,	coming	from	shitty	jobs	for	
many	years	I	did	a	lot	of	customer	service,	I	kissed	a	lot	of	people’s	asses	because	that	was	my	job.	I	always	
try	to	make	my	clients	feel	that	I	care	about	them,	that	I	work	with	people	I	really	relate	to,	I	have	personal	
relationships	with	them,	and	so	we	don’t	lose	many	clients.	It’s	all	about	people.	Like	a	corporation	is	just	a	
bunch	of	people.	
-	ok.	How	you	learn	about	work-related	things?	
-	I	read	a	lot.	If	you	think	about	the	time	I	spend	reading	in	the	internet,	in	terms	of	library	time,	I	think	
would	spend	a	couple	of	hours	reading	in	the	library	each	day.	Just	because	knowledge	is	so	accessible,	if	
need	to	learn	about	something	I	can	just	look	in	the	internet	and	read	about	that	for	hours.	
-	but	how	do	you	choose	what	to	learn	about?	
-	pure	interest.	
-	and	what	if	your	boss	asks	you?	
-	I’m	really	difficult.	If	I	don't	believe	in	it,	I	won’t	do	it.	I’ll	try	maybe,	because	in	this	case	Fabrica	is	my	
client	and	so	I	have	to	try	to	satisfy	them	in	the	ways	that	I	can.	But	also	I	have	to	let	them	know	my	
weaknesses,	and	the	fact	that	if	I	don't	believe	in	a	project	I	cannot	give	it	any	value.	An	example	is:	every	
once	in	a	while	they	ask	us	to	design	t-shirts	for	Benetton	and	I	have	a	really	hard	time	doing	that,	because,	
to	be	honest	I	don't	agree	with	fast	fashion,	with	mass	production	of	clothing,	with	putting	a	graphic	on	a	t-
shirt	just	to	sell	it	for	a	season.	It	is	not	what	I	want	to	bring	to	this	world,	so	I	have	really	a	hard	time	when	
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they	say	‘hey,	can	you	make	a	t-shirt	with	this	theme?	We	want	some	cool	graphics	for	it’.	I’m	more	interest	
in	like	how	we	can	manufacture	these	t-shirts	in	a	different	way	that	helps	this	or	that.	In	the	fashion	world	
there	are	many	things	I’m	super	interested	in,	but	it’	not	putting	some	graphics	on	a	t-shirt.	So	I’m	a	pain	
for	the	people	I	work	with.	I	think	it’s	my	biggest	weakness	but	also	my	strength,	because	when	I	do	believe	
in	something	I	really	go	for	it.	
-	do	you	show	this	immediately	to	the	people	you	will	possibly	work	with?	
-	I’m	really	unemployable.	I’m	going	to	work	for	myself	forever,	I	don't	have	another	option,	I	can’t	work	for	
anyone	else.	This	is	an	exception,	I’m	doing	this	because	it’s	a	learning	opportunity	and	I’m	putting	myself	
aside,	this	is	not	about	me	when	I	take	on	these	experiences.	
-	so	you	don't	want	to	do	it	in	your	future?	
-	when	I	find	the	people	that	maybe	I	would	work	for,	I’d	love	to	do	it	and	learn	from	them.	I	think	there	are	
a	couple	of	designers	I’d	like	to	have	the	chance	to	work	with	for	a	while.	
-	like	whom?	
-	ken	ohara,	a	Japanese	designer.	Yesterday	in	the	shower,	I	was	writing	a	letter	that	I	want	to	send	him	
saying	‘hey,	you	don't	know	me,	but	it	is	really	important	that	I	work	for	you	for	a	while’.	He	is	a	guy	with	a	
strong	philosophy,	it	is	totally	unlike	mine,	from	a	different	world	and	I	don't	think	we	would	agree	in	a	lot	
of	things	and	we	would	clash.	I	want	to	learn	from	him.	I	love	to	have	those	experiences,	but	I	don't	see	I	do	
that	for	my	career,	it	is	more	like	a	vacation	to	me:	If	I	got	to	go	I	would	forget	about	the	obligations	I	have	
with	my	studio,	which	is	actually	my	career	and	it’s	the	thing	I’m	going	to	do.	But	it’s	so	productive	in	a	
sense	that	I’m	learning	and	building	something.		
-	ok,	I	see.	Can	you	tell	me	about	one	of	those	experiences	that	influenced	you	career	opportunities?	
-	I	learnt	how	to	code.	I	mean	it’s	hard	to	say	something	in	specific	because	anything	has	changed	my	
career	opportunities.	But	learning	how	to	code	was	definitely	important.	
-	how	did	you	come	up	with	that?	
-	it	was	part	of	the	‘running	the	business’	sort	of	thing.	Like	I	don't	love	to	do	accounting	but	it’s	one	of	
those	responsibilities	you	have	when	you	start	a	business,	it’s	like	learning	how	to	build	a	house,	because	
you	need	a	shelter,	a	structure.	So,	at	that	time	we	needed	a	portfolio	website	and	we	had	no	money	to	
hire	someone	to	make	it	and	then	I	had	to	do	this.	That	thing	led	me	to	do	projects	that	I	wouldn't	ever	be	
able	to	do	without	it.	
-	which	projects?	
-	many	projects.	For	example,	the	project	I’m	working	on	right	now	for	Fabrica.	Most	people	tend	to	work	
on	several	project	at	the	same	time	but	I	think	I’m	the	only	one	in	the	design	department	that	is	working	on	
a	single	project.	It’s	an	artificial	intelligence,	so	rather	than	being	just	a	software,	you	give	the	software	the	
ability	to	learn	and	you	teach	it,	it’s	really	crazy.	It’s	insane,	but	it’s	the	future.	The	more	you	learn	about	it,	
that’s	where	computers	will	go.	If	I	didn't	know	how	to	code,	I	mean	I	don't	know	everything,	it’s	more	I	
know	how	this	things	work,	so	I	can	design	for	it	better.	It’s	very	specific	stuff	so	I’m	very	lucky	to	have	a	
little	knowledge	in	that,	even	though	I’m	totally	not	a	coder,	I	just	have	a	basic	understanding	of	it.	This	is	
definitely	a	cool	opportunity,	it	is	the	biggest	project	I’ve	ever	worked	on	for	sure.	It	is	for	the	Tate	Modern,	
so	it	is	a	big	gig.	
-	this	is	really	a	big	thing.	
-	people	are	mad	at	me	here,	because	I	walked	in	and	‘hey	there	is	this	project’	and	I	had	never	done	
something	like	this	before,	I	just	showed	up	in	the	game.	A	lot	of	jealousy	from	my	peers.	
-	I	guess	so.	
-	I	get	to	go	to	London,	it’s	a	really	big	exposure,	it’s	super	interesting.	
-	what	do	you	think	you’re	going	to	get	from	that?	
-	right	now	what	I’m	getting	from	it	is	a	work	for	a	big	international	client,	that	is	something	I’ve	never	done	
before.	I	have	to	work	with	huge	bureaucracy	and	it’s	so	challenging.	The	way	I	work	for	this	is	like	I	have	an	
idea,	first	it	has	to	climb	the	ranks	of	Fabrica,	I	have	to	get	the	team	that	I	work	with	to	approve	it	and	the	
creative	director	and	I	have	to	go	back	and	forth	with	that.	When	I	go	through	that,	I	have	to	go	to	the	Tate	
people	and	if	there	is	something	they	don't	like	and	I	have	to	change	it	I	have	to	go	back	a	start	again	from	
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Fabrica.	And	once	it’s	good	to	Tate,	I	have	to	go	to	Microsoft,	that	is	the	sponsor	of	the	project.	So	it’s	like	
having	to	go	to	fifty	people	for	everything	I	do,	also	to	make	sure	if	things	I	think	are	technically	feasible.	I	
have	to	design	an	idea	and	go	to	the	developers	and	ask	if	they	can	make	it	like	this.	
-	so	it’s	pretty	experimental.	
-	super	experimental.	It	goes	public	in	a	month,	and	the	day	that	it	goes	public,	a	million	people	are	going	to	
see	it,	and	right	now	it	doesn't	even	exist.		
-	how	long	have	you	been	working	on	that?	
-	three	months.	It’s	all	super	quick.	
-	how	did	you	get	to	these	two,	Tate	and	Microsoft?	
-	it’s	a	project	for	the	IK	Prize,	that	Tate	gives	every	year.	The	team	that	I’m	working	with,	before	I	was	
there,	proposed	an	idea	for	this	and	they	won	the	IK	Prize,	and	when	I	showed	up	they	told	me	‘you’re	
going	to	design	the	idea’.	The	idea	is	like	we	are	going	to	make	an	artificial	intelligence	that	can	matches	art	
images	and	news	images,	that’s	all	I	got,	the	rest	is	up	to	me	to	discover.	It’s	a	lot	of	fun,	I’m	definitely	very	
happy.	
-it	takes	all	your	day	I	guess.	
-	it	takes	everything.	I	definitely	wouldn't	have	this	opportunity	if	I	was	still	in	my	bubble	in	Canada.	It’s	
discomforting	and	challenging.	I	haven’t	figured	out	what	I	learnt	from	it	yet,	but	I	know	I’m	totally	
learning,	it’s	just	going	to	reveal	to	me	when	I	finish	and	reflect	on	it.	I	don't	have	much	expectations	
related	to	this	creative	career	a	chose,	I	get	to	know	myself	better,	the	more	I	do	the	more	I	see	options	
and	the	things	I	like	and	those	I	don't	like.	One	day	I	might	wake	up	and	say	I	want	to	design	carpets.	I	hope	
that	one	day	I	can	live	comfortably.	
-	what	you	think	you	will	be	doing	in	ten	years?	
-	no	idea.	I	just	think	that	I	want	to	be	doing	the	things	that	I’m	doing	now,	but	more.	I	feel	like	I’m	at	the	
very	early	stage	of	my	career,	I’ve	been	only	doing	this	for	five	years.	I	want	to	work	with	clients	that	want	
to	do	more	ambitious	things,	on	a	larger	scale,	that	is	like	something	I	want	to	go	for.	Also	developing	the	
vision	that	I	have	and	the	work	that	I	do,	so	it	becomes	more	and	more	clear	and	people	will	understand,	
I’d	like	to	be	more	communicative	and	have	a	greater	impact.	I	need	to	learn,	this	is	the	real	goal,	it’s	the	
only	way	to	get	better.		
-	what	do	you	plan	to	be	your	next	job?	
-	I’m	going	to	go	on	tour,	for	hopefully,	if	I	do	it	well,	a	year.	I’ve	been	working	on	a	record	for	a	year	now.	
Being	in	Fabrica	is	a	good	opportunity,	for	its	location	in	Europe	also,	because	I’m	able	to	reach	another	
market,	and	in	October	I’ll	have	this	opportunity	to	go	on	tour	in	Europe,	and	as	a	musician	I	wouldn't	have	
been	able	to	afford	it	otherwise.	So	while	I’m	in	Fabrica	I	need	to	finish	the	record	before	next	October,	and	
to	talk	with	all	the	labels	I	need	to	contact	to	push	it.		
-	how	are	you	going	to	do	that?	
-	I’m	going	to	go	to	the	cities	to	meet	with	them.	I	developed	some	contacts	in	the	field,	based	on	the	
record	I	did	before,	I	met	some	people	that	have	an	interest.	They	saw	me	play	live	and	thought	I	was	ok.	I	
need	to	finish	everything	up	before	then,	I	need	to	shoot	all	the	videos	and	develop	a	stupid	PR	campaign	
that	will	get	the	press.	
-	you	are	going	to	do	it	yourself?	
-	yes.	And	then	I	need	to	book	a	tour	for	a	year.	First	I	need	to	book	three	months	and	once	you	start	you	
go	on	the	road	and	you	keep	on	booking.	I’m	going	to	try	to	do	this	for	as	long	as	I	can.	But	all	of	it	depends	
on	if	the	record	is	well	received.	
-	so	that’s	your	plan?	
-	yes.	I	need	to	finish	this	record,	to	get	it	out,	I’ve	worked	on	it	for	way	too	long,	I’m	like	super	pregnant	
and	I	need	to	have	my	baby.	Then	I’ll	be	able	to	say	‘what’s	next?’.	
-	are	you	trying	to	work	on	something	specific	to	fulfill	this	plan?	
-	yes,	for	sure.	The	music	itself	is	typically	the	biggest	creative	challenge,	as	a	songwriter	you	have	to	write	
it,	arrange	it,	composing	it,	the	lyrics	and	all.	Now	I’m	at	the	mixing	stage,	which	is	really	a	technical	hard	
process,	picking	all	the	correct	takes.	There	are	twelve	songs,	fifty	parts	each,	so	a	lot	of	takes.	You	have	to	
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get	everything	sound	good.	After	all	this,	you	have	to	figure	out	how	to	talk	about	it	with	people	and	sell	it	
to	them,	you	need	the	videos,	and	then	contact	a	thousand	blogs.	You	have	to	create	a	big	thing,	which	is	
like	typically	to	get	that	you	need	many	people	to	work	on	that,	because	it’s	way	easier	to	create	a	moment	
when	it’s	all	at	once.	I	only	have	one	‘me’,	so	it	takes	a	fourth	of	a	year	to	make	it,	it’s	slow.	But	it	is	the	
thing	I	enjoy	the	most	doing.		
-	yes	it	looks	like	you	really	love	it.	
-	yes,	I	do.	But	so	much	of	it	really	sucks,	like	I	hate	press,	I	hate	booking	tours.	
-	but	you	have	to	do	it.	
-	hopefully	at	some	point	I’ll	do	well	enough	that	people	will	be	willing	to	do	that	for	me.		
-	and	about	another	possible	job	opportunity,	what	are	the	factors	that	interest	you?	
-	the	people.	I	had	offered	many	good	opportunities,	but	didn't	take	them	because	I	didn't	trust	the	people,	
they	didn't	have	the	right	value	behind	them.	I	turned	down	some	really	good	business	opportunities.	Like	
for	designing	t-shirt,	having	my	design	printed	on	million	t-shirts	and	my	work	will	be	everywhere,	I	don't	
care	about	that,	I	don't	care	how	loud	it	is,	it	has	to	be	good.	If	it’s	not	good,	it	could	make	you	really	rich	
but	that’s	not	what	is	important.	If	I	wanted	to	get	really	rich	I	know	I	could,	I’ve	done	jobs	in	the	past	that	
were	really	good	business	opportunity,	but	it’s	not	good.		
-	so	it’s	about	the	values?	
-	yes.	It	has	to	do	with	a	good	place	and	good	things.	It	must	be	genuine.	Obviously	they	don't	need	to	be	
the	same	values	I	have,	I	just	need	to	appreciate	someone	else’s	values.	I	worked	with	very	different	
people,	with	completely	different	goals	and	objectives,	but	coming	from	a	genuine	thing	behind.	I	follow	
the	smell	of	genuine	things,	my	feeling	about	it.	I	also	want	to	do	that	at	some	point,	I	mean	one	of	the	
reason	I	run	a	business	is	creating	job	opportunities	for	good	people	who	deserve	it.	I	mean,	not	everyone	
is	suited	for	running	a	business	and	I	could	help	those	people	in	the	future.	And	related	to	this	topic,	one	of	
the	biggest	reason	I	came	here	is	because	I	never	had	a	mentor,	someone	older	than	me	that	knows	more	
and	could	help	me	with	all	those	things	I	bang	my	head	against	the	wall	for.	I	haven’t	found	one	yet	and	I	
think	it	is	really	important,	I’d	love	to	be	a	mentor	for	someone	in	the	future	when	I	eventually	know	more	
about	what	I	do.		
-	ok,	going	back	to	Fabrica:	how	long	have	you	been	there?	
-	three	months.	
-	how	do	you	see	it	in	your	career?	
