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Does street art and urban creativity contribute to the settle-
ment and establishment of places or non places? Do such 
artistic practices transform non places into places and/or 
vice versa? Taking a methodological approach towards such 
questions, this issue presents original research concern-
ing these artistic practices in their contemporary context. 
>OL[OLY�L_WSVYPUN�Z[YLL[�HY[�HUK�\YIHU�JYLH[P]P[`�PU�ZWLJPÄJ�
urban contexts or discussing its own rightful place, this issue 
sheds some light on such questions and contributes to the 
J\YYLU[�ZJPLU[PÄJ�KLIH[L�

The contents were partially presented at the Lisbon Street 
Art & Urban Creativity International Seminar (2015). After the 
opening remarks and welcome by the Fine Art Faculty repre-
sentative, a very pertinent image questioning was launched 
I`�/LP[VY�(S]LSVZ»�RL`UV[L�� MVSSV^LK�I`� [OL�ÄYZ[�WHULS� [OH[�
addressed both EU projects, publishing experience, and 
gender issues within urban creativity.

;OL� ZLJVUK� WHULS� ^HZ� JOHYHJ[LYPaLK� I`� [OL� UHYYH[P]LZ� VM�
ÅHUv\YPL� HUK� WOV[V�KVJ\TLU[H[PVU�� IV[O� HZ� TL[OVKVSV-
gies of approaching urban creativity. The following keynotes 
opened to consider a broader dimension, including practices 
from consolidated contemporary authors that work with light 
and sculpture. Also questioning the preservation approach, 
Peter Bengsten raised issues that led to a lively discussion 
with the audience.

The next day started with a balance between quantitative 
and qualitative research methods and great quality exam-
ples of each approach were presented. It is pertinent, at this 

moment, to mention that is not usual, when dealing with ur-
ban creativity, to use quantitative methods and when this 
OHWWLUZ�P[�TH`�IL�VM�NYLH[�LɈLJ[�K\L�[V�[OL�LUVYTV\Z�U\T-
ber of extrapolations that can occur. These academic ap-
proaches were followed by a presentation by Lisbon Under-
dogs on their gallery and public art program practice. In the 
[OPYK� WHULS�� )YHaPSPHU� H\[OVYZ� HUK�7VY[\NHS� YLSH[PVUZ�^P[OPU�
communitarian creative practices were presented and dis-
J\ZZLK��;OL�HWWYVHJO�VM�[OL�Z\I�J\S[\YHS�HZ�H�ZWLJPÄJ�HYLH�
of analysis was combined with great results alongside the 
direct contact experience of Swedish reality.

;OL�ÄUHS�WYLZLU[H[PVU�PU�[OL�-PUL�(Y[�MHJ\S[`�H\KP[VYP\T�^HZ�
a keynote address by Magda Sayeg, that in a sharp, honest, 
and incisive manner presented her work, motivations, and 
WLYZWLJ[P]LZ� HZ� H\[OVY�� HUK� PUK\IP[HISL� ¸TV[OLY¹� VM� ¸`HYU�
IVTIPUN¹�HZ�H�NSVIHS�TV]LTLU[�

In the Mouraria Creative Hub (CIM) we experienced another 
¸NLVNYHWO`¹�¶�IV[O� PU�V\Y�WO`ZPJHS� SVJH[PVU� PU�3PZIVU��HUK�
also in our experience of knowledge sharing. With a full 
room, both Sintra based Miguel (RAM) and Magda Sayeg 
presented details of their personal work process, sharing un-
edited and never revealed material.

We would like to acknowledge all that gathered for the semi-
nar and for the production of the journal, and all that con-
tributed with written work or critical reviews (members of the 
:JPLU[PÄJ�*VTTP[[LL���;OHUR�`V\�[V�HSS�[OVZL�^OV�^LYL�^P[O�
us in person, and who followed at a distance, sending us 
their remarks through the available channels.

The Lisbon Street Art & Urban Creativity International Seminar (2015) had the support of FBAUL/CIEBA, FLAD and CIM/CML. 
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This paper is about recent developments of local, situated 
street art practices in the context of globally networked me-
KPH� [LJOUVSVNPLZ�� -VY�� PU� [OL� JV\YZL� VM� VUNVPUN� NSVIHSPaH-
tion processes and mobile, portable and digitally networked 
TLKPH� [LJOUVSVNPLZ�� VUL� JHU� KLÄUP[LS`� KL[LJ[� ZPNUPÄJHU[�
changes in both the perception and production of street art. 
In a certain sense, one could even assert that it somehow 
ºSLH]LZ»�[OL�Z[YLL[Z�

Instead of languishing in its temporary and ephemeral exis-
tence in the street, street art is more and more both located 
and situated on the internet. What happens is that, today, 
WLVWSL�JHU�[HRL�Z[YLL[�HY[�WPJ[\YLZ�¶�SL[�Z�ZH`�¶�ºVU�[OL�Y\U»��
passing by and strolling through the city space. Instantly, 

they are able to upload their digital photographs, almost in 
real-time, into the data stream of the internet. Consequently, 
Z[YLL[� HY[� ZOV^Z� P[Z� WYLZLUJL� VU� ZWLJPÄJ� WOV[V� THUHNL-
ment sites like Flickr or Instagram, on street art blogs, web-
sites, apps, or may be embedded into digital street maps. 
Its upload, circulation and distribution in or through social 
networks, in particular Facebook, plays an important role in 
this phenomenon. As will become clear, online practices (re)
ZOHWL�� YL[YVHJ[� HUK� YLJVUÄN\YL� VɊPUL� WYHJ[PJLZ�� HUK� ]PJL�
versa. Within this paper, I would like to pay particular atten-
tion to the global conception of local street art practices. 
I particularly want to highlight the reciprocal constitution of 
local street art practices and global art discourse, with spe-
cial attention to the concepts of location and placement. 

  Places and non Places

 

The ‘Place to Be’ for Street Art Nowadays 

is no Longer the Street, it´s the Internet 

Katja Glaser
+-.�9LZLHYJO�;YHPUPUN�.YV\W�º3VJH[PUN�4LKPH»
University of Siegen, Artur-Woll-Haus, 
Am Eichenhang 50, 57076 Siegen
glaser@locatingmedia.uni-siegen.de
 

Abstract

The current practice of photographic presentation, documentation, circulation, reception and negotiation of street art (pic-
[\YLZ��VUSPUL�SLHKZ�[V�H�YLJVUÄN\YH[PVU�VM�IV[O�[OL�NSVIHS�HUK�[OL�SVJHS��HUK�[OLYLMVYL��[V�UL^�UVYTZ�HUK�WV^LY�YLSH[PVUZ��;OPZ�
HY[PJSL�KPZJ\ZZLZ�[OL�YLJPWYVJHS�JVUZ[P[\[PVU�VM�SVJHS�Z[YLL[�HY[�WYHJ[PJLZ�HUK�NSVIHS�HY[�KPZJV\YZL��^P[O�ZWLJPHS�H[[LU[PVU�[V�[OL�
JVUJLW[�VM�SVJH[PVU�HUK�WSHJLTLU[��(Z�^PSS�IL�ZOV^U��JLU[YHS�WOV[VNYHWOLYZ�HZ�^LSS�HZ�ISVNNLYZ�HUK�HKTPUPZ[YH[VYZ�VM�-HJL-
IVVR�WHNLZ�WVZP[PVU�[OLTZLS]LZ�¶�HUK�HYL�WVZP[PVULK�¶�HZ�KLJPZP]L�L_WLY[Z��VWPUPVU�THRLYZ�HUK�NH[LRLLWLYZ��)`�KLÄUPUN�º[OL�
NSVIHS�]PL^�VM�PUKP]PK\HS�JP[PLZ�»�[OL`�ZPNUPÄJHU[S`�PUÅ\LUJL�¶�HUK�JVU[PU\V\ZS`�YLPUMVYJL�¶�[OL�MVYTH[PVU�VM�H�ZVTLOV^�NSVIHSS`�
HJJLW[LK�Z[YLL[�HY[�JHUVU��>OLYLHZ�-HJLIVVR�Z�WVZP[P]LS`�JVUUV[LK�YLHS�[PTL�Z[YLHT�LTLYNLK�PU[V�ZVTL�RPUK�VM�\IPX\P[V\ZS`�
WYLZLU[�ºZ[YLL[�HY[�TVUP[VYPUN�Z`Z[LT�»�H�KVTPUHU[�SHJR�VM�WYVMV\UK�JYP[PX\L�HUK�MHY�ZPNO[LK�JVU[L_[\HSPaH[PVU�JHU�IL�VIZLY]LK�
YLNHYKPUN�[OL�ULNV[PH[PVU�VM�Z[YLL[�HY[�HUK�\YIHU�HY[�MLZ[P]HSZ��;OLZL�º[YLUKZ�»�PU�[OL�LUK��HSS\KL�[V�TVYL�NLULYHS�X\LZ[PVUZ�HK-
KYLZZPUN�[VWPJZ�VM�[OL�JYLH[P]L�JP[ �̀�NLU[YPÄJH[PVU�WYVJLZZLZ��\YIHU�WVSPJ`�HUK��KL�JLU[YHSPaLK�PUMYHZ[Y\J[\YLZ��:\IZLX\LU[S �̀�P[�
ILJVTLZ�HWWHYLU[�[OH[�KLIH[LZ�HIV\[�ZWH[PHS�HWWYVWYPH[PVU��HK]LY[PZPUN��SLNHS�YLZ[YPJ[PVUZ��PUZ[P[\[PVUHSPaH[PVU��KVTLZ[PJH[PVU��
JLUZVYZOPW��[OL�X\LZ[�MVY�MYLLKVT�HUK�WYP]HJ`�HZ�^LSS�HZ�[OL�X\LZ[PVUPUN�VM�OPLYHYJOPLZ�¶�^OPJO�PU�[OL�JVU[L_[�VM�[VKH`�Z�Z[YLL[�
HY[�YLTHPU�[PLK�[V�[OL�MYHTL^VYR�VM�[OL�WO`ZPJHS�JP[`�¶�T\Z[�IL�[YHUZMLYYLK�[V�[OL�PU[LYUL[��;OL�PU[LYUL[�HUK�P[Z�JLU[YHS�UVKLZ�
HYL�WSHJLZ�VM�KLJPZPVU�THRPUN�^OPJO�PUL]P[HIS`�KPZWSH`�[OL�J\YYLU[��PUMYH�Z[Y\J[\YLZ�VM�WV^LY��;OLYLMVYL��H�WVZZPISL�M\[\YL��KLJP-
ZP]L�HUK�JVUZPZ[LU[�Z[LW�MVY�Z[YLL[�HY[PZ[Z�TPNO[�IL�[V�IV[O�YLJSHPT�[OL�JP[`�HUK�[OL�PU[LYUL[�

 
2L`^VYKZ!�Street Art, Street Art Photography, New Media, Social Networks, Creative City, Net Policy.



����;OL�º7SHJL�[V�)L»!�6ɊPUL�HUK�6USPUL�,U]PYVUTLU[Z

:[YLL[� HY[PZ[Z� HYL� H^HYL� VM� [OL� ILULÄ[Z� [OH[� VUSPUL� KVJ\-
mentation and circulation can bring for them. With this in 
mind, local street art practices change: If street artists want 
to make sure that their work will be seen, they place it on 
ZV�JHSSLK�ºZ[YLL[�HY[�O\IZ»"�VY�VU�ZWV[Z�^OLYL�SVJHS�Z[YLL[�HY[�
tours pass. Generally speaking, there is no need for street 
artists to frequent risky spots anymore, if ever. A backyard, if 
well documented, could be equally valued. 
Among other things, this leads to the development of so 
JHSSLK� ºZ[YLL[� HY[� MVY� [OL� PU[LYUL[�»�>P[O� [OPZ� [LYT� 0� YLMLY� [V�
works that (almost entirely) manage to exist without physical 
presence. This means, I relate to works that could have been 
YLHSPaLK� PU� YLTV[L� HYLHZ�� PU� HIHUKVULK�I\PSKPUNZ�� PU� VUL�Z�
V^U�IHJR`HYK�VY�L]LU�H[�VUL�Z�OVTL��(KKP[PVUHSS �̀�ZVTL�HY[-
ists use their online channels to exclusively upload sketches, 
graphics or illustrations. In these cases, the notion of street 
art acts as nothing but a label. The fact is that both of these 
RPUKZ� VM�^VYRZ� KV� UV[� ULJLZZHYPS`� ULLK� H� ºZ[YLL[»� [V�^VYR�
as street art pieces, as long as they are documented and 
circulated adequately. Their place to be is the internet; what 
now matters is not the physical location, it is the digital one 
¶�[OH[�PZ��P[Z�<93��;OPZ�TLHUZ�[OH[��UV^�Z[YLL[�HY[PZ[Z�KV�UV[�
necessarily aim to position their works on highly frequented 
spots and streets. Rather they tend to situate photographs 
of their works on the internet. Due to these developments, 
SVJH[PVU� HUK� ZWH[PHS� WVZP[PVUPUN� OH]L� [V� IL� [OV\NO[� KPɈLY-
LU[S �̀�;OL�TVZ[�WVW\SHY�SVJH[PVUZ�¶�VY�^LI�HKKYLZZLZ�¶�HYL�
^LIZP[LZ��ISVNZ�HUK�-HJLIVVR�WHNLZ�^P[O�SV[Z�VM�\ZLY�[YHɉJ�
�9\ZOTVYL���������º(KKYLZZLZ»�[OH[�WVZZLZZ�H�SV[�VM�YLSL]HU[�
MVSSV^LYZ�HUK�HJ[VYZ� MYVT�^P[OPU� [OL�Z[YLL[�HY[�^VYSK�Z�UL[-
work are of particular interest. The digital audience, conse-
quently, has become the far more attractive one from which 
[OL`�VM[LU�L_WLJ[� ºPUZ[HU[� PU[LYUL[� MHTL»� �9\ZOTVYL������"�
Bengsten, 2014). In the course of this development, street 
HY[�OHZ�ZVTLOV^�LTLYNLK�PU[V�H�RPUK�VM�\UP]LYZHS��Z[`SPaLK�
phenomenon without local attributes.

/V^L]LY��[OL�LTLYNLUJL�VM�ºZ[YLL[�HY[�MVY�[OL�PU[LYUL[»�PZ�VUS`�
VUL�HZWLJ[�VM�[OPZ�WOLUVTLUVU��0[�T\Z[�IL�LTWOHZPaLK�[OH[�
the negotiation of street art online is having a massive im-
pact on the whole art form in general. Street artists are grad-
ually adapting to the locative and situational conditions and 

YLX\PYLTLU[Z�VM�[OLZL�ºUL^»�¶�VY��Z[H[LK�KPɈLYLU[S �̀�HKKP[PVUHS�
HUK�PU[LYYLSH[LK�¶�LU]PYVUTLU[Z��7OV[VNYHWOPJ�KVJ\TLU[H-
tion, online presentation, circulation and reception have to 
be understood as constitutive parts of their work. Street art-
ists think about the way their work will look on the screen; 
that is why they choose locations tailored to their individual 
needs and their own artistic aspirations. My thesis is that 
street artists may even reject individual spots if it turns out 
[OH[�WOV[VNYHWOPJ�KVJ\TLU[H[PVU�KVLZU�[�^VYR� [OLYL� PU�HU�
HWWYVWYPH[L�THUULY��:PTWS`�W\[!�>OH[�KVLZU�[�^VYR� PU� [OL�
photo will not prevail. Conversely, it must be highlighted 
that photographic documentation practices are also having 
ILULÄJPHS�LɈLJ[Z��7OV[VNYHWO`�VɈLYZ�HY[PZ[Z��HUK�Z[YLL[�HY[�
recipients yet unknown, possibly unnoticed point of views. 
Consequently, by dealing with photography, street artists are 
also beginning to perceive both their works and locations in 
new ways. Herein lies one of the future potentials that street 
artists may take advantage of to advance artistically. 

In this context, it can be noted that some artists already 
use their Facebook page or wall in a similar way to the way 
that they interact with the streets. Photos are meticulously 
selected and only pictures of both high quality and artistic 
value are uploaded onto their page. This means that street 
artists do not only upload photos onto their Facebook walls 
that serve as documents of past interventions, but as self-
contained compositions. Often, these pictures are taken by 
photographers that they have befriended, who pay special 
attention to aesthetic values. With this in mind, street art-
ists often acknowledge external support, especially when 
[OL`� JHU� [O\Z� ILULÄ[� MYVT� WOV[VNYHWOPJ� RUV^�OV �̂� ZRPSSZ�
or professional equipment. Of special interest are photos 
that take into account photo-aesthetic values; that is to say, 
^OPJO�WH`�WHY[PJ\SHY�H[[LU[PVU�[V�[OL�Z[YLL[�HY[�^VYR�Z�WO`ZP-
cal situatedness, provide an interesting perspective or fram-
ing, and which thus overcome a pure, documentary style. 
These kinds of photographic skills, for instance, can be ob-
served by the example of Germany based artists TONA and 
ALIAS. And this seems to be hardly surprising. ALIAS, who 
is well known for his meticulous selection of spots and site-
ZWLJPÄJ� HKHW[H[PVUZ�� [YHUZMLYZ� OPZ� Z[YLL[� HY[� WYHJ[PJL� VU[V�
the online environment: If you have a look at his Facebook 
page, it becomes apparent that he somehow interacts with 
the provided online architecture in a way comparable to the 
streets. Only photos with noticeable aesthetic added value 

Places and non Places
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HYL� ZLSLJ[LK� HUK� ºWHZ[LK»� VU[V� OPZ� ^HSS"� ^OLYLHZ� [OL� \ZL�
VM�¸-HJLIVVR�7SHJLZ¹�JVU[YPI\[LZ� [V�H� YLHJ[P]H[PVU�VM� [OLPY�
physical location and context. Another increasingly popular 
photo-documentary style relates to photographs that show 
Z[YLL[� HY[PZ[Z� H[�^VYR� ¶� PU� [OLPY� Z[\KPV"� VY� H[� UPNO[�� ºVU� [OL�
Y\U»��)LZPKLZ�;65(�HUK�(30(:��)LYSPU�IHZLK�HY[PZ[�,S�)VJOV�
also applies these kinds of documentation practices. Often, 
OPZ�WOV[VZ�KV�UV[�VUS`�ZOV^�OPZ�ÄUPZOLK�HY[^VYRZ��I\[�[OL�
process of pasting them; and, additionally, he himself as art-
ist and author. His documentation practices, consequently, 
HYL�JOHYHJ[LYPaLK�I`�TL[OVKZ�VM�KV\ISL�L_WVZ\YL�VɈLYPUN�H�
diverse framework of multi-perspective viewpoints.

����;OL�9PZL�VM�.H[LRLLWLYZ!�
;OL�9VSL�VM�7OV[VNYHWOLYZ�HUK�)SVNNLYZ

In the course of this development, the relevance of (profes-
sional) street art photographers increases. It is important to 
note that these photographers always make choices consid-
ering what to photograph, what to show, and whose work to 
promote on their website or social network site (Rushmore, 
2013). Consequently, they do not only document street art, 
they also (re)produce it. By selecting single pieces and ig-
UVYPUN�V[OLYZ�[OL`�THRL�Z\IQLJ[P]L�]HS\H[PVUZ�¶�ZVTL[PTLZ�
consciously, sometimes not. Although their choices ap-
parently seem to represent the present state ‘of the local 
Z[YLL[Z»��[OL`�VUS`�ZOV^�H�Z\IQLJ[P]L�ZLSLJ[PVU��0U�KVPUN�ZV��
[OL`� ZVTLOV^�KLÄUL� �[OL�NSVIHS� ]PL^�VM�� PUKP]PK\HS� JP[PLZ��
In this context, RJ Rushmore, founder of the street art blog 
¸=HUKHSVN�¹�Z[H[LZ!�
1\Z[�ILJH\ZL�H�Z[YLL[�HY[PZ[�NL[Z�\W�PU�)YVVRS`U�KVLZU�[�TLHU�
that anyone outside of Brooklyn will know about that artist 
PM�WOV[VNYHWOLYZ�KVU�[�WH`�H[[LU[PVU�HUK� [OL�HY[PZ[�KVLZU�[�
post [his or, KG] her own photos. For some, who have never 
been to New York, but still consider it a street art capital 
VM�[OL�^VYSK��[OL�PUÅ\LU[PHS�Z[YLL[�HY[�WOV[VNYHWOLYZ�VM�5L^�
@VYR�Z[YLL[�HY[�KLÄUL�[OL�JP[`��9\ZOTVYL������!�����
This means that people who are following individual street 
HY[� ºZJLULZ»�VY�JP[PLZ�L_JS\ZP]LS`�VUSPUL�¶�ILJH\ZL�[OL`� SP]L�
MHY�H^H`�VY�HIYVHK�¶�HYL�Z[YVUNS`�PUÅ\LUJLK�I`�[OL�Z\IQLJ-
tive selection and upload of single street art photographers. 
6Y�Z[H[LK�KPɈLYLU[S`!�;OLPY� PTWYLZZPVU�VM� PUKP]PK\HS�JP[PLZ� PZ�
exclusively based on what they can see online.
In this way, central street art photographers do not only 
ZOHWL�[OL�NSVIHS�]PL^�VM�H�JP[ �̀�[OL`�HSZV�ZPNUPÄJHU[S`�PUÅ\-
ence the formation of a somehow globally accepted street 

HY[�JHUVU�¶�PU�H�ZPTPSHY�^H`�ISVNNLYZ�KV��)V[O�VM�[OLZL�HJ-
tors (re)produce the relevant (local) art works of selected 
JP[PLZ�HUK�HY[PZ[Z�� 0U�OLY�Z[\K �̀�HY[�OPZ[VYPHU�/LPRL�+LY^HUa�
�������HUHS`aLK�[OL�MYLX\LUJ`�^P[O�^OPJO�Z[YLL[�HY[PZ[Z�^LYL�
TLU[PVULK� ^P[OPU� [LU� KPɈLYLU[� TLKPH� WSH[MVYTZ�� PUJS\KPUN�
four blogs and six books, between 2002 and 2009. By do-
ing so, she unfolded the international street art canon of the 
beginning of the 21st century. As she has shown, Above, 
Blek le Rat, D*Face, Faile, Miss Van, Shepard Fairey, Swoon 
and The London Police appeared to be the most popular, 
or at least most mentioned, artists of these years.1 Just as 
interesting is the fact that almost 50 per cent of all street art 
books were published by just eleven authors; out of 67 in to-
[HS��L_JS\KPUN�ZJPLU[PÄJ�W\ISPJH[PVUZ��;OPZ�TLHUZ�[OH[�HIV\[�
20 per cent of all street art authors are responsible for almost 
OHSM�VM�HSS�W\ISPJH[PVUZ�K\YPUN�[OPZ�WLYPVK��+LY^HUa��������

Given the above, the relevance of (central) street art photog-
raphers should not be underestimated. Especially photogra-
phers who have been thrilled by the movement right from its 
ILNPUUPUN�HYL�UV^�LUQV`PUN�H�NSVIHS�YLW\[H[PVU�¶�PU�WHY[PJ\SHY�
Martha Cooper who is well known for her passionate docu-
TLU[H[PVU�VM�[OL�5L^�@VYR�NYHɉ[P�TV]LTLU[�VM�[OL�� ��Z��
Luna Park, a photographer from Brooklyn, is particularly 
mentioned in newer publications. Much like Berlin based 
photographer Boris Niehaus aka JUST, she represents the 
`V\UNLY�NLULYH[PVU�VM�NYHɉ[P�HUK�Z[YLL[�HY[�KVJ\TLU[HYPZ[Z��
Getting your street art photographed by one of these pho-
tographers can be read as a sign of approval (Rushmore, 
2013). This is one of the reasons that street art photographs 
T\Z[�IL�\UKLYZ[VVK�HZ�KPNP[HS�KVJ\TLU[Z�VY�ºNVVKZ»�^OPJO�
do not only incorporate subcultural capital, but are linked 
to economic and (art) market-related interests. At the same 
[PTL��P[Z�H\[OVYZ�HZZ\TL�[OL�YVSL�VM�PUÅ\LU[PHS�ZLSLJ[VYZ�HUK�
NH[LRLLWLYZ� �9\ZOTVYL�� ����"� +LY^HUa�� ����"� )LUNZ[LU��
2014). This fact has to be seen in contrast to the argument 
that street art originally ran counter to the logic of gatekeep-
ers. Thus, one of the main reasons street artists used to use 
the streets as their presentation platform was to undermine 
the central and selective role of gallerists, curators and meth-
ods of getting up that surrounded institutions in general. In 
bigger cities like Berlin and Hamburg this may probably not 
be that worrisome, since the subjective selection of individ-
ual photographers tends to matter less. Moreover, there are 
lots of tourists who also contribute to the production and ag-
gregation of a great amount of street art pictures; especially 
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when they take part in one of the many, newly established 
and quite popular street art tours. In smaller cities, however, 
[OL�KVJ\TLU[HY`�LɈVY[Z�VM�PUKP]PK\HS�WOV[VNYHWOLYZ�[LUK�[V�
OH]L�HU�PUÅ\LUJL��9\ZOTVYL��������

Overall, it is apparent that street art photography has some-
how become a popular hobby. Today there are a lot of peo-
WSL�V\[�PU�[OL�Z[YLL[Z�^OV�HYL�JVUZ[HU[S`�[Y`PUN�[V�IL�[OL�ÄYZ[�
in capturing the latest street art pieces in their city. Some-
times there appears to be an unspoken competition in up-
SVHKPUN�[OL�ÄYZ[�WOV[VZ�VM�UL^�^VYR�VUSPUL�ILMVYL�ZVTLVUL�
else does (Rushmore, 2013). Immediacy seems to be linked 
to qualitative values. In this context, one artist from Berlin 
states:

;OLYL�HYL�ZVTL�MHUZ�^OV�WVZ[�WPJZ�VM�T`�^VYRZ�[OL�MVSSV^-
PUN�TVYUPUN�0�WHZ[LK�[OLT��0�KVU�[�RUV^�OV^�[OL`�THRL�P[�¶�
HUK�[OL`�KVU�[�V]LYSVVR�VY�TPZZ�HU`[OPUN��:VTL[PTLZ�[OL`�YL�
X\PJRLY�[OHU�0�HT (interview KG, 6/2013).