-	just	people.	That	is	really	the	value.	I	get	to	do	some	good	work,	which	is	great,	but	mainly	I	met	all	these	
people	that	are	in	a	similar	place	to	mine	in	their	life	and	we	are	all	connecting	and	I	care	about	them	a	lot,	
they’re	becoming	my	really	good	friends.		
-	do	you	think	you	will	work	with	some	of	them	someday?	
-	I	really	hope	so.	They	are	all	really	inspiring	people.	And	that’s	it,	all	I	plan	to	get	from	this	experience.	
There	might	come	some	job	opportunity	also,	like	the	project	with	Tate	and	Microsoft,	they	met	me	and	
know	me	now,	maybe	they’ll	offer	me	a	job.	
-	would	you	work	for	Microsoft?	
-	no,	I	don't	think	so.	I	don't	really	believe	in	what	they	do.	
-	and	Tate?	
-	it	depends	on	the	project,	and	it	depends	with	whom	and	the	scope	of	it.	But	I	wouldn't	do	a	project	that	
is	the	same	as	the	one	I’m	working	on	now,	if	they	come	and	say	‘we	want	another	of	this’	I	wouldn't	be	
interested	in	it.	So	Microsoft	no,	Tate	probably	yes,	especially	because	I	got	to	know	people	there.	In	
Fabrica	you	are	supposed	to	go	through	the	project	manager,	but	I	work	the	way	I	work,	I	talk	with	the	
client	and	I	need	to	have	an	understanding	because	that	is	what	makes	a	work	good,	otherwise	there	will	
be	always	something	lost	in	translation.	It’s	just	not	efficient.	So	I	just	emailed	directly	the	client,	they	got	
mad	at	me,	but	now	they	see	it	works	and	they’re	cool	with	that	and	they	give	me	some	trust.	
-	what	have	you	achieved	so	far	in	Fabrica?	
-	I	made	friends.	For	the	project	I	still	don’t	know,	it	has	the	potential	to	be	a	really	big	thing,	and	a	massive	
failure	and	embarrassment	at	the	same	time,	both	options	right	now	because	nothing	can	be	said	before	
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it’s	finished.	But	that’s	cool,	it’s	part	of	the	risk	in	my	work.	I	try	my	best,	it’s	all	I	can	do.	Maybe	people	will	
like	it	and	think	that	I	did	my	job.	But	if	I	was	taking	a	plane	back	to	Canada	tomorrow,	what	I	take	away	
from	Fabrica	it’s	the	relationships	with	the	people	here,	the	really	lasting	thing.	With	everyone,	it’s	
something	that	retains	its	value,	while	most	of	the	things,	their	value	disappears	over	time,	even	the	Tate	
project,	in	five	years	it	will	be	irrelevant,	but	not	relationships	with	people.	
	
	
DREW		
-	what	is	your	educational	background?	
-	I	went	to	the	University	of	Missouri,	Columbia.	I	got	a	bachelor	in	fine	arts	degree,	with	a	photography	
emphasis.	
-	so	your	specialization	is	photography?	
-	yes.	
-	how	would	you	tag	yourself	as	a	creative?	
-	it	depends	on	who	I’m	talking	to.	I	usually	say	I’m	a	photographer,	if	the	conversation	goes	further	than	
that	I	might	say	that	I’m	an	artist,	because	I	don't	do	a	lot	of	commercial	work.	I’m	not	against	it,	to	feed	
myself	I	cannot	be	against	it,	I	just	didn't	have	the	opportunity	to	do	it	yet	I	guess.	So,	I	would	tag	myself	as	
an	artist,	before	a	photographer,	but	I’ve	never	done	works	other	that	photographs,	if	you	look	at	my	
website	there	are	only	photographs.	
-	ok,	I	see.	What	type	of	jobs	have	you	experienced	so	far?	
-	I	graduated	in	May	from	college,	so	I	haven’t	really	done	anything	like	internships	or	commercial	work.	
Fabrica	is	the	first	experience	of	this	kind.	The	only	other	thing,	that	doesn't	really	count,	is	that	a	sold	
limited	rights	on	one	of	my	photos	to	Apple.	
-	and	how	did	they	get	to	your	photo?	
-	the	short	long	story	is	that	I	won,	in	2015,	the	Aperture	Portfolio	Prize,	by	Aperture	Magazine	in	New	York	
and	when	you	win	you	get	tons	of	attention,	since	it’s	a	pretty	popular	photography	magazine	in	the	States.	
You	also	get	an	exhibition	in	New	York	and	so,	and	again	you	get	a	lot	of	attention	on	the	way.	Apple’s	
creative	direct	saw	that	I	won,	saw	my	photographs,	she	mailed	me	and	we	met	at	my	exhibition.	
-	ok,	that’s	cool.	Have	you	ever	had	a	side	job?	
-	the	closest	to	a	real	job	I	had,	for	which	I	was	paid,	it	was	in	my	university	for	two	and	a	half	years	as	the	
photography	lab	manager.	I	was	in	charge	of	the	use	of	the	photographic	printers	and	the	dark	room,	the	
black	and	white	films	and	the	imax,	the	scanners,	everything.	
-	what	were	you	tasks?	
-	my	most	managerial	task	was	to	keep	inventory	of	things	like	ink.	Most	of	the	job	was	interacting	with	the	
people	that	use	the	lab,	help	them	with	their	photos.	I	worked	twenty	hours	a	week,	but	I	was	there	most	
nights,	even	when	I	was	not	working	because	I	was	also	working	on	my	own	stuff.	
-	Would	you	say	it	is	a	side	job?	
-	I	wouldn't	call	it	a	side	job	actually.	But	I	liked	it	too	much	to	really	call	it	a	job	though,	like	if	I	had	to	work	
as	a	waiter.	Like	for	example	I	don't	see	Fabrica	as	a	job,	there’s	too	much	to	love,	technically	yes	I	work	
and	I	get	paid,	and	the	same	was	true	when	I	was	the	lab	manager,	but	it	doesn't	feel	like	a	job.	
-	ok.	About	your	lab	job,	what	did	you	learn	from	there?	
-	I	think	the	best	thing	that	I	got	was	the	ability	to	interact	with	people,	be	as	helpful	as	possible,	and	learn	
how	to	teach	people.	I	want	to	be	a	teacher,	a	photography	teacher	at	a	university	level	one	day.	I	can’t	do	
that	yet	cause	I	don't	have	a	master	and	you	need	one	to	teach	in	the	U.S..	That	was	the	most	rewarding	
part	of	that	job,	people	coming	in	and	not	knowing	how	to	do	something	and	being	able	to	teach	them	and	
also	learn	about	their	photographs	and	their	work.	I	learnt	how	to	teach	efficiently	and	effectively	things.	
-	and	this	is	important	to	your	career.	
-	yes.	I	want	to	be	a	teacher	one	day.	
-	ok.	So	what	is	your	current	occupation?	
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-	I’m	working	in	Fabrica.	I	would	describe	it	as	a	commission	photographer.	I	don't	know	how	they	will	
describe	it	though.	I	would	say	that	because	I	was	invited	by	Fabrica	to	work	on	a	photographic	project	over	
the	course	of	the	year.	So	I	have	a	lot	to	say	on	what	the	project	will	become	and	what	the	project	is.	They	
told	me	‘here	is	what	we	think’	and	then	I	got	to	do	some	research	on	it	and	said	‘here	is	what	I	think’	and	
we	arrived	to	an	agreement	and	now	I	get	to	take	pictures.	
-	ok,	pretty	accurate.	Can	you	tell	me	how	you	got	into	Fabrica?	
-	yes.	So,	I	won	another	award	after	the	Aperture’s	one,	a	photography	festival	that	is	based	in	Rome	called	
Fotografia	Festival.	And	when	you	win	first	prize,	it’s	not	only	the	projection	of	your	photos	but	also	you	get	
them	print	and	actually	exhibited,	in	the	museum	of	contemporary	art	in	Rome	(MACRO).	The	version	of	
the	story	that	I	know,	is	that	Enrico	Besson,	head	of	the	editorial	department,	saw	my	photos	and	emailed	
me	if	I	was	interested	in	coming	to	Fabrica.	
-	how	did	you	apply	for	that	contest?	
-	ok,	so,	as	a	photographer,	the	contemporary	photography	world	is	really	great	and	there	are	lots	of	
contests.	It	is	also	one	of	the	biggest	problem	with	it,	because	there	are	many	bad	contests	that	like	say	
‘pay	sixty	dollars	and	you	might	win’,	most	of	those	are	actually	not	good.	There	are	all	kinds	of	resources	
and	websites	and	places	you	can	go	just	to	see	huge	lists.		
-	rankings?	
-	not	rankings,	just	lists	of	things	you	can	apply	for,	exhibitions,	grants,	awards.	And	so	I	look	at	these	
websites	maybe	like	once	a	week	or	two,	depending	on	how	good	I’m	being	that	time.	So	for	the	Rome	
festival,	I	found	it	there	and	I	applied	because	it	was	free.	Because	I	usually	say	I	only	apply	to	things	either	
they	look	really	good	or	are	maybe	twenty	dollars	or	less.		
-	because	it’s	still	an	investment.	
-	yes,	right.	
-	how	many	contest	do	you	apply	per	month?	
-	it	goes	up	and	down,	I	recently	applied	to	five	or	six	in	the	last	couple	of	weeks.	But	to	be	honest	I	don't	
really	remember	how	many	and	the	names	of	the	things	I	applied	for.	Just	because	I	applied	to	so	many	
things.	Over	the	course	of	the	last	two	years,	I	would	say	at	least	fifty.	I	make	a	new	folder	every	time	I	
apply	for	something	new.		
-	now	that	you’re	not	a	student	anymore,	do	you	apply	more	often?	
-	not	yet.	I	say	not	yet	because	there	was	sort	of	a	hype	of	applications	because	I	just	finished	the	projects	
that	won	those	two	awards	a	mentioned,	and	I	was	trying	to	get	it	seen	by	as	many	people	as	possible.	I	
was	trying	the	get	them	exhibited	in	as	many	places	as	possible.	
-	so	you’re	are	more	working	on	your	past	works?	
-	right.	So,	most	of	my	applications	now	are	either	for	things	like	lectures.	I	got	an	email	that	I	didn't	get	a	
lecture	two	or	three	days	ago,	and	I	applied	for	a	lecture	for	my	new	project,	but	I	also	submitted	my	old	
projects	to	festivals,	because	I	haven’t	reviewed	any	of	my	new	work,	I	want	do	that	when	it’s	finished.	So	
until	then	I	can	do	things	like	lectures,	where	I	can	show	my	work	for	like	fifty	people.	
-	have	you	already	done	some	lectures?	
-	yes,	I’ve	spoken	in	two	conferences.	One	was	for	the	Society	of	Photographic	Education	in	2015,	that	is	
this	sort	of	entity	in	the	States	that	is	broken	down	into	regions,	like	mine	is	the	mid-west	region,	about	ten	
states	or	so.	And	then	two	months	later	I	spoke	at	a	super	cool	photography	festival	in	San	Diego.	
-	and	that	was	always	through	applications?	
-	the	mid-west	SP	was	an	application,	but	in	San	Diego	I	was	invited,	because	I’m	now	friends	with	the	
director	of	the	festival,	a	super	cool	guy.	He	liked	my	work,	and	also	because	he	was	trying	to	start	a	
relationship	with	the	Aperture	Foundation,	he	wants	to	try	and	bring	every	Aperture	Portfolio	winners	to	
his	festival	every	year,	to	create	a	network	and	he	started	with	me.	
-	ok.	So	compared	to	your	previous	job	do	you	see	some	career	advances?	
-	yes,	I	would	say	so.	I	have	a	feeling	that	it’s	going	to	drop	though,	because	when	I	leave	Fabrica	I	have	no	
idea	about	what’s	next.	As	an	artist	I	know	what	I	want	to	do	next,	but	I	don't	know	how	I	want	to	pay	for	it.		
-	because	now	Fabrica	has	the	money	for	you.	
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-	exactly.	And	even,	you	know,	it’s	just	enough	to	survive	and	make	my	work.	but	when	I	go	back	to	the	
United	States	I	don't	have	anything.	
-	I	see.	So	it’s	like	now	you	are	paid	to	do	what	you	want	somehow,	and	that	is	the	career	progression.	
-	right.	
-	how	do	you	get	to	go	on	with	your	career?	
-	I	think	it’s	a	bit	different	for	me	because	I’m	not	necessarily	at	Fabrica	as	a	job,	I	mean	I	don't	really	see	it	
as	such.	Again,	I	don't	know	what	I’m	going	to	do	next	and	especially	how	to	pay	for	it.	So	really	what	I’m	
trying	to	do	here	is	making	good	photographs.	And	I	think	that	is	how	I	progress.	
-	so	you’re	working	on	your	skills	as	a	photographer?	
-	a	little	bit,	because	it’s	that	but	also	making	a	good	portfolio.	I	have	on	my	website	two	projects,	one	that	I	
made	in	college	and	the	other	one	also	made	in	college	and	that	won	the	awards.	And	so	the	goal	is	to	
make	something	that	is	at	least	as	good	as	what	I	made	last.	The	reason	why	that’s	important	is	that	like,	
let’s	say	in	a	year	from	now	I’m	still	applying	for	grants	and	some	kind	of	funding	to	do	what	I	want	to	do	
next,	the	strength	of	my	past	portfolio	and	sort	of	resumes	will	help	to	influence	people.	Like,	you	know,	if	
they	see	you’ve	made	really	good	works	in	the	past,	they	financially	trust	you	will	do	that	again.	
-	so	you’re	focusing	on	the	quality?	
-	yes.	Otherwise,	my	goal	here	is	having	a	good	time	and	make	good	friends,	not	for	like	work	purposes.	But	
I	feel	like	if	in	the	future	I	need	some	kind	of	creative	individual	to	help,	here	I’ve	met	a	lot	of	people	and	
built	my	network	in	the	creative	environment.	But	it’s	not	a	priority	for	me,	I’m	more	interested	in	being	
friends.	I	don't	think	anyone	does	that,	make	friends	to	an	end,	that	would	be	a	terrible	person.	
-	haha	yes.	And	about	new	skills	and	knowledge?	Like	practically.	
-	I	think	in	general,	and	also	including	in	my	work,	the	first	place	I	look	when	I	want	to	discover	something	
new	is	the	internet.	For	example,	before	coming	here	I	didn't	know	any	Italian,	so	one	of	the	ways	I	
prepared	to	come	here	was	spending	at	least	an	hour	a	day	for	the	previous	two	months	listening	to	Italian	
lessons.	So	I	usually	go	there	first,	depending	on	what	it	is,	I	might	email	some	of	my	past	mentors	and	say	
‘hey	do	you	know	about	this?	Do	you	know	anyone	who	knows	about	this?	Can	I	get	them	on	the	phone	or	
meet	them	in	person?’.	Or	if	I	discover	some	super	great	book	I	will	consume	it.	For	my	work	right	now	
there	is	not	so	much	of	that,	just	because	I	kind	of	know	how	to	do	what	I’m	doing	and	in	that	sense	I’m	not	
pushing	myself.		
-	what	you	mean	with	this?	
-	it’s	because	I’m	working	on	a	personal	project	and	I’m	doing	it	using	techniques	I	already	know.	Whereas,	
for	example	Isaac	is	doing	this	Tate	project	and	as	a	designer	if	you	don't	know	about	coding	you	might	
have	to	pick	up	some	coding	books.	I	don't	have	to	do	that.	
-	but	if	you	were	asked	to	do	something	like	that?	
-	yes,	again	I	think	I’ll	do	what	I	typically	do:	look	in	the	internet,	call	my	mentors.	
-	who	are	your	mentors?	