This additional argument has shown that very often, new 
work can be seen online the same day it hits the streets. On-
line platforms like Facebook and Instagram, consequently, 
T\Z[�IL�\UKLYZ[VVK�HZ�ZVTL�ZVY[�VM� YLHS� [PTL�¸BZ[YLL[�HY[��
2.D�TVUP[VYPUN�Z`Z[LT¹��9\ZOTVYL������!���"�X\V[PUN�2(;-
:<�VU�-SPJRY�HUK�NYHɉ[P��

A similar phenomenon can be observed in the case of cen-
tral bloggers. Marc and Sara Schiller for example, a couple 
from the US, started their street art blog in 2003 out of sheer 
enthusiasm for street art and in order to share some pictures 
with their family and friends. The Schillers, nowadays, are 
not only generally respected within the scene, they also pub-
SPZO�IVVRZ��YLSLHZL�WYPU[Z��VYNHUPaL�L]LU[Z�HUK�J\YH[L�ZOV^Z�
�+LY^HUa���������;VKH �̀� [OLPY�ISVN�JHU�IL�JVTWHYLK�[V�HU�
ºL_JS\ZP]L�JS\I»�^OLYL�VUS`�[OL�OPNOLZ[��VY�Z\WWVZLKS`�OPNO-
LZ[��X\HSP[`�HY[PZ[Z�LU[LY��0U�OLY�IVVR�¸:[YLL[�(Y[PZ[Z��*HYLLYZ�
VU�[OL�(Y[�HUK�+LZPNU�4HYRL[Z¹�HY[�OPZ[VYPHU�/LPRL�+LY^HUa�
states:

0U�JVU[YHZ[� [V�TVZ[� Z[YLL[� HY[� MHUZ�� [OL`� [the Schillers, KG] 
WVZZLZZ�H�JLY[HPU�RPUK�VM�ºTVUVWVS`»�VU�PUMVYTH[PVU�B¯D��(Y[-
PZ[Z� ZOHYL� [OLPY� WPJ[\YLZ� MVY� H[[LU[PVU�� ISVNNLYZ� ZOHYL� [OLPY�
KHPS`�^VYR�MVY�H�WVZP[PVU�VM�WV^LY�HUK�YLJPWPLU[Z�VI[HPU�WHY-
[PJPWH[PVU�VU�JVU[LTWVYHY`�HY[�OPZ[VY`��+LY^HUa������!��� ��

This constellation leads to the rise of two independent, but 
at the same time interrelated processes: On the one hand, 
artists sometimes reach out to bloggers and photographers 
to announce their latest work (Rushmore, 2013). In doing so, 
they hand over exclusive image rights while at the same time 
Z[YH[LNPJHSS`� MVZ[LYPUN� [OLPY� ^VYR�Z� HWWLHYHUJL� VU� YLSL]HU[�
street art blogs or online platforms. Street art blogger RJ 
9\ZOTVYL�JHU�YLWVY[�MYVT�OPZ�V^U�L_WLYPLUJLZ!�̧ 4VZ[�VM�[OL�
time these tips are friendly, but occasionally artists try telling 
the bloggers and photographers what to do, as if the artists 
LTWSV`�[OL�WOV[VNYHWOZ�VM�Z[YLL[�HY[¹��9\ZOTVYL������!������
6U�[OL�V[OLY�OHUK��P[�JHU�HSZV�IL�VIZLY]LK�[OH[�ISVNNLYZ�¶�
HUK� WYVIHIS`� HSZV� WOV[VNYHWOLYZ� ¶� YLHJO� V\[� [V� HY[PZ[Z� PU�
order to tell them what to do and how to act; in a similar way 
[OH[�NHSSLYPZ[Z�ZVTL[PTLZ�KV��6UL�WVZZPISL�VɈZOVV[�VM�[OPZ�
WYVJLZZ�VM�T\[\HS�PU[LYKLWLUKLUJL�HUK�PUÅ\LUJL�JHU�WVZ-
ZPIS`� IL� VIZLY]LK� PU� [OL� LTLYNLUJL� VM� -HJLIVVR�Z� ºZOHYL�
�� ZOHYL»� WYHJ[PJL"� H� WYHJ[PJL�^OPJO� ILJHTL� X\P[L� WVW\SHY�
among individual Facebook users, including artists, photog-
raphers and bloggers. 
About six months ago, Marc Schiller twittered that street 
artists should exercise their voice more on the street; that 
[OL`�ULLK�[V�VUJL�HNHPU�ºZ[LHS�ZWHJL»�HUK�ILJVTL�H�]VPJL�
VM�KPZZLY[��/L�Z\IZLX\LU[S`�LSHIVYH[LZ�^O`�OL�KVLZU�[�WVZ[�
on the Wooster site anymore: Because it seems like nobody 
has anything to say that is provocative. He explains that he 
LUQV`Z�ZLLPUN�HTHaPUN�T\YHSZ� PU�YLHS� SPML��I\[�OH[LZ�ZLLPUN�
them online. They have no emotional power online, he adds, 
because they rarely say anything.2 Due to the fact that Schil-
SLY� VUJL�^HZ�� VY� Z[PSS� PZ�� VUL� VM� [OL� SLHKPUN� ÄN\YLZ� VM� [OPZ�
whole development, these statements are quite surprising. 
>P[OPU�[OPZ�JVU[L_[��VUL�JV\SK�¶�VY�ZOV\SK�¶�H[� SLHZ[�X\LZ-
[PVU�^OL[OLY�OL�OPTZLSM�^HZU�[� PUZ[Y\TLU[HS� PU�JYLH[PUN�[OL�
street art scene that exists today; an opinion which is shared 
by several actors of the street art world and which has thus 
become an inspiring source for further discussions and po-
lemics.3

����:[YLL[�(Y[�-LZ[P]HSZ��
*YLH[P]L�*P[PLZ�HUK�[OL�3HJR�VM�*YP[PX\L

At this point, let me turn to a related point. Besides private 
institutions, municipal associations and free curators, it is 
more and more up to bloggers, photographers and other re-
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SH[LK�ºL_WLY[Z»�[V�VYNHUPaL�L]LU[Z��[V�J\YH[L�MLZ[P]HSZ�HUK�[V�
have a voice. Since about four years now, it seems like street 
art festivals are popping up in almost every city or coun-
try around the globe (Rushmore, 2013). These festivals are 
JOHYHJ[LYPaLK�I`�[OL�YLHSPaH[PVU�VM�H�NYLH[�HTV\U[�VM�T\YHSZ��
preferably located in the seemingly fancy, arty-farty districts 
of the cities. Their line-ups are mainly based on online re-
search (Rushmore, 2013) which means that bloggers and 
V[OLY� VYNHUPaLYZ� KV� UV[� VUS`� JVUÄYT� [OL� Z[YLL[� HY[� JHUVU�
they themselves created, but continue to reinforce it. In do-
ing so, they favor the consolidation of a somehow globally 
accepted street art canon which, at least initially, may be 
perceived as a fairly static formation. These touring muralists 
OH]L�[V�[YH]LS�H�SV[�PU�VYKLY�[V�M\SÄSS�HSS�VM�[OLPY�PU]P[H[PVUZ�HUK�
HWWVPU[TLU[Z��6M[LU� [OL`�OH]L�¶�VY� [HRL�¶� �UV� [PTL�[V�NL[�
informed about local situations, discourses or polemics. So 
what they do is put up a nice, decorative mural that works 
everywhere, but has no relation to the local streets and its 
PUOHIP[HU[Z��(S[OV\NO�[OLPY�^VYRZ�HYL�JOHYHJ[LYPaLK�I`�H�OPNO�
level of artistic skill, they often lack one of the main char-
HJ[LYPZ[PJZ� Z[YLL[� HY[�^HZ�VUJL�WVW\SHY� MVY!� ZP[L�ZWLJPÄJP[ �̀�
Since most of the works circulate online, there seems to be 
UV�KLTHUK�[V�HJ[�KPɈLYLU[S �̀�(�SV[�VM�MLZ[P]HS�J\YH[VYZ�ZLLT�
ZH[PZÄLK�^P[O�JVU]PUJPUN�[OL�SVJHS�JP[`�THYRL[PUN�^P[O�S\TP-
UV\Z�JVSVYZ�HUK�KVU�[�ZLLT�[V�W\YZ\L�M\Y[OLY�VIQLJ[P]LZ�

This, or at least a similar phenomenon, may have been the 
case in Hamburg. In September 2014 there was a street art 
L]LU[� JHSSLK� ¸*P[`� *HU]HZ¹� �*P[`� *HU]HZ�� ������� (JJVYK-
PUN� [V� [OL� WYVQLJ[�Z�^LIZP[L�� [OL� L]LU[� HPTLK� H[� [\YUPUN� H�
���TL[LY�SVUN�^HSS�PU[V�H�JHU]HZ�MVY�Ä]L�SHYNL�ZJHSL�T\YHSZ��
;OLYLMVYL�� Ä]L�UH[PVUHS� HUK� PU[LYUH[PVUHS� HY[PZ[Z�^LYL� PU]P[-
ed to paint the temporary walls of the construction site at 
:WPLSI\KLUWSH[a�PU�/HTI\YN�:[��7H\SP��;OL�WYVQLJ[�YLJLP]LK�
a lot of positive feedback since the colorful, quite decora-
tive murals seemed to please a great amount of passers-
by, tourists and not to forget, online audiences. Berlin based 
¸.YHɉ[PHYJOP]¹��,UNS��¸.YHɉ[P�(YJOP]L¹���UL]LY[OLSLZZ��]VPJLK�
some criticism by directly highlighting the sociopolitical rel-
evance of its venue. In an corresponding online article they 
Z[H[L�[OH[�[OL�]LU\L�PZ�¶�VY�YLZWLJ[P]LS`�^HZ�¶�[OL�SVJH[PVU�
VM� [OL� ZV� JHSSLK� ¸,ZZV�/p\ZLY¹�� H� OV\ZPUN� JVTWSL_� MYVT�
[OL�� ��Z�^OPJO�OVZ[LK�V]LY�����ÅH[Z��H�OV[LS��YL[HPS�Z[VYLZ��
clubs, bars, an underground car park and the petrol station 
¸9LLWLYIHOU�¹�^OPJO�^HZ�RPUK�VM�H�J\S[�VIQLJ[�MVY�[OL�^OVSL�
ULPNOIVYOVVK��.YHɉ[PHYJOP]���������1\Z[�H�JV\WSL�VM�TVU[OZ�

before the event took place inhabitants were ordered to 
SLH]L�[OL�JVTWSL_�HUK�P[�ÄUHSS`�NV[�KLTVSPZOLK��;OL�¸.YHM-
Ä[PHYJOP]¹� JVUZLX\LU[S`� MYHTLZ� [OL� L]LU[� HZ� H� Z[HNL� MVY� H�
concealed sociopolitical issue: While the walls attracted with 
luminous colors, they covered the predominant gap in the 
local cityscape. They assume that the real estate company 
YLZWVUZPISL�PU[LU[PVUHSS`�TPZHWWYVWYPH[LK�[OL�HɉYTPUN��MYLZO�
visual imagery of street art with the intention to distract from 
previously outlined urban policy measures. In doing so, they 
HSS\KL�[V�WOLUVTLUVU�¶�RUV^U�HZ�¸HY[�^HZOPUN¹�¶�[V�^OPJO�
future street art festivals and similar events should turn their 
attention when fathoming (out) their objectives.

In the light of this case, more general questions regarding 
[OL� ULNV[PH[PVU� VM� ZWH[PHS� HWWYVWYPH[PVU�� [OL� SLNHSPaH[PVU� VM�
walls and the creative city can be raised. In the end, it should 
be critically questioned what kind of negotiation processes 
[HRL�WSHJL�PU�[OL�JV\YZL�VM�Z\JO�HY[�WYVQLJ[Z�¶�HUK�^OLYL&�
What are the key assumptions which frame a responsible, 
sustainable, and preferably globally oriented city develop-
ment? And who is in charge of the decision-making process? 
Besides their seemingly favorable and decorative upgrade 
of individual districts, should street and urban art festivals 
not at least try to grasp urban dynamics and take up local 
themes? Regardless of this, it remains unclear as to why the 
creative city, especially in the course of festivals, seems to 
regulate itself quite frequently instead of gaining, appropri-
ating and conquering (new) space(s). Following this idea, it 
could be even stated that the creative city somehow alien-
H[LZ� P[ZLSM� MYVT� [OL�VYPNPUHS� ºTPZZPVU»� VY� ZLSM�JVUJLW[PVU�VM�
street art. Drawing things together, this may not be that sur-
prising. Elaborating on street art festivals and its underlying 
policies, one is probably confronted with the same dynamics 
HUK�JVU[YV]LYZPLZ�[VKH`�Z�JP[PLZ�HYL�NLULYHSS`�RUV^U�MVY!�6U�
the one hand, they promote themselves as welcoming, re-
sponsible, open-minded, lively and creative location factors 
¶�H�ZLSM�KLZJYPW[PVU�^OPJO�IV[O�ZH[PZÄLZ�PUOHIP[HU[Z��KLSPNO[Z�
tourists and attracts investors. On the other hand, they con-
Z[HU[S`�[Y`�[V�Z[PÅL�HU`�JYLH[P]LS`�\ZLK�VY�[YHUZMVYTLK�PUK\Z-
[YPHS�^HZ[LSHUK��6UL�VM�[OL�ÄYZ[�HY[PZ[Z��TH`IL�[OL�ÄYZ[��^OV�
HJ[P]LS`� YLZWVUKLK� [V� [OLZL� º[YLUKZ»�^HZ� 0[HSPHU� HY[PZ[� )S\��
In December 2014 he covered two of his iconic large scale 
T\YHSZ� PU�)LYSPU�2YL\aILYN� ¶� º\UH\[OVYPaLK»�� \UHUUV\UJLK�
HUK� I`� UPNO[!� ¸(M[LY�^P[ULZZPUN� [OL� JOHUNLZ� OHWWLUPUN� PU�
the surrounding area during the last years, we felt it was time 
[V�LYHZL�IV[O�^HSSZ�¹�HJJVYKPUN�[V�[OL�HY[PZ[�Z�Z[H[LTLU[��)S\��
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�������)`�ISHJRLUPUN�OPZ�T\YHSZ�¶�[OLUVUL�VM�)LYSPU�Z�TVZ[�
PJVUPJ�SHUKTHYRZ�¶�OL�ZLU[�H�JSLHY�HUK�\UHTIPN\V\Z�TLZ-
sage towards the city, its investors, the real estate company 
YLZWVUZPISL��HUK�NLU[YPÄJH[PVU�WYVJLZZLZ� PU�NLULYHS��;O\Z��
it must be highlighted that the location and its surrounding 
HYLH�¶�^OPJO�HSZV�NV[� ]HJH[LK� Q\Z[� ZVTL�TVU[OZ�ILMVYL�¶�
represented (and still represents) a lucrative building site for 
new luxury apartments which were not only supposed to 
WYVÄ[�MYVT�[OLPY�WYP]PSLNLK�ZP[\H[LKULZZ�ULHY�[OL�YP]LY�:WYLL�
but also from their unique view.
Secondly, these events allude to another closely associat-
ed point: It somehow seems as if there is a serious lack of 
profound discourse regarding the negotiation of street and 
urban art festivals, in particular with respect to the contex-
[\HSPaH[PVU�VM�SHYNL�ZJHSL�T\YHSZ��0[�PZ�UV[PJLHISL�[OH[�HSTVZ[�
every project is emphatically featured and promoted by a 
]HYPL[`�VM�KPɈLYLU[�HJ[VYZ�MYVT�[OL�Z[YLL[�HY[�^VYSK�Z�UL[^VYR��
,]LU� P[Z� ºL_WLY[Z»�^OV� HYL� Z\WWVZLK� [V� [HRL� PU[V� HJJV\U[�
heterogeneous criteria and parameters tend to comment on 
almost every large-scale project in a quite one-dimensional 
^H �̀�+\L�[V�[OL�MHJ[�[OH[�HY[PZ[Z�VM[LU�KLÄUP[LS`�KV�KLTVU-
strate artistic expertise, this attitude may be legitimate. In 
contrast, it could be argued that the recently outlined lack of 
JYP[PX\L��MHY�ZPNO[LK�KPZJ\ZZPVU��HUK�WYVMV\UK�JVU[L_[\HSPaH-
[PVU�TH`�UV[�IL�ILULÄJPHS�PU�[OL�SVUN�Y\U��)`�UV[�HWWS`PUN�KPM-
ferentiated criteria and neglecting multi-perspective points 
of view, street art festivals and related artworks, in the end, 
lose more of their impact than the general downscaling that 
the now common, web based pixel standard already accom-
WSPZOLZ��*V\SK�[OPZ�HɉYTPUN�¶�PM�H[�ÄYZ[�ZPNO[�ZLLTPUNS`�IS\U[�
¶�H[[P[\KL�IL� [OL�ÄYZ[�VɈZOVV[�VM� [OL�L_JS\ZP]LS`�WVZP[P]LS`�
regarded Facebook culture and its related real time stream? 
0U�OPZ�IVVR�¸+HZ�OHSI^LNZ�:VaPHSL��,PUL�2YP[PR�KLY�=LYUL[-
a\UNZR\S[\Y¹��,UNS��¸5L[^VYRZ�>P[OV\[�(�*H\ZL��(�*YP[PX\L�
VM�:VJPHS�4LKPH¹��UL[�JYP[PJ�HUK�HJ[P]PZ[�.LLY[�3V]PUR��������
points towards a newspaper article by Jonathan Jones from 
The Guardian, which states: 

0[� PZ� [OL� QVI�VM�H�JYP[PJ�[V�YLQLJ[�[OL�YLSH[P]PZT�HUK�WS\YHSPZT�
VM�TVKLYU� SPML��(SS� [OL� [PTL�� MYVT�H�TPSSPVU�ZV\YJLZ��^L�HYL�
IVTIHYKLK�^P[O�J\S[\YHS�PUMVYTH[PVU��B¯D�0U�MHJ[��PU�[OPZ�HNL�
VM�V]LYSVHK��PUKPɈLYLUJL�PZ�[OL�TVZ[�SPRLS`�LɈLJ[�VM�ZV�THU`�
JVTWL[PUN� PTHNLZ�� 0M�^L�KV�THRL�HU�HLZ[OL[PJ�JOVPJL� P[� PZ�
SPRLS`�[V�IL�H�JVUZ\TLYPZ[�VUL��H�WHZZPUN�[HZ[L�[V�IL�MVYNV[[LU�
and replaced in a moment (Jones, 2010: n.p.).

(NHPUZ[�[OPZ�IHJRNYV\UK�P[�TPNO[�IL�JSHPTLK�[OH[�[OL�\UPÄJH-
tion of complex feelings and their reduction to the like-button 
may have contributed to the general leveling of (aesthetic) 
judgment and individual taste at large. Careless optimism re-
K\JLZ�VUL�Z�HIPSP[`�[V�X\LZ[PVU�[OPUNZ�JYP[PJHSS �̀�([�[OL�ZHTL�
time, it must be taken into account that both in academia 
HUK�WVW\SHY�J\S[\YL��HY[�JYP[PX\L�PZU�[�[Y\S`�TLHU[�[V�WYV]PKL�
encompassing qualitative judgments or impose rules of nor-
TH[P]L� ]HS\L��>OLYLHZ� HJHKLTPJ� [OLVYPaH[PVU� [LUKZ� [V� YL-
main neutral, dealing with aesthetic qualities within a clearly 
framed, mostly self-referential discourse; popular culture 
very often reports on (internationally) celebrated artists and 
their related market value.4 How else can we explain that 
the general media landscape seems to know little about the 
ZVJPVWVSP[PJHS�TLHUPUN�VM�)HURZ`�Z�SH[LZ[�^VYR�PU�.HaH��I\[�
knows best about the winning amount of his last auction? 