-	just	some	smart	people.	My	primary	mentor	from	college	is	probably	one	of	the	smartest	people	I	know	
when	it	comes	to	photography	and	artists	and	the	industry	at	large,	and	he	knows	people	everywhere.	I	can	
say	‘hey	Joe,	I’m	going	to	California,	do	you	know	any	artist	there	I	can	meet	up	with?’	
-	is	he	a	professor?	
-	yes.	He	was	my	professor	and	also	my	boss	when	I	was	doing	the	lab	manager.	I	would	say	we’re	friends.	
-	and	can	you	tell	me	about	an	experience	that	influenced	your	working	opportunities?	
-	I	would	say	again	it’s	a	little	bit	different	since	I’m	not	like	a	photographer	looking	for	a	job	right	now,	but	
I’d	say	the	first	photography	course	that	I	took	in	college.	When	I	arrived	I	didn't	know	anything	other	than	
35	millimeter	photography,	in	terms	of	film	photography,	now	I	only	shoot	large	formats,	5	inches	film.	
That	first	class	completely	changed	my	college	career,	because	I	was	in	journalism	and	I	was	going	to	get	a	
photojournalism	degree,	and	first	semester	I	was	in	the	beginning	photography	course	in	the	art	
department	and	from	there	I	changed	my	major	to	bachelor	in	fine	arts.	So	that	significantly	altered	my	
future.	It	went	from	being	one	day	I	might	work	for	like	National	Geographic	to	now	my	life	is	more	like	I	
just	want	to	find	a	way	to	make	art.	And	die.		
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-	was	he	the	same	professor	you	talked	about?	
-	no.	I	would	say	that	the	most	influential	photography	course	I	took	was	intermediate,	not	this	one.	But	
beginning	photography	pushed	me	to	change	my	major,	intermediate	photography	made	me	think	I	could	
actually	do	it	for	the	rest	of	my	life.	
-	so	like	your	career	expectations	changed.	And	after	you	started	working?	
-	no.	what	I’m	trying	to	do	the	most	while	I’m	here	at	Fabrica	is	really	make	sure	that	I’m	working	for	me	as	
much	as	possible.	In	the	most	humble	sense,	I	just	want	to	make	sure	that	when	I	leave	Fabrica	I’m	proud	
of	what	I	did	and	I	feel	comfortable	speaking	about	it.	I	don’t	want	to	leave	and	feel	like	I	cannot	talk	about	
it.	That	means	really	fighting	for	what	I	think	is	going	to	be	the	best	version	of	what	I’m	doing,	making	sure	
that	the	people	there	don’t	hate	me,	that	I	did	the	work	we	agreed	on	in	a	respectful	way.	I	was	not	
entirely	sure	at	the	beginning	about	what	I	was	doing,	and	I	was	worried	I	would	be	leaving	with	
photographs	I	wasn't	proud	of.	Because	I	never	left	the	country,	and	there	was	always	a	lot	of	stress,	
because	of	a	lot	of	moving	parts	and	a	lot	of	things	that	I	never	experienced	before,	all	at	once.		
-	you	were	also	going	through	a	cultural	choc.	
-	yes.	I’ve	almost	passed	that,	I	feel	much	better	now.	
-	I’m	happy	to	hear	this.	And	what	about	after	Fabrica,	what	do	you	plan	to	be	your	next	job?	You	said	you	
have	no	idea?	
-	like	I	said	already	I	know	what	I	want	to	do	next	but	I	don't	know	how	to	pay	for	it.		
-	but	what	would	be	your	best	scenario?	
-	I	would	love	to	be	a	technician	again,	working	in	a	photography	lab.	Fabrica	happened	to	me	like	in	a	
perfect	moment,	I	was	literally	in	that	moment	when	college	is	kind	of	done	and	you	are	looking	for	a	job.	
In	that	moment	I	had	applied	for	a	few,	and	one	of	these	was	a	lab	technician	position,	very	similar	to	the	
one	I	was	already	in,	actually	exactly	the	same	title	‘lab	manager’	and	I	didn't	get	that	position,	and	I	found	
it	out	just	two	weeks	before	I	was	called	by	Fabrica.	
-	so	it	was	like	perfect.	Why	you	think	you	didn't	get	the	lab	job?	
-	well	I	wasn't	qualified,	because	the	title	was	the	same	but	the	responsibilities	were	much	greater.	
-	but	are	you	working	on	that?	
-	yes,	I	mean	as	much	as	I	can.	There	are	some	capabilities	I	cannot	work	on	while	I’m	here.	Things	like	
managing	a	budget.	But	that	was	like	the	best	technician	job	one	could	ask	for,	and	right	now	I	would	start	
with	any	lab	technician	position.	So,	probably	something	like	that,	in	specialized	schools	for	photography,	
preferably	one	where	professors	are	also	artists,	because	I’d	love	to	be	surrounded	by	artists	again	who	are	
also	making	personal	projects.	There	you	tend	to	find	a	lot	of	passionate	people,	when	their	sole	purpose	is	
to	teach	in	college	and	work	freely	on	their	projects.	There	is	a	lot	of	intensity,	like	working	all	night.	I’d	love	
to	be	back	and	be	surrounded	by	that	culture,	with	all	the	printers	on	my	left	and	twelve	college	kids	on	my	
right.		
-	so	you	like	more	the	education	environment.	
-	I	found	it	really	refreshing,	I’m	missing	it	a	lot	more	than	I	thought	I	would.	My	answer	then	about	the	
next	job	would	be	teaching,	but	I	can’t	until	I	have	my	masters.	
-	so	you’re	planning	to	get	your	master?	
-	yes,	but	not	immediately.	The	theoretical	plan	is	like	the	project	I	want	to	make	after	I	leave	Fabrica,	I	
imagine	it	will	take	me	at	least	two	or	three	years	to	realize	it	with	any	quality.	So	what	I	hope,	my	plan,	my	
thinking	is	I	apply	for	graduate	school	in	two	or	three	years	with	that	project	as	the	primary	portfolio	and	
say	‘this	is	what	I’ve	been	working	on	and	I	want	to	apply	to	your	master	and	colpete	it	as	my	master	thesis	
project’.	Then	teach.	So,	I	have	a	vague	sense	of	the	structure	of	what	my	life	is	going	to	be	in	the	next	two	
or	three	years,	but	I	have	no	idea	about	the	specifics	of	it.		
-	it’s	still	pretty	structured	though.	
-	yes	it	is.		
-	but	you	don't	know	like	which	university?	
-	no,	exactly.	So	far	I	have	many	hours	of	research	and	conversations	with	past	mentors	and	colleagues.	I	
have	a	list	of	colleges,	but	it’s	based	on	not	too	much	right	now.	
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-	so	you’ve	been	asking	many	people	for	advices?	
-	yes.	like	I	have	friends	who	are	just	started	or	finished	their	masters,	plus	my	professors	gave	me	a	sort	of	
top	ten	colleges	they	suggest.	For	many	different	reasons,	for	example	Stanford	is	free	and	incredibly	
competitive.	I	have	some	places	to	start,	but	I	plan	to	think	about	it	in	these	next	two	years,	while	I	plan	
also	to	be	working	and	earning	enough	money	to	start	my	next	project,	which	is	going	to	be	really	
expensive.	
-	do	you	have	any	idea	about	the	money?	
-	I	want	to	get	some	kind	of	day	job,	hopefully	something	that	I	like,	the	lab	technician,	or	at	the	very	least	
surrounded	by	that	environment.	I	might	hate	my	lab	job,	but	at	least	I’m	working	with	printers	and	other	
artists	around	me.	But	the	primary	way	I	plan	to	get	the	many	for	the	project	is	through	grants,	fellowships,	
maybe	residences.	
-	when	did	you	start	thinking	about	this	project?	
-	I	don't	even	know,	at	least	a	year	and	a	half	ago.	I	watched	this	movie	and	from	that	moment	forward	I	
have	become	obsessed	with	the	idea	of	this	project.	
-	can	you	tell	me	what’s	about?	
-	yes,	it’s	based	on	an	animal	that	has	been	extinct	for	something	like	eighty	years	and	the	movie	is	not	a	
really	well-reviewed	movie,	but	I	loved	it.	It’s	called	The	Hunter,	and	I	don't	even	remember	the	director,	all	
I	took	from	that	movie	was	like	the	animal.	It’s	a	fictional	film,	but	the	species	is	real.	From	that	night	I’ve	
read	everything	that	was	ever	written	about	that	animal,	the	Tasmanian	tiger.	And	that’s	why	the	project	is	
going	to	be	expensive,	because	I	imagine	a	lot	of	travel.	So,	I	started	one	year	and	a	half	ago	and	I	think	
about	it	every	day.	
-	and	you	also	work	on	that?	
-	yes.	it’s	hard,	but	I	make	pictures	sometimes,	there’s	not	much	to	picture	without	being	there	but	I	do	
research,	I	have	a	folder	in	my	computer	and	every	day	I	throw	in	there	like	links,	screenshots,	stuff	like	
that.	
-	is	there	something	you	have	to	learn	before	this	project?	
-	I’ll	have	to	be	fit	because	there	will	be	a	lot	of	hiking	in	the	woods,	travelling	on	my	own,	surviving,	things	
like	that.	I’m	going	to	do	some	hiking	here	in	Italy,	so	yes	I’m	working	on	this.	
-	and	about	a	job	opportunity	in	general	what	are	the	features	that	interest	you	the	most?	
-	the	first	thing	is	who	I’m	working	with.	For	Fabrica	it	was	different	because	I	didn't	know	who	I	was	
working	with,	I	just	had	a	list	of	names,	and	I	was	pleasantly	surprised	when	I	arrived.	About	the	people	it	is	
important	their	background,	I’d	rather	work	in	an	art	school	environment.	The	ideal	would	be	artist	
professors	that	I	admire.	For	example,	an	opportunity	with	a	photographer	that	do	commercial	work	would	
make	me	be	more	hesitant	to	be	honest,	because	I	imagine	there	would	be	a	lot	of	intensity	in	the	way	we	
interact,	me	myself	I’m	really	intense	in	the	way	I	work,	but	it’s	a	different	type	of	intensity.	I’m	not	saying	I	
would	never	take	an	opportunity	like	this,	who	knows,	I	might	meet	these	persons	in	the	lab	and	they	can	
be	amazing	people,	and	of	course	I	would	take	it.	For	me	the	most	important	thing	is	that	they	are	like	cool	
to	work	with,	I’m	not	looking	necessarily	for	a	job	that	will	make	progress	my	career	surrounding	myself	
with	famous	photographers.	I’m	not	interested	in	getting	famous	that	way.	I	want	to	get	famous	with	my	
own	work,	if	that’s	what	future	has	in	store	for	me.	I	guess	it	is	somehow	part	of	becoming	famous,	but	my	
idea	is	to	make	works	that	people	love	and	that	challenges	people’s	understanding	of	the	world.	So,	sorry,	
who	I’m	working	with	is	relevant	and,	what	I’m	doing	of	course.	But	a	lot	is	on	the	people,	like	I	would	ask	
myself	‘am	I	interested	in	talking	with	them	daily’,	that’s	why	my	ideal	is	to	work	in	fine	art	school:	to	have	
great	daily	conversations	with	artists	that	I	admire.	This	is	more	important	to	me	than	be	surrounded	by	
artists	that	could	somehow	make	me	famous.	What	I	look	for	is	being	intellectually	stimulated.	If	two	
opportunities	have	equally	exiting	people,	I	would	look	at	what	kind	of	facilities	I	do	have	access	to.	What	I	
mean	by	that	is	like	if	one	employer	has	a	bunch	Epson	9800,	40	inch	large	format	printers	and	the	other	
has	the	best	scanner	around	one	can	get	in	terms	of	quality,	but	I	wasn't	allowed	to	use	that	scanner	and	
the	first	one	would	let	me	use	the	printers,	I	would	go	to	the	first	one.	Simply	because	I	would	get	more	out	
of	this	opportunity,	even	if	I	had	to	pay	for	all	the	material	I	used,	having	access	to	those	large	format	
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printers,	which	is	pretty	rare	because	they	cost	25	cents	a	square	inch	so	40x50	inches	it	costs	you	500	
dollars.	In	Fabrica	for	example	I	don't	have	access	to	photographic	quality	printers,	I	have	to	go	outside	to	
prim	my	stuff.	
-	and	before	you	were	just	always	in	the	lab.	
-	yes.	one	of	the	things	that	I	learnt	in	college	is	the	importance	to	see	your	photographs,	so	when	I	make	
new	pictures	I	print	them.	They	have	a	really	good	scanner	though,	they	helped	me	assess	my	facilities	for	
my	films,	I	do	it	in	a	bathroom	and	that’s	totally	fine.	
-	so	last	questions	about	Fabrica,	how	long	have	you	been	there?	
-	four	months.	
-	did	you	hear	about	it	before	they	called	you?	
-	no,	never.	When	I	received	the	email	from	Enrico	was	the	first	time	I	heard	about	it.	
-	how	do	you	see	this	experience	in	your	career?	
-	when	people	ask	me	about	it,	I	describe	it	as	a	residency	because	is	kind	of	what	it	is	for	me,	since	I	was	
invited	to	make	a	project.	I’m	here	for	making	photographs,	as	much	for	me	as	for	Fabrica.	And	also	on	my	
website,	the	language	I	use	to	describe	it	on	my	resume	is	‘one	year	artist	residency	and	scholarship’.		
-	ok.	What	do	you	expect	to	achieve	or	have	you	already	achieved?	
-	I’ve	actually	learnt	some	practical	knowledge	when	I	was	a	digital	assistant	for	a	photoshoot	for	Benetton	
two	weeks	ago	and	I’d	never	done	something	like	that,	digital	technician	is	called.	If	I	ever	want	to	do	
commercial	work,	I’ll	contact	my	mentor	and	ask	him	if	he	knows	someone	looking	for	people	and	when	I	
get	to	talk	with	those	people	I	can	say	I	helped	doing	photoshoots	for	Benetton.	That	is	for	the	practical	
knowledge,	and	in	terms	of	my	personal	project	I	feel	really	good	about	it,	I	would	say	right	now	I’ve	been	
shooting	for	three	and	a	half	months	and	I	have	a	portfolio	of	between	20	and	25	really	good	photos,	
considering	that	I	shoot	only	large	formats	and	I	can	only	do	like	16	at	time	it	is	a	really	good	number.	I’m	
super	excited	about	it,	I	think	that	if	I	continue	with	this	pace,	by	December,	which	is	the	deadline	for	my	
project,	I	will	have	something	super	good.	I	guess	I	haven’t	achieved	anything	super	concrete	but	I	feel	like	
I’m	on	the	way	to	achieve	a	really	nice	project.		
-	and	what	about	this	project?	
-	at	the	beginning	they	called	me	because	of	a	project	that	I	had	already	made	and	I	arrived	they	wanted	
me	to	do	something	completely	different	so	I	was	trying	to	work	on	something	new.	And	in	the	process	of	
doing	it	I	just	started	to	make	really	good	pictures	that	look	like	picture	that	I	make.	And	it	came	to	a	full	
circle,	now	I’ve	arrived	at	a	point	that	we	are	doing	what	we	originally	agreed	on,	which	is	sort	of	building	
on	this	previous	project.	It	took	me	some	time	to	learn	how	to	navigate	Fabrica,	how	to	navigate	Italy.		
-	how	do	you	navigate	Fabrica?	
-	it’s	little	things,	like	knowing	how	to	talk	with	the	different	people	and	understanding	the	dynamics.	I	
thought	my	relationship	with	them	would	have	been	more	like	mentor	and	student	while	it’s	more	boss	
and	employee,	so	I	don't	expect	to	get	a	critique	when	I	show	them	my	pictures,	because	what	I	get	is	only	
‘I	like	this	picture,	I	don't	like	this	one’,	which	it	doesn't	help	me	as	an	artist,	but	more	as	a	worker.	
	
	
GIORGIO	
-	what	is	your	educational	background?	