����*VUJS\ZPVU�HUK�6\[SVVR!�
9LJSHPT�[OL�*P[`�¶�HUK�[OL�5L[�Z�

0U�Z\TTHY �̀� P[�ZOV\SK�IL�LTWOHZPaLK�[OH[�[OPZ�YLJLU[S`�L_-
WYLZZLK��NSVIHS�JVUJLW[PVU�VM�Z[YLL[�HY[�KLÄUP[LS`�SLHKZ�[V�H�
YLJVUÄN\YH[PVU�VM�IV[O�[OL�NSVIHS�HUK�[OL�SVJHS��HUK�[OLYL-
fore, to new norms and power relations: Within the street art 
^VYSK�Z�UL[^VYR��JLU[YHS�ISVNNLYZ��Z[YLL[�HY[�WOV[VNYHWOLYZ��
as well as administrators of Facebook pages position them-
ZLS]LZ�¶�HUK�HYL�WVZP[PVULK�¶�HZ�KLJPZP]L�L_WLY[Z��VWPUPVU�
makers, and gatekeepers. However, it should not be forgot-
ten that blogging and street art photography originally were 
a bottom-up practice. In recent years, the number of street 
HY[�WOV[VNYHWOLYZ�ZPNUPÄJHU[S`�PUJYLHZLK��MH]VYLK�I`�[OL�YPZL�
of smartphone technologies. Everybody with a phone can 
IL�H� ºWOV[VNYHWOLY»� [OLZL�KH`Z��;OPZ�[YLUK�ZVTLOV^�JVU-
tributed to rebalancing recently outlined, originally disparate 
constellations; in particular, platforms or websites that favor 
user participation have triggered the direction of such devel-
opments.
.LULYHSS`�ZWLHRPUN��[OLYL�ZLLTZ�H�IHZPJ�ULJLZZP[`�MVY�[VKH`�Z�
Z[YLL[�HY[PZ[Z�[V�ZPT\S[HULV\ZS`�HKKYLZZ�[^V�KPɈLYLU[��I\[�H[�
the same time interrelated, environments: The streets and 
the internet (galleries and museums excluded). Usually, art-
ists try to satisfy a double public: On the one hand, they try 
to satisfy the expectations of the constantly growing online 
audience; on the other hand, they do not neglect their output 
in the streets. Consequently, it seems to be a step of logical 
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consistency to assign online media a central role in (trans)
forming and (re)shaping the present street art world. My re-
ZLHYJO�OHZ�ZOV^U�[OH[�VUSPUL�WYHJ[PJLZ�KLÄUP[LS`��YL�ZOHWL��
YL[YVHJ[�HUK�YLJVUÄN\YL�VɊPUL�WYHJ[PJLZ��HUK�]PJL�]LYZH��0[�
PZ�UV[PJLHISL�¶�HUK�0�^V\SK�SPRL�[V�OPNOSPNO[�[OPZ�¶�[OH[�SVJHS�
Z[YLL[�HY[�WYHJ[PJLZ�JHUUV[�IL�HUHS`aLK�HKLX\H[LS`�^P[OV\[�
paying close attention to global conceptions and discourses 
MYVT�^P[OPU�[OL�Z[YLL[�HY[�^VYSK�Z�UL[^VYR��;OPZ�PZ�LZWLJPHSS`�
worth mentioning when talking about street art festivals and 
their negotiation of spatial appropriation, selection of site/
]LU\L� HUK� SLNHSPaH[PVU�� ([� [OL� ZHTL� [PTL�� P[� HWWSPLZ�^OLU�
elaborating on the formation or consolidation of a street art 
and urban art canon. Prospectively, this may be an impor-
[HU[�[VWPJ�VM�NLULYHS� PU[LYLZ[�¶�WYV]PKPUN�H�IYVHK�]HYPL[`�VM�
WVZZPISL��PU[LYKPZJPWSPUHY`�HWWYVHJOLZ�¶�[OH[�M\Y[OLY�YLZLHYJO�
projects, municipal discussions, and political debates can 
take up. Such a discussion, at the same time, requires that 
we directly address the present lack of critique and of pro-
MV\UK�JVU[L_[\HSPaH[PVU��

The overall idea or concept of a sustainable, creative and 
preferably globally oriented city should fall under the active 
responsibility of many heterogeneous actors. It should be 
PU[LNYH[LK� PU[V�H�ZVJPL[`�[OH[� MH]VYZ�WHY[PJPWH[PVU�¶�^P[OV\[�
VIZJ\YPUN�P[Z�V^U�LKP[VYPHS�TLJOHUPZTZ�VM�L_JS\ZPVU�¶�HUK�
[OH[�YLZWLJ[Z�KPɈLYLU[�VWPUPVUZ��3V]PUR���������5L]LY[OLSLZZ��
this can only be achieved if the underlying infrastructure 
complies with the requirements of a modern, open-minded 
and forward-looking society. Debates about spatial appro-
WYPH[PVU�� HK]LY[PZPUN�� SLNHS� YLZ[YPJ[PVUZ�� PUZ[P[\[PVUHSPaH[PVU��
domestication, censorship, the quest for freedom and pri-
]HJ �̀�HZ�^LSS�HZ�[OL�X\LZ[PVUPUN�VM�OPLYHYJOPLZ�¶�^OPJO�PU�[OL�
JVU[L_[�VM�[VKH`�Z�Z[YLL[�HY[�HYL�Z[PSS�[PLK�[V�[OL�MYHTL^VYR�VM�
[OL�WO`ZPJHS�JP[`�¶�OH]L�[V�IL�[YHUZMLYYLK�[V�[OL�UL[�Z���;OL�
current but decisive challenge for street artists will be to criti-
JHSS`�ZJY\[PUPaL�MHTPSPHY�JVU]LU[PVUZ��TLJOHUPZTZ�VM�JVU[YVS�
HUK�L_JS\ZPVU�^P[OPU�L_PZ[PUN���KL�JLU[YHSPaLK�UL[^VYR�Z[Y\J-
tures. 

The fact is that the net(s) and their central nodes are places 
of decision making which inevitably display the current (infra)
structures of power. Against this background it seems to be 
crucially important to no longer understand the internet as 
a tool, but as an inseparable part of our political, economic, 
social and cultural processes (Lovink, 2012). Walled gardens 
like Facebook, Twitter, Instagram and Google+, much like the 

PU[LYUL[�PU�NLULYHS��UV�SVUNLY�HYL�¶�HUK�WLYOHWZ�UL]LY�^LYL�¶�
a free infrastructure. Rather, the whole cultural, political, eco-
UVTPJ�HUK�LK\JH[PVUHS� SHUKZJHWL�PZ�Z[YVUNS`�PUÅ\LUJLK�I`�
its networking structures, its algorithms and its mechanisms 
of coordination. It seems to be no gesture of emancipation to 
KPZJVUULJ[� MYVT�JVTTLYJPHS�HUK�JLU[YHSPaLK�WSH[MVYTZ� SPRL�
Facebook. A much more promising approach lies in the us-
age of the internet and (yet available) online infrastructure; 
HUK�UV[�PU�P[Z�YLM\ZHS��3V]PUR���������(�ÄYZ[�Z[LW�TH`�IL�[V�\[P-
SPaL�MYLL�ZVM[^HYL�HUK�Z\WWVY[�VWLU�ZV\YJL�JVTT\UP[PLZ�[OH[�
have already brought into being initiatives like Diaspora, Ello, 
Lorea, Crabgrass and GNU Social (Lovink, 2012). The key 
point is that as critical thinking enters the level of networking, 
knowledge will be translated into code (Lovink, 2012: 96).

Notes

��:LL�+LY^HUa�������!�����������)HURZ �̀�OV^L]LY��PZ�[OL�\U-
KPZW\[LK�U\TILY�VUL�VM��THPUZ[YLHT��KHPS`�TLKPH��+LY^HUa��
2013: 153).
2 See Salman (2014) with reference to Schiller (2014).
3 See Dave the Chimp (2014).
4 See Lovink (2012) with reference to McDonald (2007) and 
Schreyach (2007).
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Introduction

Urban spaces are tangible material constructions and also 
intangible immaterial spheres, resulting from cultural ways 
of inhabiting and participating in the city. In addition to this, 
through subjective ideological representations, the city be-
comes an emotionally appropriated place, to live in, to enjoy, 
and to experience. Therefore, urban regeneration encom-
passes tangible and intangible goals.
Aesthetic and symbolic creative agents are increasingly 
PU[LY]LUPUN� PU�KPɈLYLU[�HJ[P]P[PLZ�HUK�KPTLUZPVUZ��^OPJO� PU-
clude connecting culture to economy to the urban space, 
and feeding the discussion of the potential of such multi-
party connections. This linkage may help explain the ratio-
nale behind the image of a city. Through territorial market-
ing, tourism promotes destination places as products, which 
may be helpful as a tool in devising and designing strategies 
[V�YL]P[HSPaL�\YIHU�OLYP[HNL��UHTLS`�OPZ[VYPJHS�I\PSKPUNZ�

In the presented case study presented here, the Porto AXA 
)\PSKPUN�VɈLYLK�VɈLYZ�ZVTL�PUZPNO[�PU[V�[OL�WV[LU[PHS�VM�\Y-
IHU�YL]P[HSPaH[PVU�Z[YH[LNPLZ��(U�HIHUKVULK�OPZ[VYPJHS�I\PSK-

ing, as architectural heritage, was subject to reuse. The main 
façade, windows and balconies were transformed into a 
vertical music hall, while the inside houses art galleries and 
L_OPIP[PVUZ�� ;OL� MVYTLY� PUZ\YHUJL� JVTWHU`� VɉJL� I\PSKPUN�
was converted into a multimedia cultural performance. Ad-
KP[PVUHSS �̀� [OPZ� [YHUZMVYTH[PVU� OHK� H� KVTPUV� LɈLJ[�� 6]LY-
looking the Porto main square, Avenida dos Aliados, and 
the historical building of the City Hall, the creative cultural 
YL\ZL�VWLYH[LK�VɈLYLK�H�ºISVVK�[YHUZM\ZPVU»�[V�[OL�KLJH`PUN�
ULPNOIVYPUN�HYLH�� YL]P[HSPaPUN� SVJHS�JVTTLYJL�HUK�JYLH[PUN�
new business opportunities. Experience-oriented projects 
have thrived within the city environment. Urban regeneration 
and cultural policies may become opportunities to build a 
TVYL� HJ[P]L� JP[PaLUZOPW� HUK� J\S[\YHSS`� Z\Z[HPUHISL� JP[ �̀� LU-
hancing the subjective dimension of the public space and 
public amenities.

���<YIHU�9LNLULYH[PVU�ZPUJL�[OL���[O�JLU[\Y`
The concept of urban regeneration became relevant in the 
19th century, during the industrial revolution, with the need 
[V�HKHW[�\YIHU�Z`Z[LTZ�[V�[OL�PUJVTPUN�KLTVNYHWOPJ�ÅV^�
of workers to the city. At the time, this originated urban sub-
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;OPZ�HY[PJSL�HKKYLZZLZ�[OL�PU[LYHJ[PVU�IL[^LLU�\YIHU�YLNLULYH[PVU�HUK�J\S[\YHS�WVSPJPLZ��7SHUUPUN�HUK�KL]LSVWPUN�\YIHU�[YHUZ-
MVYTH[PVU�TH`�MVZ[LY�WVZP[P]L�HUK�L_WLYPLUJL�KLZPNU�[OYV\NO�[OL�L_WLYPLUJL�LJVUVT �̀�[HYNL[PUN�H�JVOLZP]L�J\S[\YHS�UHYYH[P]L�
HUK�PKLU[P[ �̀�;OL�KPZJ\ZZLK�JHZL�Z[\K`�KPZJ\ZZLK�OLYL�JVUJLYUZ�[OL�YL\ZL�VM�[OL�(?(�)\PSKPUN�PU�[OL�OPZ[VYPJ�JLU[LY�VM�[OL�JP[`�
VM�7VY[V��PU�7VY[\NHS��HZ�HU�HS[LYUH[P]L�[V�JSHZZPJHS�PU[LNYH[LK�\YIHU�J\S[\YHS�WVSPJ`�HUK�[OL�WYVTV[PVU�VM�MYLL�HJJLZZ�K`UHTPJ�
SLPZ\YL�HJ[P]P[PLZ��0U�[OPZ�JHZL��[OL�YL\ZL�VM�H�OPZ[VYPJHS�I\PSKPUN�YLZ\S[LK�MYVT�H�O`IYPK�WYVQLJ[��*OHYHJ[LYPaLK�I`�M\ZPVU��[OL�
KLZPNU�JVTIPULK�\YIHU�YLOHIPSP[H[PVU��OLYP[HNL�JVUZLY]H[PVU�HUK�THPU[LUHUJL��J\S[\YHS�PUZ[P[\[PVUZ��LU]PYVUTLU[Z�HUK�L_WLYP-
LUJLZ��ZVJPHS�PU[LYHJ[PVU��YLJYLH[PVU��HUK�WYVNYHTZ�HPTLK�H[�PTWYV]PUN�[OL�X\HSP[`�VM�SPML�VM�IV[O�YLZPKLU[Z�HUK�]PZP[VYZ�

 
2L`^VYKZ!�Urban Creativity, Building Reuse, Cultural Sustainability, Experience Economy.
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urbia based communities, leading to the decline of urban 
center populations and consequently to a gradual decline 
and growing weaknesses on a social, economic and cultural 
level (Benévolo, 2001).

In the late 1920s, the International Congress for Modern Ar-
JOP[LJ[\YL��*0(4��PU�[OL�SH[L�� ��»Z�YLJVNUPaLK�[OL�ULLK�[V�
address the new reality of the urban center. It triggered an 
awareness of the role of preservation and conservation, as 
MVYTZ�VM�TVUL[PaPUN�\YIHU�OLYP[HNL��UHTLS`�OPZ[VYPJHS�I\PSK-
PUNZ��HUK�K\L�[V�[OLPY�YVSL�H[�KPɈLYLU[� SL]LSZ�¶�HYJOP[LJ[\YHS�
system, urban context, and the construction of identity.
In 1929, the second meeting of the association presented 
ZPNUPÄJHU[� HWWYVHJOLZ� [V� [OL� ZVJPHS� KPTLUZPVU� VM� [OL� KL-
sign process, seeking greater centrality for the human be-
ing in the development of interventional proposals. Between 
1931 and 1933 new conferences were held, culminating in 
the Charter of Athens. This document set the foundations 
and goals for urban and architectural intervention (De Fusco, 
1985). Later, following the destruction of European territories 
during World War II, it was necessary to rethink their struc-
[\YL�HUK�VYNHUPaH[PVU��HJJVYKPUN�[V�ZVJPHS��LJVUVTPJ��HUK�PU-
stitutional frameworks. The reconstruction process allowed 
contemporary needs and strategies to be addressed, by 
TV]PUN�WVW\SH[PVUZ�[V�TVYL�Ä[[PUN�HYLHZ��PU�ZLHYJO�MVY�IL[[LY�
and more sustainable living conditions, with better employ-
ability and safety, thus implying a change in the principles of 
urban planning. Post-war reconstruction witnessed serious 
social and economic problems, discussed in the Internation-
al Conference on Modern Architecture, which followed the 
Second World War (Benévolo, 2001). These meetings intro-
duced new urbanism and architecture, whose main concern 
was the city identity, in a new understanding of the network 
HUK�JVUULJ[PVUZ�KLÄUPUN�[OL�JVU[LTWVYHY`�X\HSP[`�VM�SPML�

;OL�YLSH[PVUZOPW�IL[^LLU�JP[PaLUZ�HUK�OV\ZPUN��[OL�̂ H`�\ZLYZ�
relate and react to the surrounding environment, the identity 
of a place and similar concepts were gradually inserted into 
political discourses, linked and developed in 1964 with the 
Charter of Venice (also known as the International Bill of Res-
toration) (Moutinho, 1999) and more recently with the New 
Charter of Athens in 2003, in the IV International Congress 
for Modern Architecture. Especially in the second half of the 
20th century, the traditional urban cultural attractions such 
as theaters, works of art and museums saw the addition of 

new features and other cultural resources not bound to a 
ZWLJPÄJ�SVJH[PVU��I\[�YH[OLY�MYLL�[V�ÅV �̂�TV]L�HUK�JOHUNL�
in a liquid reality (Bauman, 2001), such as cultural events, 
ZLSM�PKLU[P[`�HUK�[OL�YL]P[HSPaH[PVU�VM�OPZ[VYPJ�JLU[LY��(JJVYK-
PUN�[V�)H\THU��YLHSP[`�PZ�SPX\PK��Å\PK��]VSH[PSL��JOHYHJ[LYPaLK�
by uncertainty and insecurity and it opposes the rigid ‘solid 
TVKLYUP[`»� �)H\THU�� ������� PUMVYTLK� I`� U\TLYV\Z� TVYHS�
references, which were set aside and gave way to the logic 
of now, of movement. 

A paradigmatic example of this is the permanent revolution of 
historical centers, showcasing a relentless mutation/change. 
Urban interventions sought to re-insert these spaces in the 
urban fabric, by becoming qualifying factors for those urban 
centers, to the point of being requested by urban popula-
tions in small, medium and large cities. The urban space may 
be construed as the place for strangers to meet. According 
to Sennet (1978) this meeting has particular traits: there is 
no before or after meeting; the event has no past or future,  
there is no continuity to the story. In this sense, urban life 
requires a social activity the author calls civility. It is the abil-
ity to interact with strangers without using their strangeness 
against them. Bauman (2001) believes we live in a world with 
more urban spaces than civilian spaces.

Another perspective proposed by Trueman (cit. in Jay, 2006) 
Z\NNLZ[Z�HU�\YNLU[�ULLK� [V�HUHS`aL� [OL�\YIHU�ZWHJL�HZ�H�
brand, considering the wide variety of interested sponsors, 
for example, the local business community. According to 
this author, it is possible to examine the city as a brand, us-
PUN� JVU]LU[PVUHS� IYHUKPUN� [`WLZ� HUK� JVUZPKLYPUN� KPɈLYLU[�
Z[HRLOVSKLYZ�� ;OYV\NO� [OPZ� ZVY[� VM� WYVWVZP[PVUZ�� H� ZWLJPÄJ�
discourse may be set for the city, as a tourist, professional, 
and housing product, creating its very own identity. Kotler 
(Kotler et al. 1993) argues that in a global economy, each 
destination city competes with others in search for com-
mercial advantage. According to Kotler, places are in fact 
products, whose identities and values must be designed and 
marketed. Failing to adequately market a placeing means a 
risk of stagnation and economic decline.
In this sense the economic prosperity of a country, city or 
culture is directly linked to the mystique of a place - its heri-
[HNL��J\S[\YL��WLVWSL��HUK�P[Z�I\ZPULZZ�HUK�ÄUHUJPHS�Z`Z[LTZ��
They must all work together to create more sustainable poli-
cies and strategies.
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According to Gartner (1993), the destination image is formed 
I`� [OYLL� PU[LYYLSH[LK� JVTWVULU[Z!� JVNUP[P]L�� HɈLJ[P]L� HUK�
conative. The cognitive component is the set of beliefs and 
attitudes leading to an internally accepted image of attri-
I\[LZ��;OL�HɈLJ[P]L�JVTWVULU[�PZ�YLSH[LK�[V�[OL�TV[P]LZ�MVY�
choosing one destination instead of another. The conative 
component concerns the images developed during the cog-
UP[P]L�Z[HNL�HUK�L]HS\H[LK�K\YPUN�[OL�HɈLJ[P]L�Z[HNL��.HY[-
ner, 1993).

Destination image is crucial in the touristic decision making 
process because all decision making factors such as money, 
time or family are based on the image of each destination, 
PUÅ\LUJPUN�[OL�KLJPZPVU�THRLY»Z�TV[P]H[PVU��HUK�[OLPY�PU[LU-
tion to visit and to revisit a given destination (Stepchenkova 
& Mills, 2010).

;OL�PU[LYWYL[H[PVU�HUK�YLX\HSPÄJH[PVU�VM�HYJOP[LJ[\YHS�Z[Y\J-
tures is a creative exercise deeply connected to design prin-
JPWSLZ�� 9LKLZPNUPUN� YLKLÄULZ� ZWHJLZ� PU� ZWLJPÄJ� LU]PYVU-
TLU[Z�� PU� H� JYLH[P]L� MHZOPVU�� (JJVYKPUN� [V�4HUaPUP� ��������
as the limits of the planet become more clearer apparent, 
WLVWSL�ILNPU�[V�YLHSPaL�HUK�PU[LYWYL[�[OLT�ZWHJLZ�PU�KPɈLY-
ent ways (in terms of economy and also health) requesting 
new systems with more responsive resources. Thus, design 
presents an asset to society, urban planning and the local 
economy.

�����<YIHU�7VSPJPLZ�HUK�*YLH[P]P[`

Cultural approaches spread throughout many cities in Eu-
rope, encouraged in many cases by EU funding. The intro-
duction of urban cultural policy has been much slower than 
[OL�JVTTVKP[PaH[PVU�VM�\YIHU�J\S[\YL��6U�H�,\YVWLHU�SL]LS��
academic circles only began an explicit debate on this area 
in the 1990s. Bianchini and Parkinson (1993) A pioneering 
debate on the subject and with a collection of essays that 
explored a range of Western European cities and addressed 
[OL�LɈLJ[�VM�J\S[\YHS�WVSPJ`�PU�\YIHU�YLNLULYH[PVU��)PHUJOPUP�
��  ���PKLU[PÄLK�H�ZL[�VM�KPSLTTHZ�Z[PSS�YLSL]HU[�[VKH`!�ZWH[PHS�
dilemmas such as tensions between center and periphery 
�[OL� YPZR� VM� NLU[YPÄJH[PVU�"� LJVUVTPJ� KL]LSVWTLU[� KPSLT-
mas on whether to encourage production or consumptione; 
J\S[\YHS�ÄUHUJPUN�KPSLTTHZ��VU�^OL[OLY�[V�VɈLY�LWOLTLYHS�
support to events and festivals or to rather supporting per-

manent infrastructures. In order to solve these dilemmas, 
Bianchini advocates cultural planning, as alternative to tra-
ditional cultural policies which that are still grounded in aes-
[OL[PJ�KLÄUP[PVUZ�VM�J\S[\YL�HZ�HY[��)PHUJOPUP���   ��W������

The discourse on cities touches on social inclusion, perform-
PUN� HY[Z�� \YIHUPZT�� LJVUVTPJZ�� J\S[\YL�� HUK� PUUV]H[PVU� ¶� ��
including the ability to implement intersecting interventions 
IL`VUK�VSK�KPJOV[VTPLZ�HUK�JVUÅPJ[Z�PU�[LYTZ�VM�ÄLSKZ�HUK�
forms of action: economy vs. culture, public vs. private, 
ephemeral vs. permanent, local vs. global. Due to an inter-
esting political repercussion, cities are allowed to rehearse 
political, institutional, and governing solutions that are repre-
sent creative and innovative means to deal with new urban 
YLHSP[PLZ�HUK�[OL�KPɉJ\S[PLZ�VM�TVZ[�VM�[OL�[YHKP[PVUHS� MVYTZ�
of performance forms (Costa et al., 2007). Discussions on 
cultural planning have evolved with the urban cultural policy 
debate, partly because of its more ambitious and holistic na-
ture. A consequence of this is that the culture approach in 
the scope of urban policy tends to be made in purely func-
[PVUHS�[LYTZ��PUZ[LHK�VM�WYPVYP[PaPUN�[OL�X\LZ[PVU�VM�^OH[�J\S-
ture can add to the economy.
(JJVYKPUN�[V�3VYLU[aLU����� ��KYH^Z�VU�[OL�JVUJLW[�VM�[OL�
experience economy, created by Pine and Gilmore (1999), 
to argue that , cities can progress, drawing on and he be-
lieves that the economy is not just based on culture, enter-
tainment or tourism, or even the cultural and creative indus-
tries, but also on local services (restaurants, the wellbeing 
industry, etc.). Therefore, territorial development requires a 
JV�SVJHSPaH[PVU�VM�[OL�JVUZ\TW[PVU�L_WLYPLUJL�^P[O�WYVK\J-
tion, to the extent that it invites people to enjoy and spend 
their money both as residents and as visitors and tourists 
�3VYLU[aLU����� ��

The convergence between culture and economy in the urban 
context has increased since the 1990s with the expansion 
of city marketing techniques and city branding strategies. 
Identifying the city as a branded product allows the recogni-
[PVU�VMaPUN�HU�VYNHUPaLK�JYVZZ�Z`Z[LT�VM�NVVKZ�HUK�ZLY]PJLZ�
MVY�JP[PaLUZ�HUK�]PZP[VYZ�[V�HWWYLJPH[L��0U�VYKLY�[V�LUZ\YL�[OH[�
\YIHU�J\S[\YHS�WVSPJPLZ�TH_PTPaL� [OLPY� YVSL� PU� ZOHWPUN�JVU-
temporary cities, the mandate of cultural policy must be 
further expanded in a way that addresses the complex and 
multifaceted nature of urban culture. Bianchini (1999) sug-
gests that this can only happen through a radical change in 
our understanding of how to plan and develop city policies: 
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¸>OH[�\YIHU�WSHUULYZ�HUK�WVSPJ`�THRLYZ�ULLK�[VKH`�PZ�WLY-
haps the creativity of artists. This is the creativity of being 
HISL�[V�Z`U[OLZPaL"�[V�ZLL�[OL�JVUULJ[PVUZ�IL[^LLU�[OL�UH[-
ural, social, cultural, political and economic environments, 
HUK�[V�NYHZW� [OL� PTWVY[HUJL�UV[�VUS`�VM� ºOHYK»�I\[�HSZV�VM�
ºZVM[»�PUMYHZ[Y\J[\YLZ��;OL�RUV^SLKNL�VM�OV^�[V�\ZL�ZVM[�PU-
fra-structures [daily routines of working and playing, rituals 
SVJH[PVU�� HTIPLUJLZ� HUK� H[TVZWOLYLZ�� WLVWSL»Z� ZLUZL� VM�
ILSVUNPUND� PZ� JY\JPHS� MVY� Z\JJLZZM\S� WVSPJ`� PTWSLTLU[H[PVU¹�
(Bianchini, 1999,  pp. 42-43) .
*P[PLZ�YLX\PYL�H�TVYL�OVSPZ[PJ�HUK�ÅL_PISL�\UKLYZ[HUKPUN�VM�
cultural policy, combining the sphere of the arts with the 
economic, political, social, educational and environmental 
spheres of cities. Cities house skilled workers, infrastructure 
�J\S[\YHS�MHJPSP[PLZ���ZWLJPHSPaLK�ZJOVVSZ��THQVY�J\S[\YHS�L]LU[Z��
and transportation facilities. This means that they can meet 
[OL�ÅL_PIPSP[`�YLX\PYLTLU[Z�VM�[OL�UL^�LJVUVT`�HUK�[OL�̧ JYL-
H[P]L�JP[ �̀¹��H�[LYT�JVPULK�I`�)PHUJOPUP�HUK�3HUKY`�PU��  ���
According to these authors, creativity arises as an alternative 
to instrumental thinking.