-	I	graduated	in	design	and	visual	communication	in	the	polytechnic	university	in	Turin.	I	also	got	accepted	
to	the	fine	arts	academy,	but	I	thought	that	a	technic	school	could	have	given	more.	So	I	stayed	there	three	
years.	Then,	I	was	still	writing	my	thesis	and	I	participated	in	a	workshop	and	I	discovered	Fabrica.	
	-	what	is	your	specialization	then?	
-	it’s	difficult	to	say.	It’	more	a	flow	than	a	static	thing	so	it	changes	continuously.	I	chose	design	because	it	
was	a	way	to	investigate	the	world	through	artifacts.	Now,	I’m	in	that	phase	when	I’m	trying	to	figure	out	
what	I	actually	want	to	do	in	this	world,	how	to	contribute	in	these	world	of	artifacts.	At	school	my	
specialization	in	design	was	more	system	design	and	strategic	design,	my	thesis	was	on	the	relationship	
between	producer	and	consumer	in	nutrition	and	how	to	move	close	these	two	actors.	Then,	in	Fabrica	I	
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discovered	I	brand	new	world,	that	I	don’t	think	will	be	mine,	because	it	is	pretty	focused	on	the	
commercial	side.	Now	I’m	about	to	leave	for	Eindhoven,	to	do	a	master	at	the	design	academy	and	
complete	somehow	my	design	education,	and	understand	who	I	am	in	the	design	world.	I	feel	really	open	
to	anything.	
-	so	how	would	you	define	yourself	as	a	creative?	
-	I’d	use	the	word	experimenter	for	sure,	and	I’m	really	interested	in	dystopia.	
-	what	kind	of	works	have	you	experienced	in	your	life?	
-	I	was	lucky	because	I	could	always	study	without	the	need	of	a	side	job.	As	a	professional,	Fabrica	was	my	
first	job	contract,	even	though	sometimes	I	think	it	was	not	really	a	job	to	me,	but	I	see	it	more	like	a	school	
environment.	I	did	an	internship	of	three	months	in	a	studio	in	Holland,	Atelier	NL,	through	a	scholarship	I	
got	from	my	university,	the	studio	did	not	pay	me.	They	did	data	visualization	and	worked	with	terracotta,	
all	kind	of	pottery,	and	the	concept	was	to	get	the	earth	from	specific	places	and	create	the	whole	
collection	with	that	specific	soil	in	that	part	of	Holland.	I	was	in	the	lab,	I	did	the	plates	of	chalk,	I	was	at	the	
hoven	also.	It	was	a	really	good	experience,	I	got	to	learn	English	better.		
-	what	else	did	you	learn?	
-	I	learnt	a	lot,	because	it	was	the	first	time	I	was	in	a	studio	and	I	worked	in	contact	with	real	projects,	not	
the	ones	in	university.	The	thing	is	that	if	you	make	a	mistake	it’s	your	fault,	there	is	your	face	on	the	
project.	From	the	relationships	point	of	view,	it	was	really	good	as	well,	they	made	me	participate	a	lot,	not	
like	the	intern	put	aside,	I	was	considered.	The	environment	was	really	nice,	they	also	took	me	with	them	
when	they	had	to	go	to	meetings	and	when	they	just	met	with	their	network	of	contacts.	The	designer	role	
is	not	only	being	a	designer,	but	also	to	have	an	important	network	to	rely	on,	especially	if	you	want	to	
start	your	own	studio,	if	you	don’t	have	a	network	strong	enough,	you	don't	go	anywhere.	So,	the	fact	that	
they	took	me	to	events	and	parties	was	something	I	really	appreciated	and	it	made	me	grow	as	a	designer,	I	
mean	learn	how	to	be	one.	
-	and	this	thing	made	you	choose	Eindhoven	for	the	master?	
-	yes,	absolutely.	One	of	the	two	bosses	also	teaches	there,	at	the	bachelor	level,	so	she	talked	about	the	
school	with	me	and	I	had	the	opportunity	to	visit	it	and	all	the	labs.	So	for	sure	there	is	where	all	started	for	
Eindhoven.	Now,	going	back	to	Eindhoven	I’m	looking	for	a	job	for	paying	the	bills	though,	because	I	want	
to	become	completely	independent.	To	save	money	I	would	do	like	exchange	work,	where	they	give	you	a	
bed	and	you	work	for	them,	in	a	farm	would	be	ideal	to	me.	
-	what	is	your	current	occupation?	
-	I	don't	have	a	job	now,	I	just	finished	my	year	at	Fabrica	and	in	two	weeks	I’ll	move	in	Eindhoven.	
-	and	about	Fabrica,	can	you	tell	me	how	you	got	there?	
-	yes,	I	did	a	workshop	in	Turin	called	InResidence,	really	interesting	and	many	international	designers	are	
called.	Through	my	university	I	applied	and	there	was	a	sort	of	exam	to	decide	the	best	students	to	be	sent	
there,	and	I	got	it.	It	was	a	three-days	experience,	and	we	worked	with	two	tutors,	one	of	them	was	Giorgia	
Zanellato	who	collaborates	with	Fabrica,	and	the	other	one	was	a	Dutch	guy,	and	thanks	to	him	I	had	the	
opportunity	to	do	the	internship	in	Holland,	in	Eindhoven.	One	year	after	this	workshop,	I	contacted	her	
again	before	going	to	Venice	for	the	Biennale	dell’Arte,	and	there	was	the	same	workshop	there.	I	knew	she	
lived	in	Treviso,	that	is	close	to	Venice,	and	I	was	about	to	finish	my	bachelor	so	I	told	her	that	I	was	
interested	in	visiting	Fabrica,	since	she	talked	a	lot	about	it	saying	that	it	was	an	amazing	experience	and	I	
had	to	apply	for	it.	Back	then	I	didn't	know	anything	yet,	I	just	called	her	saying	‘hi	Giorgia,	I’m	going	to	the	
Biennale,	are	you	at	the	workshop	too?’	and	she	replied	‘no	I’m	not	going,	but	you	can	send	me	your	
portfolio’,	I	didn't	expect	that	at	all	and	I	just	said	ok.		
-	so	you’ve	been	somehow	pushed?	
-	haha	yes	somehow.	So	I	immediately	sent	it,	I	mean	it	took	me	one	week	to	rearrange	everything,	at	the	
same	time	I	was	also	working	on	my	thesis,	but	I	did	everything	as	fast	as	I	could	and	sent	it.	Then	I	went	
there	for	the	two-weeks	trial,	it	went	really	good	and	they	called	me	just	after,	but	I	had	to	graduate	and	
they	were	really	nice	and	flexible	and	let	me	finish	my	thesis	before	moving	to	Fabrica.	Fabrica	is	realy	
flexible	about	it,	I	heard	about	other	guys	who	actually	moved	after	six	months	or	so	because	of	various	
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problems,	usually	for	finishing	other	projects	and	contracts	or	university	studies.	And	this	really	helps	in	the	
choice	to	move	there.	
-	you	stayed	there	one	year	then?	
-	one	year	and	three	months.	I	asked	for	staying	a	bit	more	to	have	the	possibility	to	finish	two	projects	I	
was	working	on,	one	for	the	Salone	del	Mobile	in	Milan	and	the	other	one	for	Art	Basel,	Curio,	that	is	a	
space	dedicated	to	young	and	new	galleries.	Sam	Baron,	the	design	department	boss,	was	in	contact	with	
this	swiss	gallerist	and	with	them	we	produced	this	glass	collection,	and	I	was	in	charge	of	this	project	and	I	
was	given	the	opportunity	to	manage	it	at	the	100%.	I	also	went	to	Basel	to	take	care	during	the	days	of	the	
exhibition,	we	set	up	everything.	So,	expecially	for	this	project	I	extended	my	contract	for	three	months.	
-	ok,	I	see.	Do	you	see	career	progression	after	this	experience,	compared	to	what	you	did	before?	
-	I	see	it	in	the	fact	that	I	had	much	more	responsibility	in	Fabrica.	For	example,	in	the	atelier	of	my	
internship	my	name	didn't	come	out,	the	project	was	the	atelier’s	and	I	only	collaborated,	so	all	the	
copyrights	also	were	theirs.	That	said,	it	was	my	first	experience	and	I	gave	all	of	me	in	that	project	anyways	
and	professionally	it	was	a	great	experience,	because	everything	was	new	and	I	was	doing	it	for	the	first	
time.	While	in	Fabrica,	I	had	the	possibility	to	express	myself	and	also	be	recognized,	every	time	my	name	
was	there,	so	I	had	much	more	responsibility.	And	this	is	something	that	surely	makes	you	grow,	but	it	is	
also	really	complicated	to	manage	this	aspect,	because	you	work	for	Fabrica,	or	a	studio	in	general,	and	you	
start	with	your	ideas	that	then	change	and	the	final	result	is	not	your	original	idea,	it’s	not	yours,	even	
though	there	are	you	name	and	surname	on	it.	You	have	to	take	into	consideration	what	the	people	you	
work	for	think,	and	at	the	beginning	it	was	difficult	to	adapt	to	this.	For	example,	I	used	to	be	a	lot	into	
sustainability	and	other	really	academic	ideals,	then,	I	moved	into	the	world	of	Fabrica,	where	other	rules	
are,	and	it	happens	that	you	work	on	something	and	then	the	product	comes	to	exist	and	you	are	like	‘I	
didn't	want	it	to	be	like	this	actually’.	But	this	is	how	it	works,	one	has	to	compromise,	and	I	learnt	to	do	
this.	
-	ok.	So	some	things	changed.	
-	I	changed,	through	these	experiences,	I’d	say	that	the	filter	I	look	at	things	changed.	Before,	I	had	
different	needs	compared	to	the	ones	I	have	now.	I	was	still	into	school	when	I	did	my	internship,	in	Fabrica	
it	was	completely	different,	the	perspective	and	the	expectations.	For	example,	this	willingness	of	being	
completely	independent,	is	something	that	has	grown	during	this	past	year.	I	was	happy	for	the	scholarship,	
but	even	if	I	hadn’t	it	I	would	have	paid	for	everything	anyways,	now,	this	is	not	acceptable	to	me,	because	I	
already	had	that	experience	and	if	I	don't	get	any	profit	from	a	work	experience	I	won’t	be	willing	to	do	that	
at	all.		
-	you	would	not	accept	and	underpaid	job	now?	
-	only	if	I	want	to	do	an	experience	in	a	completely	new	area	that	I’m	really	interested	in.	In	my	field,	not	at	
all,	because	I	think	I	acquired	some	capabilities	that	I	can	apply	to	other	jobs,	I	don't	need	to	learn	them,	
and	I	want	to	be	recognized	and	paid	for	what	I	do.		
-	yes,	I	see	what	you	mean.	In	your	daily	work,	how	to	you	acquire	new	capabilities	and	knowledge	though?	
-	I	think	I’m	really	open	to	experimentation,	in	terms	of	listening	and	information	I	get	in	contact	with.	It’s	
really	great	when	you	find	people	willing	to	help	you	and	you	just	listen	and	receive	the	information.	So	
yes,	to	me	the	main	means	is	talking	with	people,	more	than	reading	stuff,	online	or	not.	It’s	like	I	would	
trust	more	a	person	telling	me	something	than	something	written	maybe.		
-	can	you	tell	me	an	example?	
-	sure.	When	I	was	in	Fabrica,	one	guy	used	a	rendering	software,	KeyShot,	really	easy	and	great,	and	many	
of	us	didn't	know	how	to	use	it	so	he	made	a	tutorial	to	explain.	So,	we	were	working	on	this	project	about	
Indian	furniture,	I	was	working	on	designing	a	couch,	and	he	taught	everyone	because,	among	our	
knowledge,	it	was	the	best	way	to	do	rendering	for	this	project.	So	we	all	started	using	this	software.	
Another	example,	I	did	a	sort	of	knowledge	exchange	with	one	of	my	colleagues,	who	is	an	interactive	
design,	and	I	really	wanted	to	learn	how	to	use	Arduino,	a	platform	that	allows	you	to	code	on	your	pc	and	
to	translate	it	into	a	physical	action,	so	every	Friday	he	took	one	hour	of	his	time	to	explain	me	about	it.	In	
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Fabrica,	interesting	things	are	also	lectures,	and	I	went	to	every	of	them,	not	only	about	design,	but	also	
architecture	and	photography,	to	learn	something	beyond	my	field.		
-	and	outside	your	field	how	do	you	acquire	new	skills?	
-	I	always	rely	on	people.	It’s	like	when	it	comes	to	complex	things	I	always	prefer	interaction	with	people,	I	
mean	people	that	are	expert	on	this	thing	I	want	to	learn	and,	obviously,	I	can	get	in	contact	to.		
-	can	you	tell	me	about	an	experience	that	influenced	your	career	opportunities?	
-	most	of	the	opportunities	came	from	workshops	I	participated	in,	where	I	had	the	chance	to	meet	many	
professionals	of	design.	I	tend	to	do	all	the	activities	offered	around,	events,	also	in	other	cities,	because	it’s	
the	only	way	to	get	to	know	the	people	and	with	dialogue	you	get	to	know	things.	The	fact	that	I’m	dyslexic	
is	probably	relevant	in	this	attitude	of	mine,	preferring	to	talk	with	people	instead	of	reading	for	hours.	But,	
surely,	to	get	new	contacts	and	have	new	work	experiences,	the	best	and	easiest	way	to	me	is	to	go	and	
talk,	to	meet	in	person,	and	also	to	be	seen	around	in	those	environments.		
-	how	do	you	find	these	workshops?	
-	when	I	was	studying,	I	usually	discovered	them	through	university,	flyers	that	were	distributed	or	when	
they	came	to	promote	these	events	during	classes.	Otherwise,	through	friends,	and	especially	being	always	
alert	on	what	goes	on	around	you.	
-	so	you	actively	research	them?	
-	yes,	of	course.	If	you	wait	for	these	opportunities	to	come	to	you,	you	might	get	one	workshop	out	of	ten.	
You	have	to	look	for	them,	be	active,	but	the	thing	is	that	the	more	you	attend	workshops	the	more	you	
have	the	possibility,	through	the	contacts	you	meet	there,	to	have	information	about	other	workshops,	
events	and	similar	opportunities.	
-	ok.	What	about	your	expectations,	in	terms	of	career,	did	they	change	after	working?					
-	yes,	unfortunately	I	would	say,	because	they	turned	to	be	much	less	idealist.	I	realized	some	things	that	
previously	I	somehow	ignored,	but	this	doesn't	prevent	me	from	dreaming	what	I’ve	always	dreamt	about.	I	
don't	see	myself	as	a	proper	designer	in	the	future,	design	to	me	was	and	still	is	a	way	to	investigate	the	
world,	but	I	am	also	other	things.	I	think	I’m	going	to	be	a	designer	for	a	period	of	my	life,	I	mean	now	I’m	
focusing	all	my	life	on	this,	my	competencies	and	everything,	and	it	is	easier	to	me	to	survive	with	this.	But,	
what	I	want	to	do	after	is	actually	living,	combining	work	to	it	obviously,	but	life	first.	What	I	really	cannot	
conceive	is	working	for	projects	I	don't	believe	in	and	don't	really	care	about,	just	to	get	the	money	
basically,	in	order	to	move	on	other	projects	I	really	care	about.	I	don't	want	to	do	this,	I	want	to	dedicate	
myself	on	projects	I	care	about,	and	do	that	all	the	time.	One	thing	that	I	learnt	from	Fabrica	is	that	working	
for	someone	else	is	a	bit	difficult	to	me,	I	don't	mean	having	a	boss	but	working	on	someone	else’s	ideas.	