The dominant intellectual traditions shaping urban policies 
are deeply rooted in instrumental, rational, and analytical 
thinking. Bianchini and Landry (1995). The authors describe 
OV^�JYLH[P]L�[OPURPUN�PZ�H�^H`�[V�HIVSPZO�PUÅL_PISL�WYLQ\KPJL�
and to address complex phenomena that cannot always be 
dealt with in a strict logical way. Genuine creativity involves 
thinking about new problems by adopting as main principles 
experimentation, originality, and the ability to rewrite rules; 
[V�IL�\UJVU]LU[PVUHS"��[V�ÄUK�JVTTVU�NYV\UKZ�PU�ZLLTPUNS`�
JVUÅPJ[PUN�HYLHZ"� [V� SVVR�H[�ZP[\H[PVUZ� SH[LYHSS`�HUK�ÅL_PIS �̀�
These ways of thinking and acting encourage innovation 
and generate new possibilities. In this sense, according to 
)PHUJOPUP�HUK�3HUKY`���  ����JYLH[P]P[`�PZ�H�¸TVKLYUPZ[¹�JVU-
cept, defending progress, novelty, and relentless change 
(1995).

�����;OL�7VY[\N\LZL�*HZL

In Portugal, the evolution of urban policies did not keep up 
^P[O�[OL�JV\U[Y`»Z�WYVJLZZ�VM�\YIHUPaH[PVU�WYVJLZZ�
;OL�SH[L�\YIHUPaH[PVU��ZLJVUK�OHSM�VM�[OL���[O�JLU[\Y`��HJJLS-
erated, leading to serious imbalances in the territory. These 
PTIHSHUJLZ� HUK� KPZX\HSPÄJH[PVUZ� HYL� ^LYL� K\L� [V� [OL� HI-
sence of territorial planning policies, caused by an unfavor-

able political context. While in Europe, territorial and urban 
planning met its heyday between 1929 and 1979, according 
to Ferreira (2004), Portugal faced dictatorship (1926-74) and 
revolution (1974), which resulted in setbacks regarding in the 
planning system.

The national territorial planning system began in the 1970s 
with various regulatory instruments such as the General Ur-
IHUPaH[PVU�7SHUZ��� ����VY�HUK�[OL�3H^�VM�3HUK�4HUHNLTLU[�
(1976). However, the goals and guidelines of the various 
plans could only be met in 1998, with the Law of Land Man-
HNLTLU[� HUK�<YIHUPZT� �3)6;<�¶� 3LP� KL�)HZLZ�KV�6YKL-
namento do Território e do Urbanismo), which integrated all 
territorial management tools in a hierarchical system based 
on principles such as coordination, compatibility, equity and 
participation (Ribeiro et al., 2012). Concerning the city, this 
trend is even more evident, as programs with regulatory 
character, such as the Municipal Master Plan, shift to stra-
tegic and collaborative sector programs, such as the Part-
nerships for Urban Regeneration, a tool of city policy regu-
lated under the Regional Operational Programs of the QREN 
(2006-2013). According to Domingues (2003), until the end 
VM� [OL��  �»Z�� [OL�7VY[\N\LZL�\YIHU�WVSPJPLZ�^LYL� ZJHYJL��
\UKLY�ÄUHUJLK�� HUK� KPZJVUULJ[LK� HTVUN� MYVT� IV[O� LHJO�
other and from the various levels of government.

The POLIS XXI Cities Policy openeds a new cycle for urban 
WVSPJPLZ��YLJVNUPaPUN�[OH[�[OL�KL]LSVWTLU[�VM�[OL�JV\U[Y`�PZ�
was directly linked to the role of cities as competitive plac-
LZ�MVY�JP[PaLUZOPW�HUK�X\HSP[`�VM�SPML"��[OH[�H�NVVK�JP[`�WVSPJ`�
should develop surrounding areas;, and that the implemen-
tation of this policy should be sustained in cooperation with 
urban actors such as municipalities, associations, and com-
panies (Ribeiro et al., 2012). This was a milestone in urban 
WVSPJPLZ�� PU[YVK\JPUN� PTWVY[HU[� PUUV]H[PVUZ�� ;OL� ÄYZ[� VUL�
was to extend the interventions made in the historic centers 
to other areas of the city and even its outskirts. A second in-
novation was the combination of several dimensions: physi-
cal interventions to transform cities into areas of social cohe-
sion, economic competitiveness and environmental quality 
(Conde and Resende, 2007: p.55). The third aspect was the 
promotion of forms of governance based on public partici-
pation and partnerships with various actors/ urban agents 
(Ribeiro et al., 2012). In this regard, partnerships with various 
actors allowed the growth of cultural and artistic communi-
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ties, which contributed to the regeneration of urban space. 

<YIHU� YLUL^HS� HUK� YL]P[HSPaH[PVU� [OYV\NO� J\S[\YL� PZ� NYV^-
ing in Portugal. However, it is associated with an increased 
understanding of the relationship between culture and 
more conventional techniques, such as spatial economic 
KL]LSVWTLU[�� HUK� [OL� WSHUUPUN� HUK� YL]P[HSPaH[PVU� VM� I\PSK-
PUNZ�HUK�ZWHJLZ��;OL�[YHUZMVYTH[PVU�JHYYPLK�V\[�PU�[OL�ÄYZ[�
Portuguese cities proved that culture is an economic motor, 
through physical facilities such as theaters, parks, gardens 
and movie theatres. However, for these spaces to be expe-
rienced and felt as part of a collective culture, as new public 
spaces, there is still a long way to go.

Political power in Portugal, regardless of philosophical incli-
nations, has come to allow some autonomy to the cultural 
ground. Since 1995, public cultural policy has had a tradi-
tional attitude, understanding culture as a world view. Ac-
cording to Silva (1997: p. 44), public policies in the cultural 
ÄLSK�HYL�PUKPZWLUZHISL�HUK�T\Z[�PUJYLHZPUNS`�PUJVYWVYH[L�LS-
ements of stimulation and co-responsibility of the plurality of 
actors and interests expressed in the so-called civil society.

���*HZL�:[\K`!�[OL�7VY[V�(?(�)\PSKPUN

This century witnessed an increase in building restoration 
HUK�[OL�YLX\HSPÄJH[PVU�VM�\UKLYWVW\SH[LK�JP[`�HYLHZ�[OYV\NO�
historic preservation. Rehabilitation has become a research 
object for engineering, architecture and design. In Portugal, 
economic concerns and ecologically sustainable develop-
ment fostered the adaptive reuse of historic buildings, and 
[OL�Z\IZLX\LU[�YLX\HSPÄJH[PVU�VM�VSK�\YIHU�JLU[LYZ��YLZ\S[PUN�
in economic restructuring.

*SHZZPÄLK�HZ�H�>VYSK�/LYP[HNL�:P[L� PU��  ��� [OL�\YIHU�OPZ-
toric center of Porto progressively concentrated service in-
K\Z[YPLZ�� JVTTLYJL�� IHURPUN�� HUK� PUZ\YHUJL� OLHK�VɉJLZ��
Z\ɈLYPUN� MYVT�OPNO� [YHɉJ� �]VS\TL��WVSS\[PVU�� [OL�KLNYHKH-
tion of buildings, streets, and roadways, the loss of identity, 
and a growing exodus of the resident population exodus. 
+LZLY[PÄJH[PVU�OHK�H�ZPNUPÄJHU[�ZVJPVLJVUVTPJ� PTWHJ[��;V�
face it, and the increasing patrimonial degradation, the built 
landscape was object of subject to rehabilitation works. Al-
though important for the new city dynamics, the most rel-
evant element for change was the adaptive reuse of the AXA 
Building, which became a benchmark in the urban space 

and cultural life of downtown Porto.

Near the Porto City Hall, the AXA building is a seven - sto-
YL`�I\PSKPUN�^P[O�ÄM[`�YVVTZ�HUK�V]LY�������ZX\HYL�TL[LYZ��
The building, is the property of the AXA insurance compa-
ny. It is now a core element in the new urban space syn-
[H_�� PU�H�JVU[L_[�VM� PU[LUZL�\YIHU�K`UHTPJZ��[V\YPZ[PJ�ÅV^Z�
and leisure and cultural activities. The AXA Building is cur-
YLU[S`�[OL�OLHKX\HY[LYZ�VM�[OL�¸�¡�(]LUPKH¹���Z[�(]LU\L���HU�
Economic and Social Development Project of Downtown 
Porto, sponsored by the local authorities. In addition to in-
stitutional partnerships, the cultural intervention showcases 
works from young artists and curators, in artist-in-residence 
WYVNYHTZ��HUK�PUJS\KLZ�H�WYVMLZZPVUHS�KHUJL�ZJOVVS��¸)HS-
SL[LH[YV¹��� ;OL� ZWHJL� PZ�KP]PKLK� PU�V]LY� �� ÅVVYZ�^P[O�TVYL�
than 50 rooms hosting cultural activities, especially exhibi-
tions and music concerts. The AXA Building established a 
symbiotic environment, combining informality and interactiv-
ity with visitors. The reuse of the AXA Building contaminated 
cascaded to the surrounding area, disseminating meeting 
spots, smaller performances and audiences, and promoting 
memorable events for locals and tourists. It translated into 
a metamorphosis of the economic landscape of the city, by 
enhancing entertainment, experiences and memories, by of-
fering the building and the city a second life supported by art 
HUK�J\S[\YL��HUK�I`�PTWYV]PUN�[OL�YLZPKLU[Z»�^LSS�ILPUN�HUK�
quality of life.

Cultural sustainability is an essential dimension in the repre-
sentational and symbolic domain. In a city with high-quality 
museums and art galleries, a new center of attraction served 
by a vast network of public transport, and catering and ac-
commodation establishments, creates a cultural and leisure 
epicenter, promoting a larger shopping complex, and im-
proving the city experience: 

participation in leisure activities has been assumed to in-
crease subjective wellbeing. Leisure is important because 
it is more under personal control than other sources of life 
ZH[PZMHJ[PVU¹��)YV^U�L[�HS�������!�������
Hence, cultural spaces should be experienced and embod-
ied in the experience of local population as social spaces 
and, positive sources of life satisfaction. They should be liv-
ing spaces inspiring a common understanding of the place, 
performing as unifying elements and helping to form a public 
identity, ownership, freedom and responsibility.
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*VU[LTWVYHY`�\YIHU�[V\YPZT�OHZ�HSZV�KP]LYZPÄLK� MYVT�OPZ-
torical, patrimonial tourism, and it is now based on targeting 
stimulating life-pulsing urban landscapes, exhilarating ex-
periences and meaningful recollections. Traditionally, urban 
[V\YPZT�JLU[LYZ�VɈLYLK�[OL�WVZZPIPSP[`�[V�JVTIPUL�ZOVWWPUN��
sightseeing, and leisure activities. Now, in addition to the 
fascination with the historical benchmarks of monuments 
and architecture, there are new aesthetic factors: lifestyles, 
quotidian routines and atmospheres. In a recent study, a 
positive association was found between participation in 
sport, heritage and active-creative leisure activities, and life 
satisfaction but not between participation in popular enter-
tainment, theatre hobbies and museum/galleries (Brown at 
al., 2015). This is paramount to understanding the new urban 
market for tourism and leisure, based on improved upgraded 
attractions, events and environment, considering the city as 
a source of wellbeing, positive emotions and higher life sat-
isfaction.

The economic ecosystem of the downtown Porto received 
H� ºISVVK� [YHUZM\ZPVU»� MYVT�[OL�(?(�I\PSKPUN�� YL]P]PUN�H�KL-
JSPUPUN�Z`Z[LT��;OL� PUJYLHZL�VM� PU�YL]LU\L�HUK�[OL�VɈLY�VM�
a diverse, and unique experience occurs in a dynamic rela-
[PVUZOPW�^P[O�V[OLY�WLVWSL�HUK�VIQLJ[Z��^P[O�[OL�PUÅ\LUJL�VM�
multiple contextual factors and that boost the quality of the 
PUKP]PK\HS�L_WLYPLUJL��(SS�ULPNOIVYPUN�Z[YLL[Z�^LYL�HɈLJ[LK��
and the city experience was revalued. Although prices have 
increased, so have the number of visitors and residents, at 
H�ºNSVJHS»�ZJHSL��^P[O�SVUNLY�^VYRPUN�OV\YZ�PU�UL^�LZ[HISPZO-
ments such as bistro-restaurants, second-hand boutiques 
and guesthouses.

;OLYL�^HZ� H� KVTPUV� LɈLJ[� WYVTW[LK� I`� [OL� YL\ZL� VM� [OL�
Porto AXA building. It is an iconic building for the new urban 
paradigm in which the interaction between buildings and ur-
ban space triggers momentous experiences, attracting new 
clientele all -year round and promoting the use and enjoy-
ment of public spaces. In the 21st century, government, local 
H\[OVYP[PLZ��HUK�[OL�WYP]H[L�ZLJ[VY�JVTIPUL�M\UKPUN�LɈVY[Z�[V�
promote memorable experiences through culture, with dar-
ing events and seemingly impromptu public concerts, using 
the static urban city and architecture as a stage.

;OL�JP[`�HWWLHSZ�[V�[OL�Ä]L�ZLUZLZ��[V�WLYJLW[PVU�HUK�LTV-

[PVU��HZ�H�ºZRPU»�[V�^LHY�HUK�LUQV �̀�HUK�HZ�H�WSHJL�[V�YL]PZP[��
re-experiment, and re-create. The Porto AXA Building is a 
socially relevant space of cultural intervention. It is not de-
WSL[LK�I`�Z[Y\J[\YHS� SPTP[H[PVUZ� ��VU� [OL�JVU[YHY �̀� P[� PZ� ÄSSLK�
with a series of cultural activities, exhibitions of emerging 
artists, and music concerts on the building façade stage 
overlooking the City Hall.

>L�PUJYLHZPUNS`�KLZPYL�H�UL^�RPUK�VM�ZWHJL�¶��H[�[OL�ZHTL�
time no place and every place, nothing and everything, as 
little as possible in expression, and as much as possible 
PU�WV[LU[PHS�HUK�]HYPH[PVU�¶� "�H�ZWHJL� [OH[�JHU�Ä[��^P[O� ML^�
resources, our future existence. Physical spaces require a 
versatile language that does not limit their possibilities. The 
repeated experience of enjoyment and circulation through 
KPɈLYLU[�ZWHJLZ�HUK�[OLPY�YL�\ZL�NLULYH[LZ�H�K`UHTPJ�Z[PT\-
lation of the senses. In fact, participation in leisure activities, 
which are active and promote social interaction, has been 
assumed asserted to increase subjective wellbeing. To insist 
on this dynamic reconstruction/reuse of social space allows 
\Z�[V�WVSP[PJPaL�[OL�ZWHJL�P[ZLSM��ILJH\ZL�P[!�
allows representativeness, transforming power and subject 
entity (not just object identity) to the local community, be-
MVYL�[OL�OLNLTVUPJ�ZPNUPÄJHU[�MVYJL�������VM�[OVZL�̂ OV�KLZPNU��
ÄUHUJL�HUK�HKTPUPZ[LY�\YIHU�ZWHJLZ� MVY�W\ISPJ�\ZL¹� �)HSP-
brea, 2003: p.50).

;OL�(?(�)\PSKPUN�WYVQLJ[�LZ[HISPZOLK�H�Å\PK�IVUK��KPZJ\Y-
sively constructed with the glocal community, who haves 
become a protagonist of the meaning of the identity associ-
ated to with the space. According to Ribeiro (1998), it is pos-
ZPISL�[V�JYLH[L�ZWHJLZ�MVY�H�JVTT\UP[`�[V�PKLU[PM �̀�YLJVNUPaL�
HUK�YL]P[HSPaL�[OYV\NO�º^VYRZ�VM�J\S[»� [HRPUN�WSHJL��HUK�HJ-
cording to this author, that is the ultimate purpose of design. 

Conclusion

The importance of culture, cultural policies, and creativity for 
urban regeneration has been playing played a very important 
YVSL�PU�WVSPJ`�THRPUN�MVY�[OL�JP[PLZ�ZPUJL�[OL��  �»Z��0[�HSSV^Z�
the emergence of the so-called cultural districts or cultural 
X\HY[LYZ�� VM[LU� KLÄULK� HZ� JYLH[P]L� JS\Z[LYZ�� ILJH\ZL� [OL`�
constitute local-scale industries and economies.

;OPZ�HY[PJSL�YLÅLJ[Z�[OL�ULLK�[V�YLJVYK�MVY�[OL�M\[\YL�[OH[�\Y-
ban regeneration also happens through spaces of imagina-
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tion, of surprise, of collective expression, and by emancipat-
ing places, as in the case of the Porto AXA Building. This 
return of the human senses to the city was explored by cul-
tural mediation and more precisely by cultural agents. They 
YLJVNUPaLK�UL^�MLH[\YLZ�HUK�UL^�K`UHTPJZ�PU�ZWHJLZ�[OH[�
the urban fabric had been unable to appropriate and return 
to the public and individual sphere. They kept in mind the 
importance of leisure as a source of life satisfaction that is 
more under personal control, and envisioned motivation as 
the driving force behind all behavior.

Considering tourism, cultural interventions can also be seen 
as instrumental for destination image and motivation, be-
cause what drives a tourist to visit a particular destination 
is very critical for cities that are not country capitals, as in 
the case of Porto. By abolishing the hindering conventions 
concerning private and public, what is culturally consecrated 
and what is not (consecrated), such reuse may be regarded 
as a form of resistance to a symbolic strict symbolic order, 
aiming at improving the quality of life in the city, impacting on 
[V\YPZ[� ZH[PZMHJ[PVU� HUK� YL]PZP[PUN� PU[LU[PVU��^P[O� ZPNUPÄJHU[�
managerial implications for destination marketing managers.

;OPZ�JHZL�Z[\K`�Z\NNLZ[Z� [OH[� [OL�JVSVUPaH[PVU� MVY�J\S[\YHS�
purposes of a space mediated by creative culture may en-
hance the appreciation of heritage, the and public participa-
tion in the process of cultural creation, and may also have a 
KVTPUV�LɈLJ[�VU�\YIHU�YLNLULYH[PVU��;OPZ�OHZ�PTWSPJH[PVUZ�
for policy makers and leisure service providers, especially 
those associated with heritage recreation. Economic mea-
sures should be considered alongside subjective wellbeing 
measures, such as life satisfaction.

Although this article is not focused on cultural democracy 
and cultural reception, nor on shortening the distance be-
tween creation and reception, the author hopes to inspire 
W\ISPJ�HUK�WYP]H[L�PUZ[P[\[PVUZ�I`�ZOV^PUN�[OH[�[OL�YLX\HSPÄ-
cation of urban abandoned buildings may be a tool for com-
munication and the promotion of image, identity, and brand. 
;OPZ� JHU� MVZ[LY� [V\YPZ[Z»� OHWWPULZZ� HUK� PTWYV]L� J\Z[VTLY�
satisfaction, which lead to increased customer loyalty, higher 
WYVÄ[HIPSP[ �̀�HUK�NYLH[LY�THYRL[�ZOHYL��HSVUNZPKL�[OL�NLULYH-
tion of better goods and services and enhanced subjective 
wellbeing. In short, it brings better living conditions in a more 
sustainable economy.
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Introduction

Once relegated to subway trains, abandoned buildings, and 
seemingly inaccessible areas of the urban landscape, street 
art has emerged in recent years as a critical element in politi-
cal commentary on current events. This is in no small part 
K\L�[V�[OL�\UWYLJLKLU[LK�YPZL�VM�)HURZ �̀�H�¸^YP[LY¹�MYVT�[OL�
English city of Bristol whose anonymity, ubiquity and cre-
ativity have garnered him an international following among 
[OL�HY[�LZ[HISPZOTLU[�HUK�[OL�NLULYHS�W\ISPJ��)HURZ`»Z�]PZ\HS�
commentary on contemporary social and political concerns 
has taken many forms and his fame, public validation, and 
commercial success have helped pave the way for other 
street artists to emerge as key players in the global art mar-
RL[�¶�[OL�ZV�JHSSLK�¸)HURZ`�LɈLJ[�¹��;OPZ�PUJYLHZLK�W\ISPJP[`�
and market for street art can be seen as a positive result of 
[OL�)HUZR`�LɈLJ[��I\[�JYP[PJZ�OH]L�HYN\LK�[OH[�[OL�WVW\SHYP[`�
VM�)HURZ`»Z�^VYR�LUJV\YHNLZ�[OL�HKVW[PVU�VM�H�ZPTPSHY�]PZ\HS�
Z[`SL�HUK�OHZ�SLK�[V�HU�V]LY�JVTTLYJPHSPaH[PVU�VM�[OL�NLUYL��
;OPZ� HY[PJSL� Z\TTHYPaLZ� [OL� JVUJLW[� VM� [OL�)HURZ`� LɈLJ[��
positions the term as a tool for critical discourse about street 
HY[��HUK�\ZLZ�[OL�JVUJLW[�HZ�H�SLUZ�[OYV\NO�^OPJO�[V�HUHS`aL�

three examples in the Middle East and North Africa: street 
art in the Palestinian territories; street art produced in Cairo 
during and after the revolution of 2011; and the Djerbahood 
project in Tunisia. The conclusion of this analysis is that the 
)HURZ`�LɈLJ[�JHU�IL�MLS[�PU�IV[O�WVZP[P]L�HUK�ULNH[P]L�^H`Z�
in the rise of street art in the MENA region.

���;OL�)HURZ`�,ɈLJ[
The pseudonymous English street artist Banksy has become 
a cultural phenomenon in the two decades or so since he 
emerged onto the art scene in the 1990s. His well-crafted, 
stenciled works of street art provide satirical commentary on 
contemporary politics and social issues, or just on life itself, 
in ways that are somewhat enigmatic, leaving the viewer to 
complete their meaning. Speaking of his early time bombing 
walls in the Barton Hill district in the English city of Bristol, 
Banksy has described the evolution of his signature stencils. 
Describing an incident in which the British Transport Police 
HYYP]LK�VU�[OL�ZJLUL�HZ�)HURZ`�HUK�V[OLY�NYHɉ[P�HY[PZ[Z�^LYL�
painting a train, the artist recalls hiding from the police under 
a truck: 

 

;OL�¸)HURZ`�,ɈLJ[¹�HUK�:[YLL[�(Y[�PU�[OL�4PKKSL�,HZ[

Sabrina DeTurk
Zayed University, College of Arts and Creative Enterprises, 
Dubai, United Arab Emirates
 

Abstract

;OL�,UNSPZO�Z[YLL[�HY[PZ[�RUV^U�HZ�)HURZ`�OHZ�PU�YLJLU[�`LHYZ�ILJVTL�HU�PTWVY[HU[�ÄN\YL�PU�[OL�JVU[LTWVYHY`�HY[�^VYSK��
NHYULYPUN�IV[O�JYP[PJHS�HJJSHPT�HUK�JVTTLYJPHS�Z\JJLZZ�^P[O�OPZ�^VYR��;OL�¸)HURZ`�LɈLJ[¹�PZ�H�[LYT�JVPULK�[V�KLZJYPIL�[OL�
PUJYLHZLK�PU[LYLZ[�PU�Z[YLL[�HY[�[OH[�OHZ�LTLYNLK�PU�[OL�^HRL�VM�)HURZ`»Z�WVW\SHYP[ �̀�(S[OV\NO�[OL�)HURZ`�LɈLJ[�PZ�UV[�\UP]LY-
ZHSS`�HWWSH\KLK��P[�VɈLYZ�H�\ZLM\S�SLUZ�[OYV\NO�^OPJO�[V�JVUZPKLY�[OL�LTLYNLUJL�VM�Z[YLL[�HY[�HZ�H�TLHUZ�VM�WVW\SHY�L_WYLZZPVU�
PU�[OL�4PKKSL�,HZ[�HUK�5VY[O�(MYPJH��4,5(��YLNPVU��;OPZ�WHWLY�JVUZPKLYZ�[OYLL�WSHJLZ�PU�^OPJO�Z[YLL[�HY[�OHZ�ILLU�PU[LU[PVU-
HSS`�KLWSV`LK�HZ�H�]LOPJSL�VM�WVSP[PJHS�WYV[LZ[�VY�HZ�H�TLHUZ�[V�NLULYH[L�[V\YPZT�PU�[OL�MHJL�VM�WVSP[PJHS�\UYLZ[!�Z[YLL[�HY[�PU�[OL�
7HSLZ[PUPHU�[LYYP[VYPLZ"�Z[YLL[�HY[�PU�,N`W[��WHY[PJ\SHYS`�*HPYV"�HUK�[OL�+QLYIHOVVK�WYVQLJ[�PU�;\UPZPH��(�IYPLM�KPZJ\ZZPVU�VM�[OL�
^H`�PU�^OPJO�Z[YLL[�HY[�PZ�JYLH[LK�HUK�YLJLP]LK�PU�LHJO�WHY[PJ\SHY�HYLH�PZ�WYV]PKLK��MVSSV^LK�I`�ZVTL�VIZLY]H[PVUZ�VU�OV^�[OL�
)HURZ`�LɈLJ[�TH`�IL�H[�WSH`�PU�[OH[�WHY[PJ\SHY�JVU[L_[��;OL�WHWLY�JVUJS\KLZ�[OH[�[OL�PKLH�VM�[OL�)HURZ`�LɈLJ[�OHZ�YLSL]HUJL�
PU�KPZJ\ZZPVUZ�VM�Z[YLL[�HY[�PU�[OL�4,5(�YLNPVU�HUK�[OH[�IV[O�[OL�WVZP[P]L�HUK�ULNH[P]L�HZWLJ[Z�VM�[OL�)HURZ`�LɈLJ[�HYL�ZLLU�
PU�[OL�YLNPVU�

 
2L`^VYKZ!�:[YLL[�(Y[��<YIHU�(Y[��)HURZ �̀�.YHɉ[P��4PKKSL�,HZ[��5VY[O�(MYPJH
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(Z�0� SH`�[OLYL�SPZ[LUPUN�[V�[OL�JVWZ�VU�[OL�[YHJRZ��0�YLHSPaLK�
I had to cut my painting time in half or give it up altogether. 
I was staring straight up at the stenciled plate on the bot-
[VT�VM� [OL� M\LS� [HUR�^OLU� 0� YLHSPaLK� 0�JV\SK� Q\Z[�JVW`� [OH[�
style and make each letter three feet high (Ellsworth-Jones, 
2013b: n.p.).

However, he has also acknowledged the particular political 
power of the stencil style, stating that: 

(Z�ZVVU�HZ�0�J\[�T`�ÄYZ[�Z[LUJPS�0�JV\SK�MLLS�[OL�WV^LY�[OLYL��
0�HSZV� SPRL� [OL�WVSP[PJHS�LKNL��(SS�NYHɉ[P� PZ� SV^�SL]LS�KPZZLU[��
I\[�Z[LUJPSZ�OH]L�HU�L_[YH�OPZ[VY �̀�;OL`»]L�ILLU�\ZLK�[V�Z[HY[�
YL]VS\[PVUZ�HUK�[V�Z[VW�^HYZ�(Ellsworth-Jones, 2013b: n.p.).

In addition to his street works, Banksy also gained notoriety 
for the museum interventions that he performed occasionally 
for several years, beginning in 2003 with his insertion into a 
gallery of the Tate Britain an altered painting of an English 
landscape which he titled Crimewatch UK has Ruined the 
Countryside for All of Us. These incursions into the muse-
um space share themes with his street art in their tongue-
in-cheek questioning of authority, presentation of multiple 
avenues for interpretation and their subversion of popular 
L_WLJ[H[PVUZ�MVY�PTHNLZ�HUK�[L_[��)`�IV[O�\[PSPaPUN�HUK�KL-
Z[HIPSPaPUN� [OL�T\ZL\T�LU]PYVUTLU[�� [OLZL�^VYRZ� JHSS� PU[V�
X\LZ[PVU�H�ZWLJPÄJ�RPUK�VM�H\[OVYP[`!�[OH[�VM�[OL�HY[�LZ[HISPZO-
ment itself. Banksy continually walks the line between join-
ing and rejecting that establishment. His choice of the street 
as the primary location for his imagery and the sarcasm he 
displays toward cultural authority suggest a wholesale rejec-
[PVU�VM�[OL�¸^OP[L�IV_¹�VM�[OL�NHSSLY �̀�

Yet Banksy also employs art market strategies such as the 
creation and retailing of prints and multiples and mounts his 
own exhibits to sell his work. In so doing, he embraces, or at 
SLHZ[�ÅPY[Z�^P[O��[OL�Z[Y\J[\YL�VM�[OL�JVU[LTWVYHY`�HY[�^VYSK�
and the expectations of its patrons. When Banksy mounted 
OPZ������KLI\[�L_OPIP[PVU�¸)HYLS`�3LNHS¹�PU�3VZ�(UNLSLZ��OL�
created a spectacle that rivaled those of international art 
fairs and that attracted a similar set of well-heeled visitors 
from the arts and entertainment industries (Wyatt, 2006).. 
That the show also attracted its share of street artists and 
MHUZ�VM�)HURZ`»Z�Z[LUJPSLK�NYHɉ[P�OPNOSPNO[Z�[OL�JVTWSL_P[`�
of his work and its impact.

While continuing to produce street art in England and 
HIYVHK�� [OYV\NOV\[� [OL� ÄYZ[� KLJHKL� VM� [OL� ��Z[� JLU[\Y`�
Banksy also built a thriving studio practice, creating prints 
and canvases that have skyrocketed in value over the years. 
His altered Damien Hirst painting, Keep it Spotless, sold at 
H�JOHYP[`�H\J[PVU�PU�-LIY\HY`������MVY������TPSSPVU�¶�H�YLJVYK�
MVY�[OL�HY[PZ[��;OPZ�OPNO�WYPJL�^HZ�\UKV\I[LKS`�PUÅ\LUJLK�I`�
the fact that the proceeds from the sale went to charity and 
that the work incorporated a painting by Hirst, whose pieces 
regularly sell for millions of dollars. However, more typical 
works by Banksy still fetch in the $300,000 - $500,000 range 
H[�H\J[PVU��,SSZ^VY[O�1VULZ������H����(Z�^P[O�[OL�NYHɉ[P�HY[�
WVW\SHYPaLK�PU�[OL�� ��Z�HUK���Z�HUK�IYV\NO[�PU[V�NHSSLYPLZ�
by artists such as Keith Haring and Jean Michel Basquiat, 
)HURZ`»Z�^VYR�LTWSV`Z�H�Z[`SL�[OH[�ZLLTZ�[V�JVUMV\UK�J\-
ratorial and critical categories while simultaneously engen-
dering tremendous popularity among the general public and 
[OL�JVNUVZJLU[P�VM�[OL�HY[�^VYSK��;OL���� �L_OPIP[�¸)HURZ`�
]Z�)YPZ[VS�4\ZL\T�¹�PU�^OPJO�[OL�HY[PZ[�Z[HNLK�U\TLYV\Z�PU-
[LY]LU[PVUZ� PU�[OL�NHSSLYPLZ�VM�[OL�JP[`»Z�W\ISPJ�HY[�T\ZL\T��
attracted so many visitors that queues stretched for blocks 
during the entire run of the show, which was extended for 
ZL]LYHS� ^LLRZ� [V� HJJVTTVKH[L� [OL� JYV^KZ�� ;OL� HY[PZ[»Z�
�����ÄST�,_P[�;OYV\NO�[OL�.PM[�:OVW�^HZ�UVTPUH[LK�MVY�HU�
Academy Award in the documentary category. His month-
long residency in New York in the fall of 2013 received wide 
national and international media coverage and sent New 
Yorkers and visitors alike rushing around the city in search of 
each new Bansky creation. 

The CNN correspondent Max Foster is generally credited 
^P[O�VYPNPUH[PUN�[OL�WOYHZL�¸[OL�)HURZ`�LɈLJ[¹�PU�YLMLYLUJL�
to increasing interest in street art seen during the years that 
Banksy was gathering attention and respect for his work 
(Foster, 2006).. The term as originally coined focused on 
[OL�^H`� PU�^OPJO�)HURZ`»Z� PUJYLHZPUN�WVW\SHYP[`� PU�[OL�¸SL-
NP[PTH[L¹�HY[�^VYSK�WH]LK�[OL�^H`�MVY�V[OLY�Z[YLL[�HY[PZ[Z�[V�
enter the mainstream of galleries, art fairs, and museums. 
/V^L]LY�[OL�)HURZ`�LɈLJ[�HSZV�OHK�H�JVTTLYJPHS�HZWLJ[��
HZ�WYPJLZ�MVY�)HURZ`»Z�^VYRZ��HZ�^LSS�HZ�[OVZL�I`�ZVTL�V[OLY�
street artists, began to rise substantially along with the art-
PZ[»Z�JYP[PJHS�Z\JJLZZ��;OPZ�YPZL�PU�WVW\SHYP[`�HUK�]HS\L�̂ HZ�UV[�
universally applauded, however, and some within the street 
art community questioned whether Banksy had sold out and 
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Z[YH`LK� [VV� MHY� MYVT�OPZ� YVV[Z�HZ�H�NYHɉ[P�HY[PZ[�� 0U�H������
blog post Marc Schiller of the Wooster Collective alluded to 
HU�VUNVPUN�KLIH[L�V]LY�̂ OL[OLY�[OL�)HURZ`�LɈLJ[�̂ HZ�HJ[\-
ally a good thing for the street art movement and concluded 
[OH[�[OL�ILULÄ[Z�V\[^LPNOLK�HU`�ULNH[P]L�HZWLJ[Z!�

Like Andy Warhol before him, Banksy has almost single 
OHUKLKS`�YLKLÄULK�^OH[�HY[�PZ�[V�H�SV[�VM�WLVWSL�^OV�WYVI-
ably never felt they appreciated art before…The fact that 
)HURZ`»Z�IVVR�>HSS�HUK�7PLJL�PZ�PU�L]LY`�IVVRZ[VYL�PTHNPU-
HISL�� PUJS\KPUN�<YIHU�6\[Ä[[LYZ�� PZ� H� Z[H[LTLU[�\U[V� P[ZLSM��
;OL�MHJ[�[OH[�)HURZ`»Z�^VYR� PZ�UV^�ZLSSPUN�MVY�O\UKYLKZ�VM�
[OV\ZHUKZ�VM�KVSSHYZ�H[�:V[OLI`»Z�PZ�H�Z[H[LTLU[�\U[V�P[ZLSM¯
There are now a lot of people that have money and want 
[V�ZWLUK�P[�VU�HY[��;OLPY�LU[Y`�WVPU[�PU[V�I\`PUN�¸\YIHU�HY[¹�
is now Banksy. They read about Banksy selling his work at 
:V[OLI`»Z�HUK�[OL`�̂ HU[�[V�IL�PU�VU�[OL�HJ[PVU��)\[�UV[�THU`�
JHU�UV^�HɈVYK�[V�I\`�H�)HURZ`�WPLJL�HU`�TVYL��;OPZ�PZ�HJ-
tually a good thing for artists who are talented and want to 
THRL�TVUL`�MYVT�[OLPY�HY[�ILJH\ZL�[OVZL�WLVWSL�^OV�JHU»[�
HɈVYK�¸H�)HURZ`¹�HYL�UV^�SLHYUPUN�TVYL�HUK�ZLHYJOPUN�V\[�
and buying work from other talented artists who are part of 
the movement (Schiller, 2007: n.p.).

Indeed the Wooster Collective itself, a collaborative that 
¸ZOV^JHZLZ�HUK�JLSLIYH[LZ�LWOLTLYHS�HY[�WSHJLK�VU�Z[YLL[Z�
PU� JP[PLZ� HYV\UK� [OL�^VYSK¹� �;OL�>VVZ[LY�*VSSLJ[P]L�� ����!�
n.p.) through its website, books and public lectures, arguably 
owes at least something of its own success to the Banksy ef-
fect. The Wooster Collective was founded in 2001, launched 
their website in 2003, and achieved public and critical ac-
JSHPT� MVY� [OLPY� �����Z[YLL[� HY[� ZOV �̂� [OL� ¸���:WYPUN�:[YLL[�
7YVQLJ[�¹� MVSSV^PUN�H�[PTLSPUL�[OH[�WHYHSSLSZ�)HURZ`»Z�YPZL�[V�
prominence in the contemporary art scene and his com-
TLYJPHS� Z\JJLZZ�� 0UKLLK�� ¸)HYLS`� 3LNHS�¹� [OL� ZOV^� ^OPJO�
SH\UJOLK�)HURZ`»Z�JHYLLY� PU�(TLYPJH��^HZ�OLSK� PU�3VZ�(U-
NLSLZ�PU�:LW[LTILY�������Q\Z[�TVU[OZ�ILMVYL�[OL�¸���:WYPUN�
:[YLL[�7YVQLJ[¹�[VVR�WSHJL�PU�5L^�@VYR��:OLWHYK�-HPYL �̀�[OL�
American street artist who would garner fame as well as criti-
cism for his 2008 portrait of President Barack Obama, was 
building a career and a following throughout the decade as 
were artists such as Faile and Pure Evil, street artists who 
have achieved commercial success by translating their style 
to formats such as prints, graphic design and album cov-
LYZ�� 0U� HKKP[PVU� [V� [OL� ¸)HURZ`� ]Z�)YPZ[VS�4\ZL\T¹� ZOV �̂�
several other major museums featured exhibitions of street, 

or urban, art. These included a 2008 show of commissioned 
street art at the Tate Modern, a 2009 survey of the work of 
Shepard Fairey at the Institute of Contemporary Art in Boston 
HUK�¸(Y[�PU�[OL�:[YLL[Z�¹�H������L_OPIP[PVU�H[�[OL�3VZ�(UNLSLZ�
Museum of Contemporary Art. The Wynwood Walls complex 
in Miami, which mixes high-end bars and restaurants with 
commissioned street art, sprang up in 2009, the brainchild of 
a local property developer. The warehouse complex, located 
just blocks from the heart of Art Basel Miami and supported 
by sponsors such as American Airlines and Heineken Beer, 
ÄYTS`�LZ[HISPZOLK� [OL�UL_\Z�IL[^LLU�Z[YLL[�HY[�� [OL�NSVIHS�
art scene, and commerce. In what might be cynically seen 
as a bid for authenticity, the project brought on as a contrib-
uting artist Martha Cooper, the legendary photographer of 
5L^�@VYR�NYHɉ[P�HY[� PU� [OL�� ��Z�HUK���Z��/V^L]LY�>`U-
wood Walls, with its international crowd of art lovers, is a 
far cry from the train sheds and abandoned rail yards where 
the artists whom Cooper originally chronicled practiced their 
craft. For some, the existence of a place like Wynwood Walls 
Z`TIVSPaLZ�H�ULNH[P]L�ZPKL�VM�[OL�)HURZ`�LɈLJ[!�[OL�[HTPUN�
HUK�NLU[YPÄJH[PVU�VM�Z[YLL[�HY[�PU�Z\JO�H�^H`�[OH[�P[�ILJVTLZ�
almost completely divorced from its true urban roots.

����;OL�)HURZ`�,ɈLJ[�HUK�:[YLL[�(Y[�PU�[OL�4,5(�9LNPVU

The proliferation of street art in the Middle East and North 
Africa (MENA), particularly during and in the wake of the 
Arab Spring of 2011, has been widely documented through 
social media, websites, and several published photo essays. 
;V�ZWLHR�VM� [OL�)HURZ`�LɈLJ[��^OL[OLY�ZLLU�HZ�H�WVZP[P]L�
or negative development, in a context of war, political up-
OLH]HS��HUK�SVZZ�VM�SPML�TH`�ZLLT�[V�[YP]PHSPaL�[OL�PTWVY[HU[�
role that street art has played in liberating the voices of the 
people of this region during times of revolution and change. 
0�HYN\L��OV^L]LY��[OH[�HU�L_WSVYH[PVU�VM�[OL�)HURZ`�LɈLJ[�PU�
[OL�4,5(� YLNPVU�JHU�VɈLY�H�\ZLM\S� SLUZ� [OYV\NO�^OPJO� [V�
consider the emergence of street art as a means of popular 
L_WYLZZPVU�HUK�[OL�KPɈLYLU[�^H`Z�PU�^OPJO�P[�OHZ�ILLU�NLU-
LYH[LK�HUK�\ZLK�PU�KPɈLYLU[�JV\U[YPLZ��

;OL�)HURZ`� LɈLJ[� HZ� 0� \ZL� [OL� [LYT�OLYL� YLMLYZ� [V� [OL� PU-
creasing popularity and acceptance of street art, the com-
TLYJPHSPaH[PVU�VM�Z[YLL[�HY[��HUK�[OL�\ZL�VM�H�WHY[PJ\SHY�Z[`SL�
�Z[LUJPSZ��HZZVJPH[LK�^P[O�)HURZ`�HUK�LTWSV`LK�ZWLJPÄJHSS`�
as a vehicle for political and social protest. I look at three 
examples of countries in which street art has been intention-
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ally deployed as a vehicle of political protest or as a means 
to generate tourism in the face of political unrest: street art 
in the Palestinian territories; street art in Egypt, particularly 
Cairo; and the Djerbahood project in Tunisia. In each case I 
IYPLÅ`�KPZJ\ZZ�[OL�^H`�PU�^OPJO�Z[YLL[�HY[�PZ�JYLH[LK�HUK�YL-
JLP]LK�PU�[OL�HYLH�HUK�[OLU�VɈLY�ZVTL�VIZLY]H[PVUZ�VU�OV^�
[OL�)HURZ`�LɈLJ[�TH`�IL�H[�WSH`�PU�[OH[�WHY[PJ\SHY�JVU[L_[�

���)HURZ`�PU�[OL�7HSLZ[PUPHU�;LYYP[VYPLZ
The Palestinian territories present a unique example of a 
WVZZPISL�)HURZ`�LɈLJ[�VU�Z[YLL[�HY[�PU�[OL�4,5(�YLNPVU�HZ�
they are the one location in the region where Banksy himself 
OHZ�WYVK\JLK�^VYR��+\YPUN�)HURZ`»Z������[YPW�[V�[OL�>LZ[�
Bank barrier, or separation wall, between Israel and Pales-
tine he painted a series of nine images that called attention 
[V� [OL�^HSS»Z� M\UJ[PVU� VM�� PU� OPZ� ^VYKZ�� ¸[\YUBPUND� 7HSLZ[PUL�
PU[V�[OL�^VYSK»Z�SHYNLZ[�VWLU�HPY�WYPZVU¹��7HYY �̀�����!�U�W�����
These ranged from a simple stencil of a girl holding a bunch 
VM�IHSSVVUZ�^OPJO� SPM[�OLY�VɈ�[OL�NYV\UK� PU�HU�HWWHYLU[�H[-
[LTW[�[V�ÅVH[�V]LY�[OL�^HSS��[V�TVYL�]PZ\HSS`�JVTWSL_�[YVTWL�
S»VLPS�WHPU[PUNZ�^OPJO�ZLLTLK�[V�VWLU�[OL�^HSS�VU[V�H�]PZ[H�VM�
sandy beaches and palm trees. Banksy reported that he was 
harassed at least once by an Israeli soldier who encountered 
him while painting and on his website shared a conversation 
with a Palestinian man which has been often repeated in dis-
cussions of the Palestine project:

6SK�THU!�@V\�WHPU[�[OL�^HSS��`V\�THRL�P[�SVVR�ILH\[PM\S�
4L�B)HURZ`D!�;OHURZ�
6SK�THU!�>L�KVU»[�^HU[�P[�[V�IL�ILH\[PM\S��^L�OH[L�[OPZ�^HSS��
go home (Parry, 2005: n.p.).