I’d	love	to	work	on	and	for	my	own	ideas	and	projects.	Working	on	someone	else’s	ideas	is	worth	it	until	
you	have	to	learn,	but	I	cannot	do	that	my	whole	life,	I	want	to	be	responsible	of	my	whole	work,	from	idea	
to	distribution,	I	want	to	be	the	one	who	has	the	final	word	on	every	step.	
-	ok,	I	see.	What	do	you	plan	to	be	your	next	job	then?	
-	my	next	job,	right	now,	might	be	a	job	that	is	not	a	designer	job,	just	one	to	pay	the	rent	while	I	study	in	
Eindhoven.	But,	at	the	same	time	I	have	a	sort	of	plan,	because	I’d	also	like	to	get	some	designer	works.	So,	
I	have	this	list	of	contacts	I	got	when	I	did	my	internship	two	years	ago,	that	might	be	interested	in	offering	
me	a	job	as	a	designer.	This	is	plan	A,	plan	B	is	to	find	a	non-design-related	job,	like	working	in	farm,	that	is	
also	one	of	my	passions	since	childhood.	Plan	C,	is	anything	else	basically,	like	I	know	that	in	the	hospital	
they	are	always	looking	for	people	to	work	in	the	kitchen,	and	it	is	pretty	convenient	as	a	job	because	at	the	
beginning	of	the	week	you	tell	them	when	you	can	work	and	you	get	what	they	give	you.		
-	in	practice	how	are	you	going	to	look	for	those	jobs?	
-	I	will	go	there	in	person	and	talk	to	them.	I	tried	to	look	for	this	kind	of	things	on	the	internet,	but	I	don't	
find	anything,	maybe	it’s	me	that	I’m	not	good	at	searching.	I	will	tell	you	another	example,	not	related	
with	job	searching,	but	I	think	it’s	relevant:	I	wanted	to	learn	how	shoes	are	made.	And	just	got	out	and	
went	to	the	closest	cobbler	and	asked	him	to	teach	me,	he	said	no,	then	I	went	to	another	one	and	he	said	
no	as	well,	because	he	could	not	let	me	use	his	tools.	But	I	was	so	insistent	that	he	let	me	stay	there	and	
watch	him,	and	I	went	there	every	day	to	watch.	I	simply	asked	to	people	who	knows	the	work.	If	I	had	to	



	 114	

apply	for	a	shoemaker	course,	it	would	have	taken	me	forever,	and	I	wanted	to	learn	immediately.	I	will	just	
go	there,	off	guard.	But	I’m	really	hopeful	about	this,	I’m	sure	I	will	find	something,	my	method	always	
worked.	
-	great,	I	wish	you	to	fulfil	you	plans.	But,	are	you	working	on	something	specific	for	the	search	of	your	next	
job?	the	plan	A	I	mean.	
-	I’ve	been	working	on	my	website,	I	mean	I	tried	but	I	didn't	have	the	time,	now	I	do	have	some	time,	so	
I’m	going	to	do	it.	The	website,	for	a	designer	or	an	artist,	is	like	a	collection,	the	reification	of	all	your	
works	story,	organized	and	arranged,	I	mean	specially	you	have	to	extract,	from	your	story,	what	you	want	
to	be	representative,	what	you	want	to	tell	about	you.	And	it’s	really	difficult.	It’s	a	definition	process,	a	
self-definition,	you	have	to	start	defining	yourself	as	a	worker	otherwise	how	can	you	expect	to	be	hired	for	
a	specific	job.	I	think	I	haven’t	found	who	I	am	yet,	and	that’s	why	I’m	not	sure	exactly	about	where	and	
how	to	look	for	a	job,	I	just	proceed	attempting	now.	I	would	say	I’m	working	on	my	identity	now.	
-	and	also	on	the	way	you	present	yourself.	
-	yes,	it’s	strictly	related.	I	could	go	and	do	whatever,	but	if	the	series	of	experiences	I	do	is	not	somehow	
organized,	not	consistent,	is	a	waste	of	time,	even	if	they	are	amazing	experiences.			
-	so	what	are	the	relevant	features	that	attract	you	in	a	work	experience?	
-	for	sure,	again,	people	are	the	most	important	factor.	To	understand	how	any	thing	works,	you	have	to	go	
through	understanding	people	of	that	environment,	so	having	good	relationships	with	people	is	
fundamental	in	life.	In	a	studio,	if	you	don't	feel	good	with	the	people	who	surround	you,	there	can	be	the	
best	clients	but	you	don't	go	anywhere	without	the	right	people	to	work	with.	The	human	side	I	would	say	
it’s	the	60%	of	it,	the	rest	is	about	the	projects	to	work	on.	An	important	thing	to	me	is	the	possibility	to	
take	care	of	a	project	from	beginning	to	end,	and	beyond,	because	others	are	like	‘I	do	the	rendering	and	
someone	else	will	go	on’	and	do	only	little	parts	of	big	projects.	I	like	to	work	on	bigger	scopes	and	then	
focus	on	details	of	the	whole	process,	to	be	able	to	see	the	full	cycle	of	the	work,	because	knowing	the	
project	entirely	is	knowing	it	better	and	this	is	also	important	to	sell	it	better.	It’s	more	yours,	and	you	get	
more	satisfaction	out	of	it.		
-	and	about	the	organization	which	gives	you	the	job?	
-	for	example	I	don't	like	much	multinational	companies,	in	which	you	can	only	get	little	parts	in	huge	
projects	indeed.	An	environment	with	too	many	people	is	not	my	thing,	because	it	means	at	19.00	you	just	
drop	the	pen	and	you	go	home	thinking	about	your	own	business.	This	comes	under	my	vision	of	
combination	of	life	and	work,	if	you	are	inside	a	big	company	with	many	workers,	it’s	difficult	that	all	those	
people	find	the	project	they’re	working	on	important	and	give	100%	of	themselves.	Also	from	a	practical	
point	of	view,	you	have	to	sweat	more	if	someone	else	is	not	doing	his	job.	So,	I	look	for	organizations	with	
little	teams	and	passionate,	motivated	people.	
-	ok,	that	was	pretty	clear,	thanks.	Going	back	to	Fabrica,	how	do	you	see	this	experience	in	your	career?	
-	well,	I’m	already	seeing	this:	many	of	my	fellow	students	tried	to	get	in	the	design	Academy	in	Eindhoven,	
but	I	was	the	only	one	who	got	accepted.	I’m	pretty	sure	it	was	thanks	to	Fabrica.	In	Fabrica	I	had	the	
chance	to	build	a	valuable	portfolio	and	a	powerful	resume	I’d	say,	in	one	year	I	participated	in	around	
twenty	projects,	most	of	them	prestigious.	Second,	the	internationality	of	the	experience,	so	the	ability	to	
talk	and	live	and	work	with	people	from	different	cultures	is	for	sure	another	strength	point	that	Fabrica	
gave	me.	For	example,	If	I	decide	that	I	want	to	move	in	Venezuela,	I	have	people	there	that	can	help	me.	
Also	obviously	the	opportunity	to	collaborate	with	big	clients	and	institution,	like	ending	up	in	Art	Basel,	the	
biggest	gallery	in	Switzerland,	it’s	something	that	I	would	never	even	think	of	before	Fabrica.		
-	what	did	you	achieve	in	this	experience?	
-	I	feel	really	changed,	that	is	always	an	improvement.	In	practice,	professionally,	I	got	to	learn	to	follow	
strict	and	close	deadlines,	I	became	much	faster	in	my	work.	You	get	to	understand	priorities,	like	when	I	
was	in	university	I	was	much	more	meticulous	on	details,	while	if	I	have	two	days	to	complete	a	work	you	
have	to	adapt	to	that	duration,	and	now	I	know	what	to	focus	on	what	to	pass	over.	To	me,	this	was	the	
most	difficult	thing	to	gain,	to	be	able	to	realize	that	sometimes	being	not	precise	benefits	you,	to	sacrifice	
precision	in	order	to	make	things	happen.		
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ALMA	CECILIA	
-	why	are	you	in	Switzerland	right	now?	
-	I	have	the	opportunity	to	make	this	photographic	project,	on	my	own,	on	the	Swiss	identity,	which	is	really	
complex.	Fabrica	really	liked	this	idea	I	presented	during	my	trial,	so	I	got	to	work	on	this	single	project	
throughout	my	experience	there.	I	portray	six	swiss	families,	with	differences	in	time	and	space.	I	did	4	or	5	
month	of	research,	interviewing	history	professors	also,	to	prepare	myself	for	this	project.	The	whole	thing	
is	an	on-going	project,	since	some	families	didn't	want	to	participate,	so	I	had	to	change	some	aspects,	like	
now	I	decided	to	portray	also	a	family	that	is	going	through	the	request	of	becoming	Swiss	citizens.	So	
that’s	why	I’m	back	home	in	Switzerland.		
(((sometimes	I	laugh	when	I	see	some	ex-fellow	students	on	LinkedIn	and	they	put	‘artist’,	and	I’m	like	why	
are	you	on	LinkedIn	if	you	are	an	artist.	I	find	it	super	weird.	Maybe	you	are	a	fake	artist	and	you	just	want	
to	have	a	career	in	a	gallery.)))	
-	ok,	this	sounds	pretty	interesting.	You	also	studied	in	Switzerland?	
-	I’ve	always	lived	in	Switzerland.	That	is	a	peculiar	context	in	which	being	a	creative,	because	you	can	be	
self-employed	but	you	have	to	declare	that	you	make	a	certain	amount	of	money	per	year	and	you	can	
survive	autonomously.	So	it’s	not	a	context	that	facilitates	a	career	in	the	creative	fields.	However,	I	
decided	to	take	the	risk	and	I	went	to	an	art	school,	the	ECAL	in	Losanna,	and	there	I	studied	photography.	I	
had	to	repeat	my	second	year,	because	I	didn't	have	enough	ECTS	since	I	focused	more	on	documentary,	
while	most	of	the	courses	were	about	fashion	and	stuff.	And	that	was	actually	the	beginning	of	my	working	
career,	I	had	only	six	month	of	curricular	projects	so	I	decided	to	leave	Switzerland	and	work	on	something	
else	during	the	other	six	months.	So	I	left	for	five	months	in	China.	I	was	fed	up	with	photography,	so	I	told	
myself	that	when	I	finish	ECAL	I	want	to	have	the	possibility	to	work	in	a	museum,	or	to	have	the	option	to	
work	in	culture	without	working	necessarily	as	a	photographer.	So	like	to	work	in	more	classic	context,	and	
safer.	So,	through	some	contacts	I	had,	I	did	this	internship	at	UCCA,	which	is	the	Ullens	Center	for	
Contemporary	Art	in	Beijing,	the	biggest	non-profit	art	center	in	China.	It	was	an	amazing	discovery	and	a	
cultural	shock,	also	from	a	working	point	of	view.	Thinking	about	it	now,	it	was	so	right	to	go	there	in	that	
moment	of	my	life,	because	there	I	met	a	friend	of	mine,	who	was	also	doing	and	internship	in	Beijing,	on	
whom	I	made	my	final	work	for	my	diploma	at	ECAL.	So,	I	did	this	work	Jannis,	who	got	selected	at	the	Paris	
Photo	–	Aperture	Foundation	Photobook	Award	in	2014,	so	the	failure	of	my	second	year	of	university	took	
me	to	Paris	Photo	and	make	this	book	thanks	to	which	I	could	get	in	Fabrica	basically.	Before	finishing	ECAL	
I	decided	to	get	another	internship,	this	time	in	French	to	use	my	skills	at	best	and	also	to	integrate	myself	
in	the	creative	environment	of	my	home	country.	In	Losanna,	there	is	the	Musée	de	L’Elysée,	a	good	
museum	specialized	in	photography,	so	to	me	was	pretty	smart	to	have	some	contacts	there	since	I	want	to	
continue	working	on	photography.	Once	you	get	in,	even	as	an	intern,	you	can	get	in	touch	with	the	whole	
network	related	to	the	museum,	so	I	got	in	and	stayed	six	months.	The	team	there	was	amazing,	everyone	
was	super	nice	and	smart.	For	example,	yesterday	I	went	to	print	some	films	for	my	project	and	I	passed	by	
the	museum	and	talked	with	my	ex-boss	about	my	Fabrica’s	project	and	the	possibility	for	it	to	be	
exhibited.	I	hope	that	the	relationship	I	have	with	him	and	the	museum	will	take	me	to	other	exhibition	
opportunities,	also	to	see	a	specific	purpose	in	Switzerland	for	my	project.	To	me,	the	little	things	I’ve	done	
so	far	are	slowly	building	a	sort	of	spiderweb	of	connections.	It’s	incredible	how	all	the	things	I’ve	done	so	
far	were	possible	because	of	contacts.	I	started	Fabrica	after	my	intern	period	at	the	Musée	de	L’Elysée,	
and	after	four	months	in	Fabrica,	my	school	ECAL	called	me	because	there	was	the	Mountreaux	Jazz	
Festival	looking	for	someone	to	do	some	archive	research	for	their	publication	about	their	50th	anniversary,	
and	they	thought	of	me.	So	they	asked	me	whether	I	wanted	to	do	it,	it	was	a	paid	big	project	in	France,	
and	I	obviously	wanted	but	I	had	just	started	my	contract	in	Fabrica.	Luckily,	in	Fabrica	people	were	really	
nice	and	let	me	stop	my	Fabrica’s	project	for	three	months	to	work	on	the	festival’s	book.	It	was	my	very	
first	job	in	what	I’m	really	professionally	interested,	that	is	the	editorial	world	on	photography,	and	that	
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was	thanks	to	ECAL	and	the	contacts	they	have.	So	I	think	that	you	already	launch	your	professional	career	
by	choosing	your	school.		
-	what	is	your	actual	specialization?	
-	officially,	I	have	a	bachelor	in	photography	in	the	visual	communication	department,	so	I	also	had	courses	
on	publishing	and	websites	that	gave	me	the	capability	to	produce	finished	works,	not	only	to	take	photos.	
My	studies	allowed	me	to	develop	a	critic	view	on	images	and	the	conceptualization	of	them,	so	more	than	
a	photographer	I	would	rather	define	myself	as	a	curator,	an	editor,	or	even	better	an	iconographer.	The	
image	is	a	tool	to	me,	not	the	goal.	
-	ok,	and	what	types	of	job	contracts	have	you	experienced	so	far?	
-	in	China	I’m	not	sure	since	it	was	all	in	Chinese,	but	I	think	it	was	an	internship.	The	one	in	the	museum	
was	an	internship	too,	and	I	also	chose	it	because	it	is	in	the	French	canton,	it’s	public,	and	if	you	are	a	
student	you	get	paid	a	minimum	by	law,	so	I	enrolled	myself	in	some	random	courses	that	I	never	attended	
in	the	Losanna	University	just	to	get	the	student	status	and	be	paid.		
-	would	you	have	done	it	if	you	didn't	get	paid?	
-	I	would	have	done	it,	but	because	my	parents	could	help	me.	In	parallel	with	studying	and	internships	I	
also	did	some	jobs	just	to	pay	the	bills,	because	studying	arts	is	really	expensive,	all	your	projects,	also	just	
the	photos	printing	is	on	you.	That’s	why	I	worked	in	a	fondue	restaurant	as	a	part-time	waitress,	but	I	
couldn’t	have	afforded	to	leave	for	China	anyways	without	my	parents	supporting	me.	I	also	worked	as	a	
promoter	for	events,	since	I	was	17,	that	is	really	convenient	for	a	student	because	it	only	takes	like	one	or	
two	days	and	you	get	incredibly	well-paid.	Many	of	my	friends	did	a	lot	of	weddings’	photo	books,	but	I	
didn't	like	it,	only	did	some	commissioned	portrays,	but	I	don't	plan	to	do	that	anymore.	
-	and	about	you	festival	project?	How	was	the	contract?	