>OPSL� THU`� JYP[PJZ� OH]L� ^YP[[LU� HWWYV]PUNS`� VM� )HURZ`»Z�
choice to embed art commenting on the Palestinian and Is-
raeli divide directly at the physical site of that divide, this 
quote represents another (not unusual) opinion of any at-
tempt to beautify the separation wall. That Banksy himself 
shares the exchange may act as an acknowledgement of the 
JVTWSPJH[LK�YLZWVUZLZ�Z\YYV\UKPUN�OPZ�WVSP[PJPaLK� PTHNLY`�
and to give space to dissenting as well as supporting voices. 
5VUL[OLSLZZ��[OL�7HSLZ[PUPHU�THU»Z�KLYPZPVU�KL[LYYLK�ULP[OLY�
Banksy nor the many international street artists who came 
[V�7HSLZ[PUL�PU�[OL�^HRL�VM�)HURZ`»Z�]PZP[�[V�THRL�[OLPY�V^U�
mark on the separation wall. Of course, Palestinian street 
artists also became active contributors to the growing body 

of work on the separation wall and the relatively blank can-
vas that Banksy encountered in 2005 has today become a 
palimpsest of overlapping and sometimes competing im-
HNLZ�JVTTLU[PUN�VU�[OL�JVUÅPJ[�HUK�[OL�YLZ[YPJ[PVUZ�WSHJLK�
VU�7HSLZ[PUPHU�JP[PaLUZ�

Banksy returned to Palestine on two other occasions after 
his 2005 visit. In 2007 he and several international and Pal-
estinian artists created a number of new paintings in Beth-
lehem. In addition to the new street images, Banksy also or-
NHUPaLK�¸:HU[H»Z�.OL[[V�¹�H�[LTWVYHY`�L_OPIP[PVU�HUK�ZHSL�VM�
^VYRZ�I`�]HYPV\Z�HY[PZ[Z�[OH[�^HZ�ZL[�\W�PU�)L[OSLOLT»Z�4HU-
NLY�:X\HYL��UL_[�[V�[OL�*O\YJO�VM�[OL�5H[P]P[ �̀�;OL�:HU[H»Z�
Ghetto concept was six years old by that time; since 2001 
Banksy had created a pop-up gallery with the same name 
PU� 3VUKVU� LHJO�+LJLTILY� [V� ZLSS� HɈVYKHIS`� WYPJLK�^VYRZ�
by himself and other urban artists (Brown, 2006). By 2007 
the annual shop had become so well known and popular 
that its removal to Bethlehem received substantial attention 
from the UK and international press. The Bethlehem iteration 
VM�:HU[H»Z�.OL[[V�PZ�H�JSLHY�L_HTWSL�VM�[OL�)HURZ`�LɈLJ[�PU�
VWLYH[PVU��)HURZ`»Z�V^U�WHY[PJPWH[PVU�PU�[OL�L]LU[�KPK�T\JO�
to encourage attention and the success of the operation re-
SPLK�VU�[OL�MHJ[�[OH[�[OL�HY[PZ[�OHK�HSYLHK`�JHWP[HSPaLK�VU�OPZ�
growing notoriety and popular appeal to set up a success-
ful model in London. Importantly, the shops in both London 
and Bethlehem included not only works by Banksy himself 
but featured a number of street and urban artists who were 
HISL�[V�ÄUK�HU�H\KPLUJL�HUK�THYRL[�MVY�[OLPY�^VYR�[OYV\NO�
)HURZ`»Z�UHTL�� 0M�`V\�^HU[LK�[V�I\`�VUL�VM� [OL�^VYRZ�VU�
display in Bethlehem you had to do so by placing a bid on 
site at the pop-up gallery. As one of the participating artists, 
Peter Kennard, wrote: 

;OPZ�^HZ�PTWVY[HU[��ILJH\ZL�)L[OSLOLT�PZ�ILPUN�Z[HY]LK�VM�
P[Z�[V\YPZ[�[YHKL�HZ�]PZP[VYZ�HYL�I\ZZLK�PU�[V�ZLL�[OL�*O\YJO�VM�
[OL�5H[P]P[`�HUK�I\ZZLK�V\[�HU�OV\Y�SH[LY�IHJR�[V�0ZYHLS��(SS�
WYVJLLKZ�MYVT�[OL�ZHSL��^OPJO�L_JLLKLK���T��^LU[�[V�SVJHS�
charities (Kennard, 2008).

>OPSL�[OL�)HURZ`�LɈLJ[��HSVUN�^P[O�[OL�WVSP[PJHS�JVTTP[TLU[�
of Banksy and a group of like-minded artists, appears to 
OH]L�NLULYH[LK�H�WVZP[P]L�YLZ\S[� PU� [OL�JHZL�VM� [OL�:HU[H»Z�
Ghetto project, his work in Palestine subsequently became 
embroiled in a controversy that arguably also had its roots 
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PU� [OL� )HURZ`� LɈLJ[�� 0U� (\N\Z[� ����� [OL� 2LZaSLY� .HSSLY`�
opened an exhibition in Southampton, New York that includ-
ed two Banksy works that had been removed from their orig-
inal Bethlehem locations. The works, referred to as Stop & 
Search and Wet Dog, had been created during the 2007 visit 
and removed from their original locations shortly thereafter. 
The two works were never authenticated by Pest Control, 
the PR arm of the Banksy operation, and the gallery came 
under substantial scrutiny for how they were acquired and 
criticism for putting them up for sale (Corbett, 2011).. Writing 
in the British newspaper The Independent, Guy Adams sum-
THYPaLZ�[OL�JVU[YV]LYZ`!�

;OL�KLIH[L�OPNOSPNO[Z� [OL�WYVISLTZ� [OH[�LTLYNL�^OLU� [OL�
ZVHYPUN�JVU[LTWVYHY`�HY[�THYRL[� [\YUZ�^OH[�ZVTL�]PL^�HZ�
WL[[`�]HUKHSPZT�PU[V�H�WYPaLK�JVTTVKP[ �̀�;OLZL�KH`Z��)HURZ`�
WPLJLZ�JHU�ML[JO�HZ�T\JO�HZ���� T��TLHUPUN�[OH[�OPZ�W\ISPJ�
^VYRZ�HYL�VM[LU�[OV\NO[�[V�IL�^VY[O�TVYL�[OHU�[OL�I\PSKPUN�
[OL`�VYPNPUHSS`�NYHJLK�(Adams, 2011: n.p.).  

0U�ZOVY[��[OL�2LZaSLY�ZOV^�OPNOSPNO[Z�H�ULNH[P]L�V\[JVTL�VM�
[OL�)HURZ`�LɈLJ[��

)HURZ`»Z� TVZ[� YLJLU[� WYVQLJ[� PU� [OL� 7HSLZ[PUPHU� [LYYP[VYPLZ�
^HZ�\UKLY[HRLU� PU�.HaH� PU�LHYS`������^OLU�OL�HWWHYLU[S`�
snuck into the city through a network of tunnels in order to 
paint four new works, including a text only piece that reads, 
¸0M�^L�^HZO�V\Y�OHUKZ�VM� [OL�JVUÅPJ[�IL[^LLU� [OL�WV^LY-
M\S�HUK�[OL�WV^LYSLZZ�^L�ZPKL�^P[O�[OL�WV^LYM\S�¶�^L�KVU»[�
YLTHPU�UL\[YHS�¹��>OPSL�OPZ�PU[LU[PVU�[V�KYH^�H[[LU[PVU�[V�[OL�
WSPNO[�VM� [OL�JP[PaLUZ�VM�.HaH�HWWLHYZ�NLU\PUL��)HURZ`�YL-
tains a sense of irony and humor with comments such as this 
(referring to a painting of a kitten playing with a ball of rust-
LK�^PYL�!!�¸0�^HU[LK�[V�OPNOSPNO[�[OL�KLZ[Y\J[PVU�PU�.HaH�I`�
WVZ[PUN�WOV[VZ�VU�T`�^LIZP[L�¶�I\[�VU�[OL�PU[LYUL[�WLVWSL�
VUS`�SVVR�H[�WPJ[\YLZ�VM�RP[[LUZ¹��:[YLL[�(Y[�5L^Z������!�U�W����
Only a few months after the works were created, however, 
[OL�NYLLK�HUK�VWWVY[\UPZT�[OH[�ZVTL[PTLZ�MVSSV^�)HURZ`»Z�
^VYR�HWWLHY� [V�OH]L�Z\YMHJLK� PU�.HaH�� 0U�(WYPS� �����]HYP-
ous news outlets began to report that the family on whose 
abandoned house Banksy had painted the work Bomb Dam-
age had sold the piece (painted on a wooden door) to a lo-
JHS�HY[PZ[�MVY�Q\Z[�������UV[�YLJVNUPaPUN�[OL�^VYR»Z�WV[LU[PHS�
]HS\L��;OL�WHPU[PUN�̂ HZ�Z\IZLX\LU[S`�JVUÄZJH[LK�I`�[OL�WV-
lice and is being held while the ownership dispute is adjudi-
cated. The incident may reveal both a positive and negative 

HZWLJ[�VM� [OL�)HURZ`�LɈLJ[��;OL�HY[PZ[�^OV�W\YJOHZLK�[OL�
work, Belal Khaled, has himself adopted a street art style 
PU� OPZ� HS[LYLK� WOV[VNYHWOZ� VM� YVJRL[Z� KL[VUH[PUN� PU� .HaH��
When confronted about the purchase of the recent work, he 
JSHPTLK�[OH[�OPZ�TV[P]H[PVU�̂ HZ�̧ [V�WYV[LJ[�[OL�)HURZ`�T\YHS�
from neglect and that he had always wanted to own some-
[OPUN�MYVT�[OL�YLUV^ULK�Z[YLL[�HY[PZ[¹��9;������!�U�W�Y[�JVT����
However, the incident also highlights the fact that as prices 
MVY�)HURZ`»Z�^VYR�OH]L�YPZLU�WLVWSL�OH]L�\ZLK�X\LZ[PVUHISL�
means to acquire them. 

���9L]VS\[PVUHY`�:[YLL[�(Y[�PU�,N`W[

The street art produced in Egypt, particularly in Cairo, during 
the 25 January 2011 revolution has received more attention 
than that produced in other countries during the Arab Spring. 
This may be due in part to the fact that Egypt was relatively 
accessible to outsiders shortly after the revolution and to the 
fact that a number of Egyptian scholars and journalists have 
themselves chosen to comment on the street art produced 
at that time. The attention may also stem from the novelty 
of the street art that emerged during the revolution. As Mia 
.Y�UKHOS�^YP[LZ�PU�OLY�IVVR�9L]VS\[PVU�.YHɉ[P!�:[YLL[�(Y[�VM�
[OL�5L^�,N`W[��WYPVY�[V�[OL�YL]VS\[PVU�¸B[DOL�,N`W[PHU�`V\[O�
KPKU»[�^YP[L�^P[OV\[�WLYTPZZPVU�VU�W\ISPJ�Z\YMHJLZ��;OL�^PKL�
spectrum of street art—individual tags, stencils, pieces, and 
murals—that usually belong to an urban landscape, had es-
JHWLK�*HPYV¹� �.Y�UKHOS������!� P_�_��� �.Y�UKHOS�NVLZ�VU�[V�
quote Egyptian street artist El Teneen on his experience of 
the opening up of public spaces to visual forms of comment 
and protest:

0[� ^HZ� [OL� ÄYZ[� KH`�^L� HJ[\HSS`� [VVR� JVU[YVS� VM� [OL� B;HOYPYD�
:X\HYL��;OLYL�^HZ�H�SHYNL�WVY[YHP[�VM�4\IHYHR��HUK�.HUaLLY�
ZWYH`LK�º+V^U�^P[O�4\IHYHR»�VU�P[��ZVTL[OPUN�0�OHK�HS^H`Z�
^HU[LK�[V�KV"�HUK�HM[LY�[OH[�^L�JVU[PU\LK�[V�W\[�V\Y�THYR�
VU�[OL�^HSSZ�HYV\UK�[OL�:X\HYL��;OL�WYV[LZ[LYZ�OHKU»[�ZLLU�
NYHɉ[P�ILMVYL"�[OL�PKLH�VM�̂ YP[PUN�ZVTL[OPUN�PU�H�W\ISPJ�ZWHJL�
^HZ�UL �̂�I\[�[OL`�SPRLK�P[ (Gröndahl, 2012: 43).

Lina Khatib of Stanford University notes that the use of street 
HY[�PU�[OL����1HU\HY`�YL]VS\[PVU�^HZ�WHY[PJ\SHYS`�ZPNUPÄJHU[�PU�
[OH[�P[�¸THKL�]PZ\HS�L_WYLZZPVU�H�RL`�[VVS�PU�WVSP[PJHS�WYV[LZ[��
catalysing the use of street art in other revolutions that fol-
SV^LK�PU�[OL�(YHI�^VYSK��Z\JO�HZ�PU�3PI`H�HUK�:`YPH¹��2OH[PI��
2013: 299).  The images have various subjects and refer-
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ences: political leaders, martyrs of the revolution, democ-
racy and voting, gender rights and more.

The street art that emerged in Cairo at this time can be cat-
LNVYPaLK�I`�Z[`SL�HZ�^LSS�HZ�I`�[OLTL�VY�Z\IQLJ[��:[`SLZ�PU-
cluded simple stenciled works that functioned almost as lo-
gos, free-form paintings that often occupied large surfaces, 
and text-only works that looked more like the traditional tags 
found in urban locations throughout the world. Some artists 
and protestors also adopted the poster and sticker tech-
UPX\L�WVW\SHYPaLK� PU� [OL�<UP[LK�:[H[LZ�I`�:OLWHYK�-HPYL`"�
[OLZL�HY[PZ[Z�ZVTL[PTLZ�KPYLJ[S`�JVWPLK�-HPYL`»Z�KLZPNUZ��PU-
JS\KPUN�OPZ�ZPNUH[\YL�¸6IL`�.PHU[¹�JOHYHJ[LY��:VTL�VM� [OL�
street art referenced historical Egyptian motifs, such as King 
Tutankhamen and ancient tomb paintings, while other im-
ages seemed to go in their own direction; these often ex-
pansive and complex murals are reminiscent in scope, if not 
skill, of works created by Mexican muralists of the mid-20th 
century. Aesthetically speaking not all of the street art is very 
good, but it is important as a record of the struggle for politi-
cal change as well as the development of an artistic genre 
that had previously been virtually absent from the visual cul-
ture of contemporary Egypt. 

It is in the stenciled works that we see the greatest impact of 
)HUR`»Z�Z[`SL�VU�[OL�Z[YLL[�HY[�VM�[OL�YL]VS\[PVU��;OLZL�^VYRZ�
ZVTL[PTLZ�KPYLJ[S`� YLMLYLUJLK�)HURZ`�Z[LUJPSZ�¶�OPZ� PTHNL�
VM�H�`V\UN�NPYS�MYPZRPUN�H�ZVSKPLY�[OH[�ÄYZ[�HWWLHYLK�PU�)L[O-
SLOLT�^HZ�JVWPLK�VU�H�*HPYV�^HSS��MVY�L_HTWSL�¶�HUK�V[OLY�
[PTLZ�YLSPLK�MVY�[OLPY�LɈLJ[�VU�[OL�ZHTL�RPUK�VM�ZPTWSL�I\[�
PTTLKPH[LS`�PKLU[PÄHISL�HUK�JYP[PJHS�TLZZHNL�[OH[�)HURZ`»Z�
smaller stencils carry. This visual similarity merits investiga-
[PVU� HZ� HU� L_HTWSL� VM� [OL� PU[LYUH[PVUHS� YLHJO� VM� )HURZ`»Z�
work, particularly in the MENA region. Two particularly com-
WLSSPUN�L_HTWSLZ�VM�[OL�LɈLJ[P]L�\ZL�VM�Z[LUJPSZ�HYL�[OL�YL-
current motif of the blue bra found in street art throughout 
Cairo and the image of Nefertiti wearing a gas mask which is 
found in stencils as well as on stickers and posters. 
As the journalist Soraya Morayef has noted, a number of 
street artists in Cairo, both men and women, used their work 
[V� MVJ\Z� ZWLJPÄJHSS`� VU� PZZ\LZ� VM� ^VTLU»Z� YPNO[Z� HUK� [V�
condemn violence against women in Egyptian society (Mor-
ayef, 2013a).  One of the iconic images of such violence that 
emerged from the Tahrir Square protests is that of the so-
JHSSLK�̧ NPYS�PU�[OL�IS\L�IYH�¹�[OL�MLTHSL�WYV[LZ[VY�̂ OVZL�ILH[-

ing at hands of military police was documented in video and 
still photographs. The blue bra rapidly emerged as a symbol 
for street artists, a kind of shorthand reminder of the brutality 
of the regime and particularly of its mistreatment of women. 
In some works, the blue bra itself was simply stenciled as 
H� Z[HUK�HSVUL� ZPNUPÄLY� VM� IV[O� H� WHY[PJ\SHY� HJ[� VM� ]PVSLUJL�
and of the systemic inequities faced by Egyptian women. In 
others, artists used a free-hand style to represent the act of 
the beating as captured in the most widely circulated photos 
of the event. The stenciled works may be seen as more in 
RLLWPUN�^P[O�)HURZ`»Z�Z[`SL� PU� [LYTZ�VM�IV[O� [OLPY�JYLH[P]L�
presentation and their reliance on a single motif to make a 
point. The freehand works, however, are embedded in an 
HS[LYUH[P]L� Z[`SL� VM� ,N`W[PHU� YL]VS\[PVUHY`� NYHɉ[P�� VUL� [OH[�
exhibits a more narrative quality. 

Another image that seems to employ strategies from con-
[LTWVYHY`�PU[LYUH[PVUHS�Z[YLL[�HY[�¶�)HURZ`»Z�Z[LUJPSPUN�JVT-
IPULK�^P[O�:OLWHYK�-HPYL`»Z�\ZL�VM�Z[PJRLYZ�¶�^OPSL�HSZV�JVU-
ULJ[PUN�^P[O� ,N`W[»Z� OPZ[VY �̀� PZ� [OH[� VM�5LMLY[P[P�^P[O� H� NHZ�
THZR�I`� [OL� NYHɉ[P� HY[PZ[� ALM[�� ;OPZ� PZ� H� ZLLTPUNS`� ZPTWSL�
Z\IQLJ[� [OH[�JHYYPLZ�JVTWSL_� SH`LYZ�VM�TLHUPUN��;OL�ÄN\YL�
JHU�IL�YLHK�HZ�H�Z`TIVS�VM�,N`W[PHU�^VTLU»Z�YLZPSPLUJL�HUK�
commitment to the revolution, standing alongside the men 
of Tahrir and facing the same dangers, such as tear gas at-
[HJRZ��;OL�NYHɉ[P�PTHNL�^HZ�[OLU�[YHUZMLYYLK�[V�H�WVZ[LY�MVY-
mat by the artist, who added symbolic spatters of blood to 
Z`TIVSPaL�[OL�HZZH\S[Z�HNHPUZ[�^VTLU�PU�;HOYPY�HUK�IL`VUK�
(Morayef, 2013b). The image is thus complicated by adding 
imagery alluding to women as victims of male aggression 
and sexual assault and was appropriated by activists for 
^VTLU»Z�YPNO[Z�PU�,N`W[�HUK�IL`VUK�

;OL� JVTTLYJPHS� HZWLJ[� VM� [OL� )HURZ`� LɈLJ[� VU� ,N`W[PHU�
street artists is not yet entirely clear. Some writers on the 
topic, such as Morayef, see a burgeoning interest in this art 
following the revolution:

*HPYV»Z�Z[YLL[�HY[PZ[Z�[VKH`�HYL�ILPUN�ZV\NO[�HM[LY�I`�HY[�NHS-
SLYPLZ��J\S[\YHS�PUZ[P[\[LZ��PU[LYUH[PVUHS�HY[�L_OPIP[PVUZ��HK]LY-
[PZPUN� JVTWHUPLZ� HUK�THU`�TVYL�� :VTL� OH]L� NVUL� VU� [V�
JYLH[L�HY[�MVY�THNHaPUL�JV]LYZ��V[OLYZ�OH]L�L_OPIP[LK�PU�,\-
YVWL��HUK�V[OLYZ�OH]L�ZLLU�[OLPY�Z[LUJPSZ�YLJYLH[LK�VU�[�ZOPY[Z�
[OH[�HYL�^VYU�I`�[OL�`V\UN�YL]VS\[PVUHY`�ZLNTLU[�VM�,N`W-
[PHU�ZVJPL[`�(Morayef, 2012: n.p.).
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0UKLLK�� .HUaLLY�� [OL� HY[PZ[� ^OV� ZWYH`LK� ¸+V^U� ^P[O�
4\IHYHR¹� HJYVZZ� [OL� KPJ[H[VY»Z� ;HOYPY� :X\HYL� WVY[YHP[� PU�
������OHK�H�ZVSV�L_OPIP[PVU�H[�5L^�@VYR»Z�3LPSH�/LSSLY�.HSSLY`�
in early 2015. The urban art gallery Station 16 in Montreal 
has featured a number of Egyptian street artists and recently 
released a limited edition print by the artist Shehab. 

The print, titled No to Stripping the People, features the icon-
ic stenciled image of the blue bra. It is worth noting, however, 
that works by these artists are not commanding high prices. 
:OLOHI»Z�WYPU[��MVY�L_HTWSL��YL[HPSZ�MVY�HWWYV_PTH[LS`�������
*YP[PJ�.PHJVTV�*YLZJLUaP�ZLLZ�H�TVYL�JVTWSPJH[LK�WPJ[\YL�
surrounding Egyptian street art, one in which the attention 
paid to the genre may be obscuring other contemporary art 
activity in Egypt and giving a false sense that the art market 
[OLYL� PZ�OLHS[O`�HUK�NYV^PUN��(KKP[PVUHSS �̀�*YLZJLUaP�X\LZ-
tions whether the perceived exposure given to Egyptian 
street art is really as substantial as suggested. Writing on the 
^LIZP[L�LN`W[PHUZ[YLL[Z�JVT��*YLZJLUaP�KYH^Z�H[[LU[PVU� [V�
the problems faced by contemporary artists in Egypt:

+LZWP[L�[OL�MHJ[�[OH[�Z[YLL[�HY[�PZ�VUS`�VUL�ZTHSS�JVTWVULU[�
VM�[OL�HY[�ZJLUL�PU�,N`W[��[OPZ�UL^S`�MV\UK�TLKPH�PU[LYLZ[�TH`�
OH]L�OHK�H�WVZP[P]L� PTWHJ[� PM� [OL�W\ISPJ� PU[LYLZ[�^HZ�[YHUZ-
lated into concrete opportunities for street artists as repre-
ZLU[H[P]L�VM�H�UL^�LYH�MVY�HY[�PU�,N`W[��I\[�]LY`�SP[[SL�OHZ�ILLU�
KVUL�[V�[OPZ�KH[L¯0M�ZV�T\JO�TLKPH�H[[LU[PVU�PZ�YLZLY]LK�[V�
,N`W[PHU�Z[YLL[�HY[PZ[Z�^O`� PZ�UV�VUL�JVTWLSSLK�LUV\NO� [V�
IYPUN�[OLPY�^VYR�^OLYL�HY[�PZ�ILPUN�THKL�[VKH`&��(UK�^OH[�
HIV\[�[OL�THQVYP[`�VM�,N`W[PHU�HY[PZ[Z�^OV�OH]L�UV[OPUN�[V�KV�
^P[O�Z[YLL[�HY[&�>O`�OH]LU»[�[OL`�ILLU�LTWV^LYLK�HZ�YLWYL-
ZLU[H[P]LZ�VM�H�J\S[\YL�[OH[�ULLKZ�[V�ZVM[LU�P[Z�WVSP[PJPaH[PVU&�
�*YLZJLUaP������!�U�W��

*YLZJLUaP�NVLZ�VU�[V�HKKYLZZ�[OL�HIZLUJL�PU������VM�,N`W-
[PHU�HY[PZ[Z�H[�[^V�ZPNUPÄJHU[�L]LU[Z�PU�[OL�YLNPVU!�(Y[�+\IHP�
and the Sharjah Biennial (at least one Egyptian artist is rep-
resented in the 2015 edition of the Biennial). 

*YLZJLUaP� YHPZLZ� SLNP[PTH[L�HUK� PTWVY[HU[�X\LZ[PVUZ�HIV\[�
the true impact of the attention received by the street art of 
the revolution, questions which suggest that the potentially 
WVZP[P]L�HZWLJ[Z�VM�[OL�)HURZ`�LɈLJ[�VU�,N`W[PHU�Z[YLL[�HUK�
Eygptian contemporary art more generally have not been 
M\SS`�YLHSPaLK�

���;OL�+QLYIHOVVK�7YVQLJ[

The small Tunisian island of Djerba is a quiet place known for 
its beach resorts. Although a number of tourists pass through 
those resorts each year few travel to any other destinations 
VU�[OL�PZSHUK��SPTP[PUN�[OL�ILULÄ[�[OH[�[V\YPZ[�ZWLUKPUN�IYPUNZ�
to the community. That may be changing in the small town of 
Er-Riadh, previously known primarily for housing the oldest 
synagogue in Africa, but now receiving international atten-
tion as an open-air street art museum featuring works by 
150 international artists. The project, called Djerbahood, was 
initiated by Mehdi Ben Cheikh, and completed over the sum-
mer of 2014. The French-Tunisian Ben Cheikh is the founder 
of Galerie Itinerrance in Paris, a gallery focused on street 
HY[��(JJVYKPUN� [V�)LU�*OLPRO��¸B^DOH[� 0�^V\SK� SPRL� [V�KV� PZ�
[HSR�HIV\[�[OL�(YHI�^VYSK�PU�H�KPɈLYLU[�^H �̀�H�WVZP[P]L�^H`¹�
and the Djerbahood project helps to foster that conversation 
(Stone and Bubriski, 2015: n.p.). The artists whose work is 
included in the project range from the well -known to emerg-
ing talent. Some, such as the French-Tunisian artist El Seed, 
whose calligraphic works have been shown throughout the 
Middle East, are familiar with the region; others came from 
locations as diverse as Europe, Central and South America, 
HUK�[OL�<UP[LK�:[H[LZ�HUK�HKHW[LK�[OLPY�\Z\HS�Z[`SLZ� [V�Ä[�
the architecture and character of Er-Riadh. Several residents 
of the village have cited the opportunity to meet and interact 
with artists from such diverse geographic and cultural back-
NYV\UKZ�HZ�H�ILULÄ[�VM�[OL�WYVQLJ[��/VZZLUHSS �̀�������

;OL�)HURZ`�LɈLJ[�PZ�H[�WSH`�PU�[OL�+QLYIHOVVK�WYVQLJ[�PU�ZL]-
eral ways, beginning with the existence of a gallery devoted 
[V�Z[YLL[�HY[�[OH[�JV\SK�Z\TTVU�[OL�ÄUHUJPHS�YLZV\YJLZ�HUK�
permissions needed to launch such a large-scale art project. 

The scope of the Djerbahood project is closer to that of an 
international art fair or biennial than to a typical exhibition of 
street art. Certainly the particular economic and cultural con-
ditions of Er-Riadh contributed to the success of the project 
I\[�)LU�*OLPRO�HSZV�ULLKLK�[V�VI[HPU�ÄUHUJPHS�Z\WWVY[�MYVT�
private sources for the project, which does not generate any 
YL]LU\L�MYVT�TLYJOHUKPZPUN�HUK�^OPJO�ÄUHUJPHSS`�Z\WWVY[-
ed the participation of at least some of the artists. To do this 
requires an acceptance of street art as a legitimate means of 
HY[PZ[PJ�L_WYLZZPVU�¶�UV[�HZ�NYHɉ[P�VY�]HUKHSPZT�¶�[OH[�HYN\-
ably did not exist before Bansky primed the international art 
community for the support of this genre. The support given 
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by El Seed to the project was also of great importance. In 
terms of critical acclaim and exhibition opportunities, the Tu-
nisian street artist might be considered the Banksy of the 
MENA region. His work has been commissioned in his native 
Tunisia as well as in the United Arab Emirates and beyond 
[OL�4PKKSL�,HZ[�PU�SVJH[PVUZ�HZ�KP]LYZL�HZ�)YHaPS�HUK�7HYPZ��
He credits the events of the 2011 Jasmine revolution in Tuni-
sia with opening the space for him, and other street artists, 
[V�JYLH[L�^VYR�PU�[OH[�JV\U[Y`�KLZWP[L�[OL�MHJ[�[OH[�NYHɉ[P�PZ�
Z[PSS�VɉJPHSS`�JVUZPKLYLK�H�JYPTL�I`�[OL�NV]LYUTLU[��

Despite the positive hype surrounding the Djerbahood proj-
ect, a critical question remains. Writer Christine Petre has 
WVZLK�[OPZ�VU�[OL�^LIZP[L�TPKKSLLHZ[L`L�UL[!�¸*HU�HU�VWLU�
HPY� NYHɉ[P� T\ZL\T� S\YL� [V\YPZ[Z� IHJR� [V� ;\UPZPH&¹� �7L[YL��
2015: n.p.)  While many articles commenting on the project 
either claim or suggest that it will, actual statistics are hard 
to come by. The March 2015 attack on the Bardo Museum 
in Tunis, in which 17 tourists were killed, is likely to further 
dampen an already shaky tourist trade. Meanwhile, Djerba-
hood remains a young project with great potential; ideally, 
[OL�VYNHUPaLY��[OL�HY[PZ[Z�HUK�[OL�]PSSHNL�^PSS�IL�HISL�[V�JHWP-
[HSPaL� VU� H� JVU[PU\PUN� PU[LYUH[PVUHS� PU[LYLZ[� PU� Z[YLL[� HY[� [V�
L]LU[\HSS`�YLHW�[OL�YL^HYKZ�VM�[OPZ�Z\IZ[HU[PHS�LɈVY[�

Conclusion

In the past several years, the practice of street art in the 
MENA region has emerged as an important social, politi-
cal and cultural tool, and as a means of public expression. 
While the diverse circumstances faced by countries in this 
region make it impossible to identify a single style or function 
for street art in the Middle East and North Africa, there are 
themes that are shared across countries. In addition to the 
use of street art for political expression both during and after 
the 2011 revolutions, the genre has evolved for many cities 
and countries into a means to generate and sustain a tourist 
economy and to establish a presence in the international art 
JVTT\UP[ �̀�;OL�)HURZ`�LɈLJ[��^P[O� P[Z�WVZP[P]L�HUK�ULNH-
tive connotations, is one useful construct through which to 
]PL^�HUK�HUHS`aL�[OL�KL]LSVWTLU[�VM�H�Z[YLL[�HY[�J\S[\YL�PU�
the MENA region. The rising acceptance and popularity of 
street art will likely result in increased attention and some 
commercial success for artists in a region that is still often 
THYNPUHSPaLK�PU�[OL�NSVIHS�HY[�THYRL[��/V^L]LY��[OL�H[[LU[PVU�

of that market comes with its own risks and one of those is 
the possible co-opting of street art for commercial and tour-
istic purposes, representing a departure from its intensely 
political and emotional origins. While the future for street art 
in the MENA region remains unclear in some respects, there 
is no doubt that the work of established and emerging street 
artists will form a critical element of contemporary art in the 
region for years to come.
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���0U[YVK\J[PVU

;OL�HPT�VM�[OL�WYLZLU[�HY[PJSL�PZ�[V�JOHYHJ[LYPaL�[OL�ZVJPHSS`�
engaged visual arts and to present two multimedia art proj-
ects developed under the title The Creativity Emancipation 
Atlas. As a starting point, with the objective of focusing on 
[OL�O`IYPKPaH[PVU�IL[^LLU�[OL�HY[Z��)\SH[�.HSL`L]»Z�Z`Z[LT�
MVY�[OL�KPɈLYLU[PH[PVU�IL[^LLU�[OLT�PZ�HUHS`aLK��+LWHY[PUN�
from this theory, some historical key moments are taken into 
consideration, surrounding the ideas of art and technology, 
such as: the Greek and Roman notions of teknè and ars, 
YLZWLJ[P]LS`"� [OL�TVKLYU�HY[�WLYPVK�VM� [OL�ÄYZ[�KLJHKLZ�VM�
the 20th century; the visual art movements with social and 
political interests that occurred in the second half of the 20th 
century; and the art works of collaboration and participation 
that were developed in the 1990s until the present.  

The second part of the text is concerned with the presenta-
tion of two visual art projects, which have the intention of 
being both symbolic and fruitful to society. The works have 
occurred in a couple of neighborhoods of Amadora, a satel-
lite city of Lisbon. The main purpose of these projects was 
[OL�KL]LSVWTLU[�VM�WHY[PJPWH[VY`�HJ[P]P[PLZ�PU�[OL�ÄLSK�VM�T\S-
timedia, the consequent improvement of the social cohesion 

IL[^LLU�[OL�ULPNOIVYOVVK�YLZPKLU[Z��[OL�J\S[\YHS�YL]P[HSPaH-
tion of the place where they live, and their involvement with 
skills that stimulate creativity.

In addition, this paper also focuses on some important pos-
tulates that this art investigation is based upon. First of all, 
the idea of a machine that has the objective of producing a 
set of audiovisual elements mounted in the form of an at-
las. In turn, the machine has two main aspects informing its 
functionality, which are the particular notions of creativity 
and emancipation. 

���(�ZVJPHS�H_PZ�IL[^LLU�[OL�HY[Z

The existence and development of various artistic media 
have always resulted in an attempt to frame them within a 
WYVWLY�KPZJPWSPUL�� ILPUN� [OL� PKLU[PÄJH[PVU�VM� [LYYP[VYPLZ� HUK�
the interactions between these, as the main concern for both 
HY[PZ[Z�HUK�[OLVYPZ[Z��;OL�ÄYZ[�PU�KLW[O�Z[\K`�VU�[OLZL�PZZ\LZ�
was developed in the 18th century by the German philoso-
pher Gotthold Lessing. This resulted in the work entitled Lao-
RV�U���������H�IVVR�[OH[�L_WSVYLZ�[OL�ZWLJPÄJP[PLZ�VM�WHPU[PUN�
and poetry, as well as the interaction between them. Subse-
quently, the North American art historian Thomas Munro, in 

 

4HWWPUN�*YLH[P]P[`�[OYV\NO�:VJPHSS`�,UNHNLK�=PZ\HS�(Y[Z�
(Y[�7YVQLJ[Z�PU�[^V�(THKVYH�5LPNOIVYOVVKZ

António Gorgel Pinto 
CIAUD researcher, School of Architecture - University of Lisbon
Rua Sá Nogueira, Pólo Universitário, Alto da Ajuda,1349-055 Lisboa, Portugal
gorgelpinto@gmail.com

 

Abstract

;OPZ�HY[PJSL�HKKYLZZLZ�[OL�UV[PVU�VM�[OL�ZVJPHSS`�LUNHNLK�]PZ\HS�HY[Z��;OL�ÄYZ[�WHY[�L_WSVYLZ�ZVTL�M\UKHTLU[HS�OPZ[VYPJHS�WLYP-
VKZ�[V�OLSW�\UKLYZ[HUK�[OPZ�WYHJ[PJL��MYVT�[OL�.YLLR�JVUJLW[�VM�[LRUu�\U[PS�[OL�WYLZLU[�[PTL��;OLU��[OL�PKLH�VM�H�THJOPUL�MVY�
[OL�LTHUJPWH[PVU�VM�JYLH[P]P[`�PZ�L_WSHPULK��HZ�^LSS�HZ�P[Z�VWLYH[PVU�PU�[^V�ULPNOIVYOVVKZ�VM�[OL�7VY[\N\LZL�JP[`�VM�(THKVYH��
-PUHSS �̀�HZ�H�YLZ\S[�VM�[OPZ�PTTH[LYPHS�THJOPUL��[OL�MVJ\Z�[\YUZ�[V�H�KL[HPSLK�KLZJYPW[PVU�VM�HU�HYJOP]L�VM�H\KPV]PZ\HS�LSLTLU[Z�
[OH[�YLWYLZLU[Z�LHJO�HJ[P]P[`�\UKLY[HRLU�^P[OPU�[OL�WYVQLJ[��

 
2L`^VYKZ!�Social Art, Multimedia, Machine, Creativity, Emancipation, Participation, Atlas.
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the book The Arts and Their Interrelations (1949), continued 
[OL�ZHTL�SPUL�VM�PU]LZ[PNH[PVU�HUK�KPɈLYLU[PH[PVU�HTVUN�[OL�
KPɈLYLU[�HY[PZ[PJ�WYHJ[PJLZ��;OL�-YLUJO�WOPSVZVWOLY�i[PLUUL�
Souriau, with the work La Correspondance des Arts (1947), 
is another relevant example concerning the same thought. 
The purpose of these investigations, in addition to the clas-
ZPÄJH[PVU�VM� [OL�HY[Z��^HZ� [OL�LZ[HISPZOTLU[�VM�H�OPLYHYJO`�
between them. In the course of the 20th century, with the 
emergence of new technologies and experimental forms of 
HY[PZ[PJ� L_WYLZZPVU�� YLÅLJ[PVU�VU� [OLZL� PZZ\LZ�OHZ�ILJVTL�
more urgent (Galeyev, 1991).

According to Galeyev, the perception of the dynamics of 
interaction between the arts led to the notion that it is an 
open system where it is possible to include new practices, 
in particular, new artistic expressions of a hybrid nature, 
or the result of using new techniques and technologies. In 
this context, Galeyev developed a method for the organi-
aH[PVU�VM� [OLZL�UL^�HY[PZ[PJ� MVYTZ��[OL�W\YWVZL�VM�^OPJO� PZ�
to check the unity of the evolutionary system of the arts, to 

\UKLYZ[HUK�P[Z� PUOLYLU[�ZWLJPÄJP[PLZ��HUK�[V�KL[LYTPUL�OV^�
[V�WSHJL�L]LY`[OPUN�^P[OPU� [OL�HY[PZ[PJ�J\S[\YL��;OL�¸Z`Z[LT�
VM�HY[�MVYTZ¹�PUP[PHSS`�WYVWVZLK�I`�.HSL`L]�[HRLZ�HZ�P[Z�Z[HY[-
ing point the opposition principle between regressive and 
progressive dynamics defended by Sergei Eisenstein. It is a 
NYHWOPJ�KPHNYHT�[OH[�PKLU[PÄLZ�HUK�SVJH[LZ��^P[OPU�H�WYLJPZL�
Z[Y\J[\YL�� H� ZL[� VM� ZPNUPÄJH[P]L� JOHYHJ[LYPZ[PJZ� VM� [OL� ¸JYL-
H[P]L�PUKP]PK\HS¹��^OPJO�PZ�HU�LU[P[`�[OH[�ZLY]LZ�HZ�H�YLMLYLUJL�
TLHZ\YL�IL[^LLU�[OL�H_PZ�VM�ÄN\YH[P]L��L_WYLZZP]L�HY[Z�HUK�
the axis of audiovisual arts (Galeyev, 1991).
Over the structure created by Galeyev, where two axes are 
designed to represent all forms of art, it is suggested that 
a new parameter be included - a social axis, towards the 
JOHYHJ[LYPaH[PVU�VM� [OL�]HYPV\Z�HY[PZ[PJ�L_WYLZZPVUZ�HJJVYK-
ing to their involvement with issues concerning society.  This 
is intended to demonstrate that the social dimension is a 
quality that exists in most of the arts and a shaft with two 
poles - the more self-centered arts, focusing further on the 
medium itself; and the more social arts, pointing out a more 
M\UJ[PVUHS�HUK�WYVSPÄJ�PU[LYYLSH[PVU�^P[O�ZVJPL[`��-PN\YL�����
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���;OL�PU[LYZLJ[PVU�VM�HY[�HUK�[LJOUVSVN`�0

Other relevant aspects to focus on are the notions of art and 
technology, in particular how they have evolved since they 
emerged, up to the present. The separation between these 
concepts began in the 17th century. Before this period the 
distinction between artists and craftsmen had not yet been 
made. It was a time where all of the various forms of artistic 
expression were referred to as techniques (Ingold, 2001).
The period where art and technique were together in the 
same concept dates back to ancient Greece, in which the 
^VYK�[LRUu�ZPNUPÄLK�IV[O�KVTHPUZ��;OPZ�.YLLR�JVUJLW[�^HZ�
related to an empirical knowledge that by being system-
H[PaLK�HUK�[H\NO[�OHK�[OPZ�KLZPNUH[PVU��0U�V[OLY�̂ VYKZ��P[�̂ HZ�
HU�VYNHUPaH[PVU�VM�RUV^SLKNL�[V�NP]L�TLHUPUN�[V�[OL�UV[PVU�
of craft and all of the arts, as well as medicine and politics 
(Rawsthorn, 2013).
Both in the Greek and the Roman period, the terms teknè 
and ars were used with the same intent to describe a single 
profession and its activities concerning the production of ob-
jects. Although the society of this epoch did not distinguish 
between these concepts, the people knew how to make use 
of these professionals and distinguish utility value from aes-
thetic quality. During this time, regardless of the means used 
to produce a certain object, a greater relevance was given to 
the skill of the producer performer (Burford, 1972). 
The idea of craft became reduced to its technical particu-
SHYP[PLZ�HUK�[V�[OL�TLJOHUPJHS�PTWSLTLU[H[PVU�VM�WYLKLÄULK�
operations. This way of thinking remained in society at the 
same time that art has evolved with the notion of being a 
Z\WLYPVY�RPUK�VM�PU[LSSPNLUJL�PU�^OPJO�¸[OL�JYLH[P]L�L_LYJPZL�
VM�[OL�PTHNPUH[PVU¹�VJJ\YZ��(Z�H�JVUZLX\LUJL�VM�[OLZL�MHJ[Z��
near the end of the 18th century, there was a break between 
the work of art and the artefact that promoted the connota-
tion of some creative practices of a useful nature with the 
ÄLSK�VM�[LJOUVSVN �̀�YLNHYKSLZZ�VM�[OL�L_WYLZZP]L�HUK�ZLUZP-
tive characteristics of these kinds of hybrid practices (Cole-
man, 1988; Ingold, 2001).

���;OL�PU[LYZLJ[PVU�VM�HY[�HUK�[LJOUVSVN`�00

At the beginning of the 20th century there was also a trans-
formation of the meaning of technology, which came to be 
\UKLYZ[VVK�HZ�H�SVNPJ�^P[O�N\PKLSPULZ�HUK�ZWLJPÄJH[PVUZ�[V�
enhance the production apparatus. Previously, technology 
was understood as a set of concepts and theories informing 

productive practices and after a while it became reduced to 
a mere plan for the determination of production. Nowadays, 
the analysis of the concept of technology is excluded from 
TVZ[� ZJPLU[PÄJ� Z[\KPLZ� [OH[� MVJ\Z� VU� L_PZ[LU[� [LJOUPX\LZ��
centering almost restrictively on how the worker develops 
[OLPY� V^U� WYHJ[PJL� HUK� PTWSLTLU[Z� ZWLJPÄJ� [LJOUPX\LZ��
;O\Z��[OL�^VYRLY�ILJHTL�H�ZPTWSL�VWLYH[VY�¸IV\UK�[V�[OL�
mechanical implementation of an objective system of pro-
ductive forces, according to principles of functioning that 
YLTHPU� PUKPɈLYLU[�[V�WHY[PJ\SHY�O\THU�HW[P[\KLZ�HUK�ZLUZP-
IPSP[PLZ¹��0UNVSK������!�����

Although art and technology are related concepts and have 
a common origin, the idea of the separation between them 
arose in modern society, which developed the notion that 
technology is reduced to operation, while art is restricted to 
meaning. This rupture, which took the concept of technology 
far away from the territories of culture and society, contribut-
ed to a non-holistic understanding of the fact (Ingold, 2001).
+\YPUN�[OL�ZHTL�WLYPVK�� PU�[OL�ÄLSK�VM�HLZ[OL[PJZ��[OL�.LY-
man philosopher Walter Benjamin created a number of theo-
YPLZ� YLSH[PUN� [OL� ÄLSKZ� VM� HY[�� [LJOUVSVN`� HUK�WVSP[PJZ�� ;OPZ�
author, referring to Surrealism, argued that this movement 
developed a revolutionary action that was related to techno-
logical issues but with the objective of putting these means 
to serve the interests of the most disadvantaged social 
classes (Benjamin, 1996-2003).

0U�[OL�� ��Z��)LUQHTPU»Z�M\UKHTLU[HS�JVUJLYU�̂ HZ�IHZLK�VU�
the question of the constitution of the artwork and its relation 
[V�[OL�JVUZ[YHPU[Z�VM�WYVK\J[PVU��;OL�PUÅ\LUJL�VM�[OL�WOV[V-
graphic reproduction of the artwork promoted an easier un-
derstanding of these kinds of objects and a new interaction 
between these and the technological means. Until then the 
works of art were valued by their uniqueness, authenticity 
and originality, all of which contributed to the creation of an 
¸H\YH¹�V]LY�[OLZL�VIQLJ[Z��)LUQHTPU�YLMLYZ�[V�[OPZ�UV[PVU�HY-
guing that it is a materialistic view, protecting the economic 
value of the work and the social class of its owner. In this 
context, the art object can be misunderstood, if it is taken 
from the social and political context. In this sense, taking 
into account the new technological possibilities, the artwork 
conquered its autonomy and transformed its social function, 
no longer based on its ritual role and assuming a political 
character (Benjamin, 1996-2003).
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���/`IYPK�]PZ\HS�HY[Z�^P[O�ZVJPHS�MVJ\Z

>P[O�YLNHYK�[V�HY[»Z�ZVJPHS�HUK�WVSP[PJHS�ZRPSSZ��P[�PZ�WLY[PULU[�[V�
understand the critical sensitivity developed around some of 
ZVJPL[`»Z�WYVISLTZ��0[�PZ�H�RPUK�VM�L_WYLZZPVU�WSHJLK�IL[^LLU�
art and politics that has the main objective of stimulating the 
]PL^LY»Z�H^HYLULZZ�VM�[OL�L_PZ[LUJL�VM�¸KVTPUH[PVU�TLJOH-
UPZTZ¹�HUK�[YHUZMVYTPUN�[OL�]PL^LY� PU[V�H�JVUZJPV\Z�HJ[VY�
with regard to the evolution of the world. In this context, it is 
possible to consider that aesthetics contains a political char-
acter, while politics has its own aesthetic. The aesthetics that 
are provided with a political character led art through two 
possible ways: the annulment of art because of its dilution 
with life, and the art practices that are developed with politi-
cal objectives, knowing that politics is not their true domain. 
In this sense, this kind of critical art, located between art 
HUK�¸UVU�HY[¹�MVYTZ��OHZ�KL]LSVWLK�HU�HJ[P]P[`�IHZLK�VU�[OL�
YLSH[PVUZOPW�IL[^LLU�KPɈLYLU[�ZWLLJOLZ��[O\Z�ILPUN�JHWHISL�
of a double communication (Rancière, 2006).
This interaction between heterogeneous elements largely 
manifested itself in the context of Dadaist collages, de-
nouncing the claim of art to be part of life; later in Pop Art, 
pointing the aspiration of art to isolation; recently, using the 
same language of shock, other heterogeneous collages in-
tended to expose the various layers of information existent in 
the artwork. The combination of divergent aspects denoted 
[OL� Q\_[HWVZP[PVU� VM� KPɈLYLU[� JYP[PJZ�� YL]LHSPUN�� VU� [OL� VUL�
hand, the capacity of art for self-criticism and, on the other 
hand, the criticism of the state system and the dominance of 
the market (Rancière, 2006).