-	they	offered	me	a	salary	that	in	Switzerland	is	like	a	salary	of	a	salesgirl	and	I	said	it	wasn't	enough.	It	is	
really	difficult,	you	are	25	and	they	offer	you	to	work	on	a	book	that	will	be	printed	in	6000	copies	and	it’s	a	
great	opportunity	and	it’ll	have	a	huge	impact	on	your	professional	life,	but	I	dared	to	say	‘it’s	not	enough’,	
because	they	had	called	me,	they	needed	my	work	immediately	and	came	to	me.	So,	I	felt	I	had	some	
bargaining	power	in	the	situation	and	asked	a	little	more,	still	an	underpay	considering	the	average	pays	for	
this	kind	of	job	and	the	work	I	did	in	those	four	months.	Obviously,	I	would	have	accepted	to	do	it	even	if	
they	didn't	change	the	money	that	they	initially	proposed	me.	When	I	asked	for	more	money,	they	replied	
‘but	it	will	be	a	great	line	in	your	resume’,	and	it’s	somehow	true,	in	this	cases	it’s	a	win-win	situation,	but	
at	that	time	I	had	already	a	contract	and	some	experience,	so	a	line	on	the	resume	was	not	enough,	I	also	
wanted	to	be	paid	decently.	In	the	end,	I	didn't	get	that	more	money,	but	the	book	was	given	a	lot	of	
attention	and	press	and	they	also	valued	a	lot	my	work,	my	name	was	there	in	the	book.	For	them,	it	was	a	
really	big	thing,	they	had	great	expectations	about	it,	one	should	offer	something	equivalent	to	what	they	
expect	from	that,	but	when	you’re	too	young,	you	have	not	enough	experience	and	network,	you	have	to	
accept	to	be	offered	much	less	than	what	they	expect	to	get	from	your	work.	So	you	accept	it	because	you	
know	that	that	job	in	your	work	story	could	take	you	somewhere.	To	me	this	project	is	the	first	‘big	fish’	I	
get.	
-	so	you’re	satisfied	about	it?	
-	yes,	considering	the	time	I	had.	I	sacrificed	every	other	aspect	of	my	life,	I	didn't	have	any	social	life,	to	do	
my	best	during	those	months.	In	particular	because	it’s	important	that	they	are	satisfied	with	my	work,	that	
they	are	super	happy	with	it.	These	people,	with	the	contacts	they	have	with	publishing	companies	and	
other	institutions,	can	be	important	to	my	future,	so	that’s	why	I	worked	at	my	best,	because	I	want	them	
to	say	my	name	if	some	other	institution	in	their	network	needs	a	work	like	the	one	I	did	for	them.	Your	
business	card	is	not	your	resume	or	LinkedIn,	but	the	contacts	you	have,	the	people	you	have	worked	with	
that	will	talk	about	you	to	others.	That	is	what	happened	when	Mountreaux	Festival	called	my	university,	
and	ECAL	said	my	name.	it’s	really	practical	thinking,	that	one	might	not	expect	from	an	artist,	but	that	
romantic	image	of	the	naive	artist	in	his	atelier	who	doesn't	know	what	goes	on	around	the	world	is	gone,	
we	are	exposed	to	the	same	world	as	any	other	and	we	must	be	aware	of	that	and	deal	with	it.	It’s	on	us	
this	process	of	networking	and	increasing	our	works	visibility,	though,	we	need	to	be	our	own	agents.	For	
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example,	I	don't	have	Instagram,	but	a	friend	of	mine,	who	has	already	exhibited	a	lot	and	gained	some	
visibility,	started	an	Instagram	account	and	now	posts	every	day,	and	she	uses	that	as	a	sort	of	
advertisement.	You	have	to	be	present,	present	on	social	networks,	present	at	openings	and	events,	
always,	to	do	also	things	like	sending	emails	to	your	former	professor	about	her	or	his	exhibition	to	tell	
them	how	much	you	liked	it.	You	need	to	have	some	reflexes,	be	alert,	beside	this	need	of	being	present,	
being	seen	at	events,	have	a	good	website.	My	website	is	horrible,	a	friend	at	the	ECAL	did	it	for	me	years	
ago,	and	I	will	absolutely	have	to	do	something	about	it,	especially	if	I	want	to	apply	for	like	contests,	
because	if	you	have	a	terrible	website	you	appear	not	credible,	you	are	already	judged	on	this.	For	
example,	to	participate	in	the	Foam	Talent,	a	big	referral	for	any	photographer,	you	have	to	send	also	your	
website,	together	with	your	past	publications	and	exhibitions,	so,	even	if	they	look	for	young	talents,	they	
want	them	to	have	publications,	exhibitions	and	a	good	website,	so	already	a	series	of	experiences	and	
awards	as	if	they	were	40.	The	paradox	is	that	they	want	you	to	be	young	and	already	recognized.	So,	the	
one	I’m	living	now	is	a	strange	age.	
-	how	do	you	solve	this?	
-	you	solve	this	doing	as	much	as	you	can,	as	many	contests	as	you	can.	Obviously	it	depends	on	your	
practice	as	an	artist,	but	you	cannot	think	to	complete	one	hundred	good	works,	you	have	to	well	balance	
time	and	projects,	I	mean	the	quantity	and	the	quality	of	your	production.	And	then	send	your	works	to	as	
many	contests	and	festivals	as	possible,	since	the	aim	of	being	a	creative	is	also	to	show	your	work,	that	
people	see	it.	And	these	contests	also	use	this	need	of	visibility	and	apply	participation	fees	of	20-50	euros.	
What	we	actually	need	is	any	kind	of	validation	we	can	get,	like	in	Fabrica	for	example,	I	need	to	get	
sponsors	for	my	project	on	my	own,	before	finalizing	the	project	I	need	to	find	some	channels	where	
exhibit	my	work.	Fabrica,	as	a	recognized	institution,	needs	some	kind	of	validation	and	visibility	too,	in	
terms	of	collaboration	with	other	institutions.	So,	it’s	interesting	how	at	any	level,	in	creative	
environments,	either	you	are	a	young	creative	or	a	recognized	institution,	you	need	partnerships,	contacts,	
to	have	your	work	being	seen	around.	An	example,	Musée	de	L’Elysée	did	a	partnership	with	the	foreign	
affairs	department	of	Switzerland	and	was	able	to	show	their	exhibition	around	the	51	countries	through	
the	Swiss	embassies.	For	us	all	this	is	much	more	difficult,	because	we	are	no	one,	we	are	unknown.	But	
institutions	need	us,	unknown	young	talents,	to	keep	things	going,	like	Fabrica:	they	need	applications	to	
keep	coming,	otherwise	they	will	fall	in	reputation.	To	me	it’s	clear	how	I	decided	about	ECAL	or	Fabrica:	I	
wanted	to	get	into	institutions	which	are	already	validated	in	the	field,	in	an	institution	of	excellence.	I	
wouldn't	have	any	interest	in	doing	a	school	that	was	not	excellent.	
-	and	about	your	current	occupation?	
-	I’m	in	Fabrica	now	and	I’m	doing	this	personal	project	about	the	Swiss	identity.	I	have	this	validation	
through	working	for	Fabrica,	but	I	miss	the	social	validation,	since	I’m	not	actually	there	in	Fabrica.	The	
project	I	proposed	and	that	was	developed	together	with	Enrico	Bossan,	took	me	back	to	Switzerland.	I	
came	to	Fabrica	because	the	background	I	had	from	ECAL	was	based	mainly	on	aesthetic	and	technique,	
but	I	missed	all	the	social	questioning	of	art,	so	I	was	interested	in	this	aspect	of	Fabrica.	I	thought	I	needed	
to	complete	my	way	of	doing	art	adding	this	aspect.		
-	how	did	you	find	out	about	Fabrica?	
-	like	many	others,	through	Colors	Magazine,	that	was	in	the	ECAL	library.	And	I	took	for	days	to	arrange	my	
portfolio	and	then	I	sent	my	application,	two	weeks	before	the	end	of	my	internship	at	the	museum.		
-	going	back	to	your	previous	experience,	do	you	see	a	progression	between	the	museum	internship	and	
the	festival’s	book?	
-	yes,	because	for	the	festival	I	was	chosen	because	of	my	qualifications	and	qualities	as	an	artist,	while	in	
the	museum	I	was	not	producing	any	work	of	mine,	I	only	got	contacts	and	skills	not	related	to	my	practice.	
So	I	passed	from	learning	something	new	to	help	me	as	a	worker	to	applying	and	developing	my	core	skills	
as	a	creative.	And	the	risks	you	take,	the	responsibility	of	your	work.		
-	and	what	about	getting	new	knowledge	and	skills?	
-	you	do	it	through	your	projects.	Like	my	current	project,	I	haven’t	been	taking	photos	for	two	years	and	
now	I	find	myself	using	the	camera	again	to	do	portrays.	At	the	beginning	it	was	terrible,	and	really	
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stressful,	because	you	cannot	ask	someone	to	pose	for	you	four	times,	so	you	have	to	become	good	
enough	to	get	the	work	done	in	one	shot.	
-	what	of	the	experiences	you	told	me	influenced	your	career	the	most?	
-	the	book	Jannis,	when	I	came	back	from	China,	when	I	was	doing	it	I	felt	that	the	direction	I	was	taking	
was	the	right	one	for	me,	instinctively,	in	terms	of	interest,	concepts,	format,	everything.	I	felt	I	was	driven	
to	do	that	project.	It	was	the	first	time	that	the	others’	critiques	didn't	care	at	all,	I	had	my	vision	and	it	was	
clear	to	myself,	I	did	exactly	what	I	wanted	and	that	represented	me.	It	worked,	because	from	there	I	got	
selected	at	Paris	Photo.	I	think	that	authenticity,	as	an	artist,	in	what	you	want	to	say,	in	your	capabilities,	is	
really	important.	When	I	did	that	project,	I	kind	of	got	a	validation	from	myself	about	what	I	was	doing	and	
what	I	was.	
-	what	do	you	plan	to	be	your	next	work?	
-	I	don't	know.	Who	knows.	I	thought	also	about	doing	a	master	actually,	something	more	theoretical,	
that’s	missing	in	my	education.	I	only	know	I	don't	want	to	do	another	experience	in	a	museum	
environment,	since	I’ve	already	done	two,	and	I’d	like	not	to	keep	my	work	bound	to	this	environment	and	
be	defined	by	this.	
-	is	there	any	skill	you	are	working	on	in	your	future	projects	perspective?	
-	no,	I	think	the	best	way	to	do	that	is	just	working	at	my	best	on	the	Swiss	identity	project	I’m	doing	now.	
-	what	features	do	you	look	for	in	a	job	opportunity?	
-	who	gives	me	the	opportunity.	For	example,	Paléo	Festival	Nyon	is	a	huge	festival	as	well,	but	it	wouldn't	
have	the	same	resonance	to	me.	And	also	if	the	opportunity	is	consistent	with	your	capacities	and	interests,	
now	for	example	I	would	never	accept	to	make	weddings’	photos,	I’m	not	able	to	do	that	and	I’m	not	
interested.	This	does	not	mean	that	there	must	be	consistency	with	your	previous	works’	features	though,	
for	example	my	work	on	Jannis	was	a	sort	of	warranty	both	for	ECAL	which	proposed	me	and	for	the	
festival	which	hired	me,	not	because	they	wanted	something	similar,	but	because	they	saw	I	had	the	
capabilities	to	work	well	on	this	specific	type	of	archive	and	editorial	work.		
-	going	back	to	Fabrica,	how	long	have	you	been	there?	
-	nine	month,	less	five	months	working	on	the	festival’s	book.	
-	how	do	you	see	this	experience	in	a	career	perspective?	
-	I	think	it’s	a	really	good	thing	to	me	since	I	got	the	opportunity	to	work	on	a	photographic	project	for	one	
whole	year,	dedicating	myself	fully	to	that.	I’ll	get	a	lot	in	terms	of	research	abilities,	conceptualization	of	
my	work,	and	patience.	Fabrica	gives	me	this	luxury	to	have	a	lot	of	time	to	think	and	rethink	what	I	do,	so	
get	my	work	done	better.	I	don't	know	about	what	actually	I’ll	get	from	this	in	the	future,	but	in	terms	of	
artistic	process	it’s	surely	giving	me	maturity.	
	
	
MATTIA	
-	what	is	your	educational	background?			
-	I	studied	in	Rome,	performing	arts	and	entertainment	at	La	Sapienza	University.	I	did	my	bachelor	there	
because	I	thought	being	in	Rome	for	a	videomaker	would	have	been	more	useful.	But	with	videos	I	started	
much	earlier,	since	my	high	school	I	was	a	self-taught	in	that.	
-	what	is	your	specialization	then?	
-	videomaking,	but	in	all	its	forms,	from	videoart,	to	commercials,	to	documentaries,	shorts.	In	this	
moment,	I’m	working	for	both	commercial	and	documentaries.	
-	so	how	would	you	define	yourself	with	one	word?	
-	videomaker.	
-ok.	What	kind	of	job	contracts	have	you	experienced?	
-	before	Fabrica,	whose	contract	is	presented	as	a	scholarship,	I	did	the	freelancer	for	one	year	after	my	
graduation.	Aside	this	I	had	some	other	contract	jobs,	non-related	to	videomaking,	I	did	the	barman	for	
many	years,	since	I	was	17,	like	seasonal	jobs.	In	parallel,	I	was	always	working	on	my	videos,	and	one	day,	
a	theatrical	association	near	my	hometown	needed	a	video	for	a	show,	and	also	for	their	festival	season,	so	
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basically	I	followed	them	for	one	summer	making	videos	for	them.	From	that	moment	I	stopped	my	
bartender	job	and	started	doing	freelance	videomaking.	
-	and	that	was	just	before	Fabrica?	
-	no	that	was	still	in	university,	two	years	ago.	From	there	I	did	other	two	projects,	one	with	the	theatrical	
association	again.	
-	how	did	you	know	this	association?	
-	they	were	doing	this	show	in	my	father’s	hometown	and	they	needed	someone	to	film	all	the	rehearsal	of	
the	show.	I	went	there	to	see	who	they	were	and	what	they	did	and	I	liked	the	way	they	worked,	I	studied	
some	theatre	in	my	bachelor	so	I	could	see	they	were	professionals,	better	than	average	I’d	say.	We	liked	
each	other	basically	and	so	I	started	with	filming	the	show,	then	they	asked	me	to	follow	them	in	their	tour	
that	season.	
-	what	were	your	actual	tasks?	
-	filming	the	show,	to	produce	a	DVD	and	a	short	commercial	of	sixty	seconds.	After	that,	in	the	festival	
tour,	I	filmed	a	2-minute	video	for	every	stage	about	what	was	going	on	in	the	festival,	also	around	the	
actors.	
-	what	did	you	learn	from	this	experience?	
-	I	learnt	to	manage	time,	beside	all	the	financial	needs.	I	learnt	to	be	visually	effective	within	a	live	
situation,	while	before	I	worked	more	on	short	films,	so	everything	was	more	prepared	and	you	work	was	
like	safe,	as	I	had	the	possibility	to	repeat	scenes	and	rearrange	things,	but	when	you	film	live	events	you	
have	to	be	fast	and	effective.	
-	what	is	your	current	occupation?	
-	I’m	in	this	ghost	department	in	Fabrica,	the	video	and	music	department,	but	it	is	not	officially	named	in	
the	website	and	I’m	officially	in	the	editorial	one.	For	now,	I’m	the	only	videomaker,	and	in	September	an	
American	girl	will	join	me.	
-	can	you	tell	me	how	you	got	into	Fabrica?	
-	I	got	to	know	Fabrica	through	my	aunt,	she	works	as	a	freelance	journalist	in	France	and	she’s	into	the	
artistic	environment.	She	told	me	about	Fabrica	and	I	went	check	the	website,	this	happened	six	years	ago,	
when	I	was	finishing	high	school,	and	I	got	really	impressed	by	this	reality.	Since	that	moment	I	started	
aiming	two	things,	Centro	di	Cinema	Sperimentale	in	Rome	and	Fabrica.	I	applied	immediately	to	the	center	
in	Rome,	I	went	through	a	couple	of	selections,	and	in	the	end	I	didn't	get	in,	but	I	decided	to	stay	in	Rome	
for	studying.	In	the	meanwhile,	my	video	training	and	education	were	aimed	to	get	into	Fabrica,	that	was	
my	plan.	
-	now	you	got	in	Fabrica,	you	see	a	career	progression	comparing	this	to	your	previous	work?	
-	absolutely,	a	huge	progression.	When	I	was	a	freelance	I	had	the	opportunities	to	work	only	on	things	
around	the	region	of	my	hometown	basically,	they	were	interesting	but	with	no	big	development	chances.	I	
was	not	going	to	be	a	freelancer	for	my	whole	life	in	Tuscany,	and	coming	here	to	Fabrica	is	a	big	hike	in	my	
work,	both	for	the	equipment	that	I’m	allowed	to	use	and	for	the	competencies	you	acquire	within	this	kind	
of	structure.	I	don't	know	if	it’s	like	this	for	everyone,	but	in	the	video,	I	have	the	possibility	to	use	
expensive	tools	that	I	would	never	be	able	to	access	myself,	to	confront	myself	with	people	that	have	been	
in	the	field	for	years	and	know	a	lot,	and	to	work	with	both	brands	and	situations	in	general	that	I	could	
never	reach	otherwise.	Beside	the	expansion	of	your	contacts	network	in	your	field	and	not	only,	with	
people	from	all	over	the	world,	that	is	awesome.	It	provides	you	a	network	that	let	you	move	smoothly	in	
the	field,	for	the	documentaries	for	example,	I	went	in	Serbia	for	Fabrica,	to	work	for	Olimpias,	a	textile	
brand	who	is	under	the	Benetton	group,	and	I	was	asked	to	film	all	the	factories	and	I	went	to	Tunisia	and	
Serbia.	In	Serbia,	I	wanted	to	work	also	on	something	more	artistic,	and	at	that	time	there	was	things	going	
on	and	chaos	in	Macedonia,	so,	I	asked	to	go	there	with	my	camera.		
-	so	the	initiative	was	yours.	
-	yes.	You	have	to	propose	and	push	this	kind	of	things,	and	then	see	what	happens.	So,	they	gave	me	the	
opportunity	to	go	to	Macedonia	for	filming	and,	thanks	to	other	people	inside	Fabrica,	I	had	the	possibility	
to	have	contacts	with	whom	interact	in	the	country,	that	is	fundamental	when	you	go	places	you’ve	never	
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been	before.	People	from	there	know	the	reality	of	the	place,	know	other	people	to	interview	and	this	kind	
of	things.	
-	how	do	you	get	this	kind	of	opportunities	in	you	experience?	
-	in	the	specific	case	of	Fabrica,	I	do	what	they	ask	me	to	do.	Beside	that,	I	have	my	own	interests,	also	for	
the	personal	project	I	will	develop	for	Fabrica.	Other	than	Fabrica,	when	I	have	to	choose	a	job	I	look	for	the	
profit	opportunities,	and	the	growth	opportunities,	both	just	to	discover	an	unknown	reality	or	to	work	on	
a	project	that	could	have	chances	to	grow	bigger.	I	see	that	I	can	get	some	growth	both	working	on	
something	I	didn't	know	before	and	so	get	some	new	knowledge	form	that,	and	working	with	some	good	
equipment	that	will	enable	you	to	produce	better	quality,	and	getting	to	contact	people	with	some	
relevance	in	the	field.	
-	ok.	And	about	new	knowledge,	how	do	you	get	it,	in	practice	in	you	daily	work?	
-	that’s	also	a	reason	why	I	decided	to	do	videos,	because	it	allows	you	to	look	at	reality	through	
dimensions	that	you	would	not	be	able	to	reach	otherwise.	I’m	interested	in	living	many	diverse	
experiences	to	experiment	in	my	practice,	and	with	the	video	you	can	access	realities	you	didn't	even	
imagine	before.	When	I	did	documentaries,	you	had	the	possibility	to	jump	between	different	times,	like	
one	day	you	were	shooting	about	middle	ages	and	the	next	about	WW2,	now	that	I	work	more	in	
commercial	I	discover	realities	that	exist	around	me	and	I	didn't	know	at	all,	like	visiting	a	textile	factory	
was	really	intriguing	and	I	would	have	never	thought	about	it.	If	I	have	to	work	on	something	I	don't	know,	I	
get	information	both	from	the	internet	and	talking	with	experts.	If	I	also	have	to	change	country,	I	try	to	
learn	some	of	the	language,	for	example,	working	on	a	project	about	Venice	and	Istanbul	and	how	the	
historical	relationships	between	this	two	cultures	are	reflected	in	contemporaneity,	I	started	learning	some	
Turkish,	because	the	get	the	most	you	also	have	to	be	able	to	manage	the	best	what	you	are	doing.	
-	can	you	tell	me	about	an	experience	that	influenced	you	career	opportunities?	
-	when	I	was	researching	for	this	project	about	Venice	and	Istanbul,	I	got	the	chance	to	do	research	in	
Venice,	so	I	went	around	there	a	lot	and	talked	with	many	people.	There	I	think	I	got	a	sort	of	upgrade,	
because	I	could	contact	many	experts	in	different	fields,	talking	about	diverse	realities,	and	I	also	had	to	
organize	all	the	work	myself	and	to	understand	how	to	relate	with	all	those	different	figures.	This	
experience	opened	up	my	perspective	and	expectation,	especially	thanks	to	working	in	an	international	
environment.	For	example,	during	that	I	met	an	illustrator	who	organizes	a	festival	in	Istanbul	and	she	
asked	me	to	realize	a	video	about	it.	
-	what	do	you	plan	as	your	next	job?	
-	I’m	thinking	to	apply	for	some	artist	residencies	around	the	world,	and	to	focus	on	either	documentaries	
or	videoart,	which	are	the	two	directions	that	interest	me	the	most	in	this	moment.	But	it’s	something	a	bit	
far	in	the	future,	because	my	contract	ends	in	November,	but	there	is	good	chance	that	they	will	extend	it	
for	another	year.	I’d	love	to	leave	Fabrica	with	a	finished	documentary	in	my	hands,	because	I	think	I’ve	
already	lived	fully	the	Fabrica	experience,	but	I	miss	something	that	is	entirely	mine.	
-	how	do	you	plan	to	search	for	your	next	job?	
-	through	internet.	There	are	specialized	websites	that	allow	you	to	check	and	compare	all	the	artist	
residencies	in	the	world	and	the	possibilities	that	they	offer.	This	is	an	opportunity.	Another	plan	could	be	
to	work	with	someone	that	was	in	Fabrica	with	me.	With	many	of	them	we	are	friends	now	basically,	and	
often	your	specialty	can	be	complementary	to	yours,	so	there	is	also	this	kind	of	benefit	inside	Fabrica.	
-	are	you	working	on	some	specific	skills	to	fulfil	your	future	jobs	plan?	
-	from	the	technical	side	I	feel	pretty	unconcerned	at	the	moment,	modesty	aside.	Right	now	I	keep	on	
going	where	the	Fabrica’s	flow	is	taking	me,	because	I	have	this	plan	in	my	mind	but	I	haven’t	done	
anything	for	it	actively.	Then	there	will	be	a	research	phase,	to	know	which	places	could	be	interesting	to	
and	to	know	what	goes	on	in	those	cities	and	countries,	because	I	think	that	to	work	in	a	place	you	have	to	
know	it	well.	So	I’m	working	more	on	a	theoretical	level,	I	think	my	technical	skills	are	pretty	good,	but	in	
order	to	get	into	an	artist	residency	I	need	to	study	what	they	are	and	what	they	work	on.	Also	because	I	
have	not	a	clear	idea	about	what	I	want	to	work	on,	once	inside	one	of	those	places.	So	I	will	have	to:	
individuate	the	place,	understand	the	structure	and	how	it	functions,	extract	what	the	most	interesting	
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aspects	are	and	then	evaluate	whether	I	need	some	new	skill,	and	at	that	moment	develop	the	things	I	
think	I	miss	and	I’ll	need	to	get	in.	And	this	process	will	start	from	November,	even	if	they	extend	my	
contract.	
-	what	are	the	relevant	factors	of	a	job	that	attract	you?	
-	one	side	is	surely	the	financial	earning,	I	mean	if	they	pay	me	well	I’m	willing	to	do	also	something	that	
doesn't	interest	me	much,	that	is	something	that	in	Fabrica	I	did	much	less,	thanks	to	the	stability	granted	
by	the	monthly	scholarship.	When	I	was	a	freelance	in	Tuscany,	I	took	what	it	came	to	me,	otherwise	I	
couldn't	make	it.	Here	I	could	turn	down	many	job	offers	that	didn't	interest	me	that	much.	Beside	the	
economic	aspect,	I	tend	to	look	for	opportunities	that	take	me	to	know	new	things,	new	areas.	Also	what	is	
really	influencing	my	decision	is	some	kind	of	certainty	in	the	job,	like	if	they	have	already	a	distribution	
plan	for	the	documentary	they	propose	me,	I’ll	think	about	it	more,	even	if	the	subject	is	not	exciting	to	me,	
because	it	is	a	great	advantage.	Moreover,	a	collaboration	with	some	people	that	are	valuable	to	me,	for	
example,	two	weeks	ago	I	went	to	a	philosophy	festival	in	Tuscany	and	I	had	the	opportunity	to	collaborate	
with	Franco	Taviani,	one	of	the	Taviani	brothers,	who	works	more	on	documentaries	compared	to	his	
brothers,	and	he	has	a	personal	perspective	on	documentaries.	So,	talking	with	him	I	told	him	‘if	you	have	
something	to	work	on,	maybe	abroad,	and	you	need	a	videomaker	to	follow	you	in	the	project,	I	will	be	
happy	to	do	it,	even	for	a	really	low	money’,	mainly	just	for	the	pleasure	to	collaborate	with	him	and	to	
discover	new	places.	
-	so,	who	provides	the	job	is	really	important	to	you?	
-	yes,	if	I	think	I	can	learn	something	good	from	them,	I	will	be	willing	to	work	for	them	even	without	being	
paid	basically,	because	you	get	something	enriching	anyways,	in	terms	of	experience	and	techniques.	
-	going	back	to	Fabrica,	how	long	have	you	been	there?	
-	from	November,	so	9	months.	
-	and	how	do	you	see	this	experience	in	your	career?	
-	I	think	it	will	play	an	important	role,	both	because	I’ve	been	thinking	about	this	place	for	years	before	
actually	coming,	so	it	already	kind	of	shaped	my	work	experiences,	and	because	it	is	pretty	renowned,	
especially	internationally,	so	it	allows	me	to	be	more	credible.	Like	my	colleague	and	friend	Giorgio	was	
able	to	get	into	the	Design	Academy	in	Eindhoven,	I	think	that	the	Fabrica	experience	will	make	me	more	
appealing	when	applying	for	artist	residencies,	compared	to	another	videomaker	who	does	not	have	this	
type	of	background.	So,	in	terms	of	international	credibility	it	is	an	excellent	resource	to	rely	on.	If	I	could	
also	get	my	own	documentary	done	by	the	end	of	this	experience	I	would	feel	even	more	credible,	as	the	
successful	completion	of	this	path,	similarly	to	what	happens	with	the	photographers	at	Fabrica,	who	leave	
Fabrica	with	their	own	book,	a	photographic	publication.	And	this	is	a	great	tool,	to	spread	the	work	you’ve	
done	and	gain	some	visibility,	and	also	simply	to	be	used	as	portfolio.	For	documentaries,	the	main	
distribution	is	through	festivals,	so	contests	and	festivals	where	they	have	some	chances	to	win	something	
around	the	world.	For	example,	‘la	gente	resta’	is	the	last	documentary	realized	in	Fabrica	and	it	won	the	
jury	prize	at	the	Turin	Film	Festival	and	had	a	hype	of	interest	from	the	public	and	Rai	bought	it	to	distribute	
it	through	its	tv	channels.	Then,	this	is	a	potential	process:	festival,	then	a	distributor	buys	it	and	shows	it.	
-	but	who	manage	this?	You	or	Fabrica?	
-	it’s	Fabrica,	through	the	network.	But	obviously,	there	is	no	one	who	cares	more	about	a	film	than	the	
person	who	made	it,	so	I	cannot	wait	to	things	to	just	happen,	and	I	will	have	to	be	actively	part	of	this	
process.	
-	what	have	you	achieved	so	far	in	Fabrica?	
-	I	got	to	learn	how	to	deal	with	the	internal	mechanism	of	an	organization	like	this,	at	the	beginning	you	
feel	lost	and	then	you	start	to	understand	how	to	move,	like	when	entering	a	tribe,	basically.	So,	I	got	a	lot	
in	terms	of	interpersonal	relationships,	in	terms	of	open-mindedness	and	discovering,	before	I	was	focused	
on	projects	that	dealt	a	lot	with	mysticism	and	esoteric,	out	of	reality	somehow,	here	instead	I	got	back	on	
earth,	both	because	I	had	to	face	working	situations	and	because	I	started	developing	interests	in	an	
international	perspective.	I	started	talking	with	people	from	all	around	the	world,	and	in	particular	on	what	
is	happening	around	the	world,	so	you	open	up	to	something	that	is	much	more	bound	to	the	concrete	
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reality.	Moreover,	in	Fabrica	we	work	a	lot	for	Benetton	basically.	Just	before	Fabrica,	I	was	offered	to	
make	a	video	commercial	for	an	emergent	fashion	brand	in	Florence,	an	opportunity	that	I	immediately	
accepted	thinking	about	my	idea	of	application	to	Fabrica.	And	that	was	the	only	experience	for	a	brand	
that	I	had,	that	was	also	pretty	similar	to	the	things	I’ve	done	for	Benetton,	like	a	lot	of	backstage	of	photo	
books.	The	difference	is	enormous	though,	I	got	really	impressed	also	only	by	the	whole	structure	in	which	
those	shootings	happen,	with	incredible	equipment,	like	they	have	some	huge	flashes	and	numerous	staff	
with	specific	roles	and	tasks,	the	art	director	from	Milan,	the	photographer	who	was	only	shooting,	all	
another	level	of	professionality.		
-	how	did	you	manage	to	interact	with	that	environment?	
-	the	photo	studio	people	are	really	closed,	so	it	was	much	more	difficult	to	get	to	reach	them	and	talk	with	
them,	through	many	little	steps	I	would	say.	But	obviously	we	are	working	together,	collaborating,	so	there	
are	no	conflicts.	
	
	
ROBERTA	
-	what	is	your	educational	background?	
-	I	did	my	bachelor	in	communication	design	at	the	polytechnic	school	in	Milan,	during	that	I	did	an	
exchange	program	in	Birmingham	at	the	Institute	of	Art	and	Design,	where	I	studied	photography.	After	
graduating	I	did	a	two-year	master	at	the	Bauer	School	of	Photography	in	Milan.		
-	so	your	specialization	is	photography?	
-	let’s	say	I	decided	to	specialize	in	photography,	because	I	wanted	to	change	direction,	then,	working	I	
understood	I	could	put	together	graphics	and	photography.	
-	so	how	would	you	define	yourself	as	a	worker?	
-	I’d	say	a	graphic	designer	with	a	specialization	in	editorial.	
-	what	kinds	of	job	contracts	have	you	experienced?	
-	I’ve	been	working	since	September	2013,	so	almost	two	years,	and	I	started	with	an	internship	contract	as	
a	photographer	assistant	in	France,	that	I	got	through	my	school,	it	was	a	compulsory	internship	and	I	got	
paid	the	minimum	required	by	the	French	law.	It	was	supposed	to	be	a	three-month	internship,	but	I	stayed	
there	four	months	and	in	the	end	I	was	hired	as	a	part-time	assistant	by	the	studio.	Meanwhile,	I	also	
worked	as	a	freelance	graphic	designer.	For	doing	this,	I	did	my	self-employed	account,	that	in	France	is	
called	auto-entrepreneur,	because	it	was	really	convenient	in	terms	of	taxation	and	also	with	the	
perspective	of	then	becoming	photographe	auteur,	that	is	the	professionals’	definition	in	France,	or	to	
enroll	in	la	maison	des	artistes	as	graphic	designer,	a	sort	of	register	for	the	self-employed	creative	
workers.		
-	so	your	last	job	was	the	assistant	at	the	studio?	
-	actually	it	was	a	freelance	graphic	job	I	did	for	some	clients,	most	of	whom	were	clients	of	the	photo	
studio	and	I	got	in	contact	with	them	there.	In	October	2015,	I	stopped	working	for	that	photographer	and	I	
kept	the	freelance	jobs,	in	that	period	the	work	was	more	about	photography:	I	did	photos	of	interiors,	plus	
really	few	graphic	works.	
-	did	you	also	have	side	jobs?	
-	yes,	I	worked	in	a	print	house	for	layouts	and	retouching	for	some	fashion	photography	works,	post-
production	basically.	That	was	for	a	month	between	the	first	and	the	second	year	at	Bauer.	And	in	France,	I	
also	worked	as	a	part-time	waitress	at	night,	for	ten	months.	
-	can	you	describe	your	last	job	before	Fabrica?	
-	yes.	I	was	a	graphic	designer	and	photographer	freelance,	basically	I	did	photographs	for	architects	who	
worked	on	interiors	design,	and	I	was	paid	to	shoot	for	their	works	portfolios.	
-	what	did	you	learn	from	there?	
-	first	of	all	I	was	happy	to	apply	what	I	had	learnt	during	the	assistant	period,	because	I	was	able	to	apply	
what	I	saw	him	doing,	he	did	both	outdoor	and	interior	photos.	Then,	I	got	to	learn	to	relate	with	a	diverse	
range	of	clients,	some	of	them	more	demanding,	and	with	the	market	demands	in	that	field.	
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-	what	is	your	current	occupation?	
-	I’m	in	my	year	at	Fabrica	as	resident,	and	I’m	working	as	a	graphic	designer	in	the	editorial	department	
and	I	take	care	of	photographic	projects,	especially	the	books’	layout,	and	more	commercial	stuff	like	
brochures,	campaigns,	many	of	those	for	Benetton.	Some	works	are	not	really	bound	to	Fabrica,	that	we	
sometimes	do	as	well,	but	mainly	I	work	on	the	other	Fabricanti’s	works	or	collective	works,	for	example	
now	Fabrica	is	preparing	an	exhibition	and	we	work	on	the	graphics	of	the	project.		
-	how	did	you	get	to	this	occupation?	
-	I	found	out	about	Fabrica	going	through	works	by	photographers	and	artists	I	like,	and	reading	their	
resumes	I	discovered	Fabrica,	more	less	two	years	ago.	And	I	decided	to	apply	during	summer	2015,	last	
year,	and	I	applied	because	I	wanted	to	change	my	job,	I	didn't	want	to	work	in	editorial	graphics	anymore.	
So	among	the	various	options	I	selected	to	do	that,	there	was	Fabrica.	
-	so	you	also	applied	for	other	jobs?	
-	I	was	interested	in	some	other	residencies,	but	in	the	end	I	never	applied.	I	mainly	applied	for	some	
studios	in	London,	because	I	wanted	to	move	there	with	my	boyfriend.	I	applied	for	two	studios	specialized	
in	graphics	and	one	institution,	the	Barbican	Centre,	which	had	an	open	position	as	media	assistant,	that	
meant	to	manage	the	flow	of	graphics	artifacts	and	not	art	direction,	but	I	didn't	get	any	positive	reply	and	
in	the	meanwhile	I	got	accepted	in	Fabrica.		
-	what	if	you	got	hired	by	those	other	organizations	you	applied	for?	
-	if	Barbican	had	accepted	my	application,	that	was	a	not	so	probable	option	considering	the	institution’s	
fame	and	the	more	specialized	and	experienced	in	this	kind	of	institutions	profile	they	looked	for,	it	would	
have	depended	on	the	contract	they	offered	me,	if	they	offered	me	an	internship,	also	in	the	other	two	
studios,	I	would	have	chosen	to	go	to	Fabrica	over	those.	If	they	had	offered	me	a	job	contract,	I	would	
have	given	a	thought	about	it.	
-	If	you	apply	again	now,	after	Fabrica,	will	you	have	more	chances?	
-	for	sure.	Though	not	for	the	very	same	position	at	Barbican,	because	I	lack	some	experience	and	
competencies	in	the	contacts	and	administration	management	they	require.	For	other	works,	I	will	have	
more	chances	for	sure.	In	the	past,	I	sent	some	applications	to	very	renowned	studios,	few	applications	but	
really	focused,	and	I	never	had	positive	responses,	after	Fabrica	they	might	consider	my	resume	more	and	
offer	me	an	internship,	but	a	proper	job	offer	would	be	impossible	anyways.	Because,	this	kind	of	studios	
want	you	to	do	a	sort	of	trial	before,	you	have	to	go	through	an	internship	there	before	hiring	you,	unless	
you	have	a	certain	amount	of	years	of	experience	and	you	can	define	yourself	a	senior	graphic	designer,	
but	I’m	still	a	junior	graphic	designer.		
-	compared	to	your	previous	occupation,	do	you	see	some	career	progression?	
-	absolutely.	In	terms	of	graphic	work,	before	I	did	really	basic	stuff	with	a	really	low	level	of	autonomy	
when	I	was	an	assistant	and	a	freelancer,	now	I	work	in	collective	projects	and	I	work	mainly	on	the	
graphics	of	photography	projects,	which	is	what	I’m	really	interested	in.	So,	the	autonomy	I	have	during	my	
work	and	the	freedom	to	refuse	jobs	you	don't	care	about,	I	can	choose	what	to	work	on,	while	when	I	was	
a	freelancer	I	took	some	jobs	just	for	financial	needs.	From	the	technical	point	of	view,	I	also	find	the	
projects	more	interesting,	because	I	can	follow	the	full	development	of	the	work,	from	idea	to	realization	
and	printing,	so	I	can	confront	with	expert	figures	that	I	didn't	meet	in	my	previous	jobs.	I	used	to	work	on	
editorial	projects	that	in	the	end	were	printed	by	the	clients	themselves	or	by	third	parties,	like	once	I	
worked	for	a	publishing	house	and	they	managed	all	the	printing	phase,	so	basically	my	job	was	finished	as	
soon	as	I	handed	in	the	files,	with	no	interactions	the	pressman	or	the	bookbinder.		
-	how	do	you	learn	to	do	these	new	things,	capabilities,	knowledge?	
-	through	studying,	getting	information,	and	especially	looking	at	works	already	completed	about	the	thing	
you	want	to	learn.	Also	confronting	with	experts,	both	asking	the	people	who	work	in	Fabrica	around	you	
and	talking	and	observing	professionals,	like	a	pressman	can	tell	you	a	lot	of	stuff	that	you	as	a	graphic	
designer	who	never	got	printed	would	not	know	otherwise.	Moreover,	you	always	learn	when	you	do	thing	
you’ve	never	done	before,	trying	and	making	mistakes.	I	try	to	look	for	these	new	things,	for	example	I	
proposed	a	project	for	a	commercial,	and	I	had	no	experience	in	the	commercials	field,	I	did	that	because	I	
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thought	it	was	interesting	in	creating	a	concept	for	an	advertisement,	plus	they	needed	some	help	at	that	
time	and	I	proposed	myself.	My	focus	is	in	editorial	and	book	publishing,	in	particular	photography	books,	
so	I	usually	propose	myself	to	help	photographers	in	all	the	editorial	parts	of	their	projects.	I’m	now	
developing	this	photo	project	with	another	Fabricante	and	we	are	publishing	at	the	end	of	the	month,	
when	I	do	have	some	kind	of	free	time	from	my	focus	projects,	I	try	to	work	on	more	projects,	because	I	
know	I	can	get	more	new	things	from	those	projects	out	of	my	core	focus.	
-	ok,	I	see.	Can	you	tell	me	about	an	experience	that	influenced	your	career	opportunities?	
-	surely	Fabrica.	But	also	I	would	say	the	decision	to	propose	myself	as	a	graphic	designer	to	the	
photographer	I	assisted	in	my	internship.	So,	reviving	my	graphics	studies	background	while	I	was	trying	to	
start	my	career	as	a	photographer,	allowed	me	to	take	a	different	direction	in	my	career,	that	is	the	one	I	
like	the	most,	that	is	not	the	photographer	but	the	graphic	designer	who	works	with	photography.	
-	how	did	that	decision	happen?	
-	the	photographer	knew	I	also	studied	graphics	in	my	past,	and	I	tried	to	propose	him	some	layouts	I	made	
out	of	his	works.	He	saw	some	potential	in	that	and	in	me,	so	he	let	me	follow	some	more	graphics-focused	
works	he	had	in	his	hands,	and	above	all	he	introduced	me	to	the	rest	of	the	people	in	the	co-working	
space	we	were	in,	as	a	graphic	designer.	He	basically	supported	me,	and	from	there	I	got	the	chances	to	
work	on	interesting	projects	with	different	people.	
-	what	is	going	to	be	your	next	job?	
-	I	have	to	decide	between	two	directions.	First	one	is	trying	to	get	in	a	publishing	house	with	a	strong	
graphic	concept	and	that	does	not	only	rely	on	external	graphic	designers,	like	Mack	in	London.	I’d	also	like	
to	try	first	with	some	smaller	publishing	houses,	to	increase	the	chance	to	actually	get	the	job,	but	also	to	
see	in	a	less	crowded	space	how	things	work.	Second	option	is	sending	resumes	to	graphic	studios	with	a	
strong	editorial	identity.	Third	could	be	also	to	ask	some	good	freelancers	to	be	their	assistant,	but	this	is	
plan	C.	
-	how	are	you	going	to	look	for	those	opportunities?	
-	sending	applications,	collaborations	requests,	resumes.	I’m	ready	to	accept	even	some	other	intern	
contract	in	the	case	of	really	big	names	of	the	publishing	industry,	because	the	experience	there	would	be	
worth	the	few	money	and	the	hassle	of	being	an	intern	again,	also	because	in	the	graphic	industry	I’ve	
never	done	an	internship,	so	I	see	it	like	almost	a	compulsory	step,	and	I’ll	take	it	as	something	new.	
Another	option	I’m	considering	is	going	back	to	study,	to	complete	my	education	with	a	specialization	in	
editorial	graphics.	In	that	situation	I	will	start	again	to	work	as	freelancer	instead	of	looking	for	a	side	job,	
I’m	actually	still	doing	some,	like	with	a	couple	of	clients	I	got	in	Paris.	
-	when	will	you	start	thinking	about	your	next	job?	
-	soon,	not	surely	when	I	finish	Fabrica.	Fabrica	gives	me	a	monthly	scholarship,	but	that	doesn't	allow	you	
to	save	much,	so	when	I	finish	I	don't	want	to	find	myself	without	a	job	at	all.	Also,	in	terms	of	work,	being	
not	in	the	market	for	even	just	months	is	counter-productive,	when	you	don't	work	you	don't	learn,	so	
unless	you	are	working	on	your	own	projects,	it’s	better	not	to	stop	your	creative	processes.	I’d	rather	
accept	an	internship	than	not	working,	for	sure.	That	said	I’d	like	to	develop	some	personal	projects	in	the	
future.	
-	are	you	working	on	something	specific	for	your	next	job?	
-	to	grow	better	my	graphic	skills,	since	my	background	is	more	in	photography	right	now,	I	worked	again	
with	graphics	with	my	jobs	in	France,	but	I	still	need	to	work	on	some	skills	I	disregarded	since	my	bachelor	
studies,	I	do	it	both	with	some	personal	study	and	work	in	my	free	time	and	with	taking	as	many	projects	I	
can	here	at	Fabrica	that	need	some	kind	of	graphic	work.	This	is	one	of	the	reasons	why	I’ve	not	proposed	a	
personal	project	at	Fabrica,	and	I	preferred	to	focus	all	my	energy	in	projects	that	interest	me,	even	if	not	
mine,	in	order	to	focus	on	my	graphic	skills	on	photographic	projects,	instead	of	fragmenting	energies	in	
many	different	things	to	do	to	complete	a	personal	project.		
-	what	do	you	look	for	in	a	job	opportunity?	
-	the	interest	to	me.	So	I	look	at	what	kind	of	projects	they	usually	develop	and	the	concepts	they	follow	in	
what	they	do,	their	ethics	in	research.	Obviously,	the	terms	of	the	contract,	like	I	said	before	I	would	go	for	
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an	internship	but	not	for	a	non-paid	one,	so	I	look	at	the	money	also.	Another	element	I	consider	is	the	
place,	where	I	will	have	to	work,	because	I’d	rather	work	near	a	big	city,	because	beside	your	work	you	also	
can	get	other	external	stimuli,	from	the	city	cultural	life	and	the	network	you	can	create	outside	your	office.	
-	and	about	the	organization?	
-	I	look	for	the	quality	they	work	with,	technically	but	especially	in	terms	of	contents.	For	example,	an	
organization	that	only	works	with	commercial	photographic	works	is	less	valuable	to	me	than	one	that	
works	with	auteur’s	photography.	Another	thing	is	the	size	of	the	organization,	huge	publishing	houses	risk	
to	disregard	many	aspects	that	I’m	interest	in,	not	always,	but	it	can	happen.	For	example,	Archibooks	is	a	
really	big	publisher	for	architecture	books	in	France,	that	offers	interesting	contents	but	on	the	product	
realization	level	is	a	bit	neglected,	so	I	wouldn't	take	them	as	first	choice,	even	though	they	have	a	really	big	
and	interesting	production.	I’d	rather	go	for	a	smaller	one,	which	publishes	much	less	titles	per	year,	but	
with	the	possibility	to	work	better	on	the	graphic	side	of	it.	
-	going	back	to	Fabrica,	how	long	have	you	been	there?	
-	five	months.	
-	how	do	you	see	this	experience	in	your	future	career?	
-	on	the	personal	side,	I	cleared	my	mind	about	what	I	want	to	do	in	my	future,	working	in	the	editorial	
industry,	possibly	with	photography,	and	I	got	to	know	which	are	the	problems	of	this	environment,	
because	is	a	difficult	market,	most	of	the	Fabrica’s	books	will	never	be	sold.	So	I	understood	what	are	the	
mistakes	to	be	avoided	and	I	got	some	clues	about	the	keys	of	an	editorial	success	in	this	field,	like	pushing	
about	distributors	and	how	important	is	having	a	good	communication	behind	on	the	product.	Some	
portfolio	of	course.	But	above	all,	the	human	relationships,	all	the	people	I	got	to	know	and	I’ll	get	to	know	
during	this	year,	the	collaborations	you	make	with	people	inside	the	creative	worlds	that	come	from	all	
over	the	planet,	and	this	is	surely	a	good	basis	for	future	collaborations.		
-	what	did	you	achieve	so	far?	
-	I	got	to	be	better	at	managing	the	workflow,	I	reached	some	consciousness	on	the	complexity	of	
producing	and	working	with	many	diverse	people.	Right	now	I’m	working	on	projects	that	change	often	and	
take	so	much	time,	I	hope	that	with	experience	I	will	get	to	manage	even	better	the	workflow,	and	to	be	
able	to	shorten	the	time	of	realization.		
		