Russian Constructivism introduced this critical sense in the 
ÄYZ[�KLJHKLZ�VM�[OL���[O�JLU[\Y �̀�^OPJO�\UP[LK�[OL�HY[Z��KL-
ZPNU�HUK�HYJOP[LJ[\YL�MVY�[OL�ILULÄ[�VM�ZVJPL[ �̀�0U�[OL�ZLJVUK�
half of the 20th century it reappeared associated with the 
ecological culture and the eclectic practice of the Situation-
ist International group. Later there were a series of avant-
garde architecture groups such as Archigram, Ant Farm, 
(YJOPaVVT�HUK�:\WLYZ[\KPV��9LJLU[S �̀�ZVJPHS�HY[�HUK�KLZPNU�
OHZ�ILJVTL�H�[YHUZKPZJPWSPUHY`�ÄLSK�^P[O�ZWLJPÄJ�VIQLJ[P]LZ�
regarding the development of society. 

���7HY[PJPWH[PVU�HZ�H�TLKP\T�PU�[OL�ZVJPHS�]PZ\HS�HY[Z

The experimental art practices undertaken in a participatory 
^H`�HYL�JOHYHJ[LYPaLK�I`�[OL�YHUKVT�\ZL�VM�]HYPV\Z�TLKPH��

+\YPUN�[OL��  �Z��H�ZL[�VM�HY[PZ[Z��Z\JO�HZ�4H\YPaPV�*H[[LS-
an, Pierre Huyghe and Rirkrit Tiravanija, developed several 
interaction possibilities with participants in artistic events. 
However, these kinds of projects, covered by the concept of 
¸YLSH[PVUHS�HLZ[OL[PJZ�¹�OHK�HZ�[OLPY�THPU�W\YWVZL�WYLZLU[H-
tion in the museum space. Later this art language assumed 
H�KPɈLYLU[�JOHYHJ[LY��^OLYL�WHY[PJPWH[PVU�^HZ� PUJVYWVYH[LK�
into the artistic process as a means of social and political 
action. In the course of this transformation, and depend-
ing on the degree of autonomy shared with participants, the 
artist moved away from the production model, which was 
restricted to his action, and assumed a shared authorship 
within which the participants also have a creative key role 
(Bishop, 2012).

;OL�]PL^LY»Z�WHY[PJPWH[PVU�PU�[OL�HY[PZ[PJ�L]LU[� PZ�H�MHJ[�[OH[�
depends on their engagement with the art object. The ob-
servation of a piece is already a form of participation, which 
in turn may vary in intensity and eventually grow to a kind 
VM�H\[OVYZOPW��/V^L]LY��HUHS`aPUN�[OL�WOLUVTLUVU�PU�TVYL�
detail, it is possible to distinguish between various types of 
WHY[PJPWH[PVU!� PU� ¸UVTPUHS� WHY[PJPWH[PVU¹� [OL� VIZLY]LY� WHZ-
ZP]LS`� JVU[LTWSH[LZ� HUK� YLÅLJ[Z� VU� [OL�^VYR"� PU� ¸KPYLJ[LK�
WHY[PJPWH[PVU¹� [OL�VIZLY]LY�JVU[YPI\[LZ� [V� [OL� YLHSPaH[PVU�VM�
[OL�WPLJL"�PU�¸JYLH[P]L�WHY[PJPWH[PVU¹�[OL�VIZLY]LY�WYVK\JLZ�
JLY[HPU�JVU[LU[Z�WYV]PKLK�I`�[OL�H\[OVY"�HUK�PU�¸JVSSHIVYH-
[P]L�WHY[PJPWH[PVU¹�[OL�VIZLY]LY�PZ��^P[O�[OL�HY[PZ[��JV�YLZWVU-
ZPISL�MVY�[OL�WYLWHYH[PVU�HUK�Z`Z[LTH[PaH[PVU�VM�[OL�JVU[LU[Z�
VM� [OL� HY[PZ[PJ� WYVQLJ[�� 0U� ¸JVSSHIVYH[P]L� WHY[PJPWH[PVU¹� HUK�
¸JYLH[P]L�WHY[PJPWH[PVU¹� [OL� PUOLYLU[�KL[HPSZ� HYL�\Z\HSS`�KL-
]LSVWLK� V]LY� SVUN� WLYPVKZ� VM� [PTL"�^OPSL� PU� ¸KPYLJ[LK� WHY-
[PJPWH[PVU¹�HUK�¸UVTPUHS�WHY[PJPWH[PVU¹��[OL�^VYRZ�HYL�KVUL�
in encounters especially for that purpose (Helguera, 2011). 

The fundamental objective of contemporary social art prac-
tices that are developed within certain communities is to 
emancipate the people involved, so that they feel encour-
aged by the experience of participating in the development 
VM�[OL�HY[�̂ VYR��HUK�L]LU[\HSS`�[V�WYVK\JL�[OL�ZHTL�LɈLJ[�VU�
V[OLY�WLVWSL�MVY�[OL�ILULÄ[�VM�[OL�ZVJPHS�IVK �̀�;OPZ�LTHUJP-
patory action is usually comparable with the social activity of 
other agents operating with a conventional approach in rela-
[PVU�[V�[OL�]PZ\HS�HY[Z��THRPUN�P[�VM[LU�KPɉJ\S[�[V�KPZ[PUN\PZO�
between what belongs and what does not belong to the do-
THPU�VM�HLZ[OL[PJZ��;OL�KPɈLYLUJL�SPLZ�PU�[OL�VIQLJ[P]LZ�[V�IL�
achieved, since the social action is restricted to the exercise 

Places and non PlacesSAUC - Journal V1 - N1 



of certain ideals such as justice and social inclusion, while 
[OL�HY[PZ[PJ�WYHJ[PJLZ��PU�[OPZ�JVU[L_[��PU�HKKP[PVU�[V�[OL�YLÅLJ-
tion and exploration of the same ethical values, are mainly 
intended to highlight the existent social problematic in order 
[V�WYVTV[L�H�YLÅLJ[PVU�VU�[OLT�PU�ZVJPL[`��/LSN\LYH���������

���;OL�JYLH[P]P[`�LTHUJPWH[PVU�H[SHZ�

The aim of The Creativity Emancipation Atlas is the repre-
sentation of two Amadora neighborhoods, in a city nearby 
Lisbon, namely the Bairro da Estrada Militar do Alto da Dam-
aia and the Bairro do Alto da Cova da Moura. The idea is to 
produce one atlas for each group of participatory activities, 
^OPJO�^LYL�IHZLK�VU�SLHYUPUN�HJ[P]P[PLZ�PU�[OL�ÄLSKZ�VM�JVT-
puter literacy, for adults, and photography, for youngsters. 
The atlas, as a medium for the representation of social ac-
tion, is a way of mapping the functionality of an immaterial 
THJOPUL��^OPJO�^HZ�ZWLJPÄJHSS`�KLZPNULK� [V�Z[PT\SH[L� [OL�

creativity of the resident participants. The main objective 
was to contribute to the cultural development of the partici-
pants so that they lose any preconceived sense of inferiority 
when comparing themselves with other elements of society. 
It was expected that these two projects developed within the 
respective neighborhoods would have a positive cascade ef-
MLJ[�[OH[�JV\SK��ZVTLOV �̂�JVU[YPI\[L�[V�[OL�X\HSPÄJH[PVU�VM�
the place.

Concerning the machine and its goals, it is relevant to em-
WOHZPaL� [OL� ULLK�VM� H� RPUK�VM� ZVM[^HYL� MVY� P[Z� M\UJ[PVUPUN��
This program is informed by a philosophy of education 
around the idea of emancipation and an aesthetics ideology 
as a powerful way to develop the intersubjectivity related to 
social awareness. Lastly, The Creativity Emancipation Atlas 
HPTZ� [V�JVU[YPI\[L� [V�H� YLÅLJ[PVU�HIV\[�TVYL�ZVJPHSS`�Z\Z-
tainable ways to reduce the problematic situations that usu-
ally occur in degraded and deprived urban areas.
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Figure 2. Machine operational scheme (Gorgel Pinto, 2015).
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�����4HJOPUL

The designed machine for the creativity emancipation of the 
participants (Figure 2.) is based on the assumption that there 
is no division between human beings and their creations. In 
other words, the notion that the objects invented by the hu-
man being, due to technological skills, produce considerable 
transformations such as those that are related to its func-
tionality, as well as to other changes that are perceived in 
thought and contribute to the evolution of intelligence. This 
is a philosophy focused on a particular notion of technique, 
which considers the transformation of something as well as 
OV^�P[�HɈLJ[Z�O\THU�[OV\NO[��0U�[OPZ�ZLUZL��[OL�[LJOUPX\L�PZ�
HSZV�H�^H`�VM�[OPURPUN�PU�^OPJO�[OL�O\THU�ILPUN�YLÅLJ[Z�VU�
[OLPY�HJ[PVUZ��0[�PZ�H�THJOPUL�SVNPJ�[OH[�PTWSPLZ�H�ZL[�VM�¸HY[P-
ÄJPHS�H\[VTH[PZTZ¹��PU�^OPJO�[OLYL�PZ�UV�ULLK�VM�H�WO`ZPJHS�
object to put everything into practice. For the artistic actions 
PU�X\LZ[PVU��^OH[�Q\Z[PÄLZ�[OL�ULLK�VM�H�ZWLJPÄJ�THJOPUL�HYL�
the various functionalities surrounding the participants (Ven-
geon, 2009). 

�����*YLH[P]P[`

One of the most important elements in the present projects 
is the use of a universal notion of creativity, which is a qual-
ity that is common to everyone in humanity and also a value 
VM�L_JOHUNL�^P[O�TVYL�SVNPJ�[OHU�JHWP[HS�HUK�WYVÄ[��^OVZL�
LɈLJ[Z�OH]L�KVTPUH[LK�[OL�KL]LSVWTLU[�VM�[OL�YLJLU[�J\S-
ture. Creativity is one of the most powerful characteristics in 
every human with creative sensitivity, being a quality that is 
not limited to the genial character or to a rare aptitude of an 
individual in particular. 

In this sense, according to the principle that creativity is a 
common good in society and not an exclusive quality of art-
ists, it is possible to engage participants in the social project 
activities and stimulate them for their own advantage. Con-
sequently, through their emancipation, it is expected that 
they can later repeat this kind of behavior and actively con-
tribute to the development of a freer society. In other words, 
this expanded idea of art points out that every human be-
ing has creative capacities that can be boosted in order to 
stimulate their involvement in the transformation of their own 
\YIHU�JVTT\UP[`�HUK�ZV�VU��PU�H�YLZVUHUJL�LɈLJ[��[OYV\NO-
out society (Beuys apud Gomes, 2010).

�����,THUJPWH[PVU

In the course of the participatory actions in question, a learn-
ing process based on guessing is used. In this context, the 
artist also functions as a teacher guiding each participant 
every time they lose focus in learning. Thus, the interaction 
between the artist and the participants in the learning activi-
ties is not the submission of one intelligence to another, but 
a relationship that enhances the connection among wills. In 
this sense, the most important element lies in the initial ideas 
and orientations of the artist followed by the free exploration 
of the participants, who collaborate with each other and in-
dicate other sources of knowledge, such as the stories and 
interests that are shared by everyone during the actions. 
;OL�YLZPKLU[Z»�^PSS��HUK�[OL�HY[PZ[»Z»�JHWHJP[`�[V�LTHUJPWH[L��
are the most sensitive issues in the development of partici-
patory activities. This art project follows the Universal Edu-
cation principle, in which there is the objective of learning 
anything and, consequently, relating it to other knowledge 
¸HJJVYKPUN� [V� [OL� WYPUJPWSL� [OH[� HSS�TLU� OH]L� LX\HS� PU[LSSP-
NLUJL�¹�-VSSV^PUN�[OPZ�WOPSVZVWO �̀�[OL�WYL�L_PZ[LUJL�VM�ZV-
cial disadvantage is a reality that must not be boosted in the 
learning process. In contrast, it is important to enhance the 
equality among participants at the outset, and not as the 
main purpose. Therefore, the artist must be sensitive to the 
knowledge that the participants already have and both must 
IL�WSHJLK� PU� [OL� ZHTL� aVUL� VM� \UKLYZ[HUKPUN� MYVT�^OPJO�
they can start sharing information (Rancière, 2002). 

�����([SHZ

The participatory actions that occurred during the projects 
are represented through a set of audiovisual fragments that, 
in turn, constitute an archive of the developed work. Each 
neighborhood project has its own archive, which is a form 
of showing everything done to the non participant residents, 
to the urban community, as well as to other individuals inter-
ested in this kind of transdisciplinary work.

However, the archive in question, instead of being a dense 
set of all the audiovisual elements representing the art proj-
ect, is a kind of atlas that has a selection of the most sig-
UPÄJHU[�YLWYVK\J[PVUZ��HZ�^LSS�HZ�ZVTL�KYPM[Z�ZVTLOV^�JVU-
nected to it. This way of mapping the participatory practice 
^P[OPU�[OL�ULPNOIVYOVVKZ� PZ�VYNHUPaLK�I`�H�NYV\W�VM�N\PK-
ance panels, which have the objective of revealing clues, 
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where gaps between images can guide the viewer to other 
thoughts (Didi-Huberman, 2010).

The concept of the atlas is a kind of visual knowledge based 
on the interaction between the aesthetic and epistemic think-
PUN�TVKLSZ�� PU�^OPJO�¸[OL�ZLUZP[P]L�KPTLUZPVU�� [OL�KP]LYZL�
HUK�[OL�SHNVVU�SPRL�UH[\YL¹�[OH[�PZ�WYLZLU[�VU�L]LY`�PTHNL�PZ�
enhanced. Another atlas relevant feature is the eventual in-
clusion of dissonant notes, which allow the counteracting or 
expanding of what is pre-established by intelligence. In this 
sense, departing from a particular intelligible analysis, this 
[`WL�VM�TLKPH�WYVTV[LZ�[OL�KP]LYZPÄJH[PVU�VM�[OV\NO[Z�HUK�
freedom of reasoning, launching alternative perspectives for 
[OL� ]PL^LY�^P[O� [OL� VIQLJ[P]L� VM� X\LZ[PVUPUN� [OL� ¸ZLSM�WYV-
claimed certainties of science convinced of its truths, as the 
HY[�PZ�JVU]PUJLK�VM�P[Z�JYP[LYPH¹��+PKP�/\ILYTHU������!��������
Another important possibility given by this kind of archive 
PZ�[OL�HWWLHYHUJL�VM�¸PU[LYZ[P[PHS¹�ZWHJLZ�VM�L_WSVP[H[PVU�IL-
[^LLU� [OL�ZLSLJ[LK� PTHNLZ��^OPJO�LTWOHZPaL� [OL�JVU[PU\-
ous possibility of formulating new ideas. Contrary to this per-
ZWLJ[P]L�HYL�[OL�WYL]HPSPUN�¸PKLHSZ�VM�\UPX\LULZZ��ZWLJPÄJP[ �̀�

W\YP[`�HUK� PU[LNYHS�RUV^SLKNL�¹�;OL� YVSL�VM� PTHNPUH[PVU� MVY�
[OL�H[SHZ»�\UKLYZ[HUKPUN�ZOV\SK�HSZV�IL�UV[LK��ZPUJL�[OPZ�PZ�
[OL�JOHYHJ[LYPZ[PJ�[OH[�HSSV^Z�H�¸[YHUZ]LYZHS�RUV^SLKNL¹�HUK�
other possibilities of understanding every time the viewer 
is confronted with an assembly of unlikely elements (Didi-
Huberman, 2013).

���(Y[�WYVQLJ[Z�PU�[^V�(THKVYH�ULPNOIVYOVVKZ

The socially engaged art projects were developed in two dis-
advantaged urban neighborhoods from the city of Amadora, 
named Bairro da Estrada Militar do Alto da Damaia (Figure 
3.) and Bairro do Alto da Cova da Moura. The city is close to 
Lisbon and has other urban areas with the same characteris-
tics, such as illegal construction and the lack of support from 
[OL�.V]LYUTLU[�HUK�*P[`�/HSS� [V�Ä_�ZP[\H[PVUZ� SPRL�WV]LY[ �̀�
low education levels, and crime, among others. The popu-
lation of the places in question is mostly comprised of im-
migrants, and their descendants, from Portuguese-speaking 
African countries.
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Figure 3. Bairro da Estrada Militar do Alto da Damaia, Video frame (Gorgel Pinto 2015).
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The projects were developed more or less at the same time 
in both neighborhoods. One of the relevant aspects is the 
KLÄUP[PVU�VM�H�TL[OVKVSVN`�[V�IL�YLWLH[LK�PU�ZPTPSHY�M\[\YL�
projects. Before all else, the social intervention must be pro-
WVZLK�[V�H�SVJHS�HZZVJPH[PVU��-PN\YL����[OH[�OHZ�[OL�YLZPKLU[Z»�
JVUÄKLUJL�HUK��PU�JVSSHIVYH[PVU��[OL�HY[PZ[�HUK�[OL�HZZVJPH-
[PVU��ILNPU�WSHUUPUN�THU`�KL[HPSZ��+\YPUN�[OL�ÄYZ[�TLL[PUNZ��
it wais essential to understand the cultural needs of the local 
residents, and also to think about useful activities that could 
develop the creative energy of the residents. It is fundamental 
[V�LTWOHZPaL�[OH[�[OL�HJ[PVUZ�[V�IL�LZ[HISPZOLK�¶�UHTLS`�[OL�
^VYR�̂ P[O�T\S[PTLKPH�HUK�H\KPV]PZ\HSZ�¶�ZOV\SK�IL�IHZLK�VU�
[OL�HY[PZ[»Z»�THPU�WYHJ[PJL�¶���)V[O�WYVQLJ[Z�OHK�H�ÄYZ[�WOHZL�
dedicated to computer literacy with adults (Figure 5.), and a 
second phase about photography for youngsters (Figure 6.). 
This second part has, to date, only applied in the Bairro da 
Estrada Militar do Alto da Damaia, but will also occur, in the 
near future, in the Bairro do Alto da Cova da Moura. After the 
outline of the project activities, the initiatives were spread 
in the neighborhoods, which had no problem in receiving 
people with interest in participating. It ils also important to 
mention the collaboration, (in both projects), of multimedia 
students from a local high school.
The artistic practice developed within the projects had two 
KPɈLYLU[�TVTLU[Z��;OL�ÄYZ[�VUL�PZ�IHZLK�VU�H�WHY[PJPWH[VY`�

learning system, which was implemented with the objec-
tive of later constituting a symbolic art piece that stimulates 
thought about the place and the community where the ac-
tions took place. During the participatory activities of the 
ÄYZ[� WHY[�� IV[O� [OL� WLVWSL��^OV� HJX\PYLK� UL^� RUV^SLKNL��
as well as the artist and the students who collaborated, ex-
changed information and gave some ideas for the actions in 
the course. Despite the participatory activities being previ-
ously prepared by the artist in collaboration with the asso-
JPH[PVU»Z� YLZWVUZPISL�WLYZVUZ�� P[�^HZ�JY\JPHS� [V�IL�VWLU� [V�
[OL�YLZPKLU[Z»�PKLHZ�HUK�[V�MVSSV^�[OLPY�V^U�PU[LYLZ[Z��([�[OL�
same time, DSLR cameras were always present at the learn-
ing activities, with the aim to capture some video footage, 
photographs and audio recordings, to later integrate into the 
WYVQLJ[Z»�HYJOP]L��
The second moment, a work that is still ongoing, is con-
cerned with the observation of the archive and the subse-
quent selection of audiovisual fragments that may represent 
the socially engaged art project. In this sense, the archive is 
being designed, for each set of participatory activities and 
its respective neighborhood, as a multimedia atlas with the 
title The Creativity Emancipation Atlas (Figure 7.). The goal of 
the atlas is to confront the viewer and refer them to a deeper 
meaning in a space of multiple referents. 
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Figure 4. Local association, Video frame (Gorgel Pinto 2015).
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Figure 5. Computer lessons for adults, Video frame (Gorgel Pinto 2015).

Figure 6. Pinhole photography workshop for youngsters, Video frame (Gorgel Pinto 2015).



��

The multimedia atlas will be permanently placed online, in a 
ZWLJPÄJ�^LI�KLZPNU�JVTWVZP[PVU��HZ�^LSS�HZ�[LTWVYHYPS`�PU�H�
physical location. The objectives of this double presentation 
HYL� [V!� ���� YLJVNUPaL� HUK�WYHPZL� [OL� J\S[\YL� VM� [OL� JP[PaLUZ�
who live in these disadvantaged neighborhoods, (2) confront 
the rest of the urban community about the common interest 
concerning the development of these kinds of places and 

the government entities about their responsibility in solving 
WYVISLTZ�Z\JO�HZ�ZVJPHS�HUK�J\S[\YHS� PUJS\ZPVU�HUK��ÄUHSS �̀�
(3) question the visual arts about its awareness of this and 
other social problematics. The Creativity Emancipation Atlas 
online and place exhibition to the local community, and to 
the public in general, is scheduled for the year 2016.
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Figure 7. The Creativity Emancipation Atlas, Website screenshot (Gorgel Pinto 2015).

 ��*VUJS\ZPVU

The aim of this socially engaged visual art research project 
^HZ� [V�LTWOHZPaL� [OL�WV[LU[PHS�VM� [OL�HY[Z�� HUK� [OL�]PZ\HS�
HY[Z�PU�WHY[PJ\SHY��MVY�H�KPɈLYLU[�HUK�\ZLM\S�WLYJLW[PVU�VM�[OL�
various issues that interest the common good. This is an 
ethical and aesthetic kind of knowledge with the objective of 
promoting a better understanding of the social problematic. 
What is in question is the development of a kind of sensory 
PU[LSSPNLUJL�[OH[�OHZ�H�WV^LYM\S�LɈLJ[�PU�[OL�KPZZLTPUH[PVU�VM�
intersubjectivity and that can contribute to the evolution of a 
more sustainable society.

Over the history of the visual arts and technology, there have 
ILLU�ZVTL�ZPNUPÄJHU[�WLYPVKZ�PU�^OPJO�[OL�PU[LYHJ[PVU�^P[O�
society to produce something practical and more useful was 
a clear objective. Thus, it is important to understand these 
periods of time in detail in order to develop other synergies 
between society and creativity.
The art practice under development in both neighborhoods 
was informed by various dimensions of knowledge with the 
VIQLJ[P]L� VM� ILPUN� ZPT\S[HULV\ZS`� Z`TIVSPJ� HUK� WYVSPÄJ� [V�
society. This is the reason that it was designed as an imma-
terial machine for the emancipation of creativity, with the aim 
of helping to improve the socio-cultural community context.
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(Z�MVYLZLLU��[OL�]HSVYPaH[PVU�VM�[OL�L_PZ[PUN�JYLH[P]L�LULYN`�
in these kinds of disadvantaged urban areas is a form of re-
K\JPUN� [OL�NHW�IL[^LLU� SVJHS� YLZPKLU[Z�HUK�V[OLY�JP[PaLUZ�
that belong to higher social classes and have better educa-
tion levels.
(M[LY�[OL�KLÄUP[PVU�VM�[OL�TL[OVKVSVN`�VM�[OPZ�ZVJPHSS`�ZLUZP-
tive multimedia visual art practice, the aims for the near fu-
ture are to complete all of the works associated with the two 
projects described in this paper, as well as continuing this 
theoretical and practical research through the development 
of related projects with other urban neighborhoods around 
Lisbon. 
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���0U[YVK\J[PVU

Contemporary commissioned murals are the most media-
[PaLK�W\ISPJ�HY[�^VYRZ�PU�[OL�\YIHU�ZWHJLZ��5V[�VUS`�ILJH\ZL�
they are embedded in the arena of visibility that the walls 
have come to represent for humanity but also because they 
Ä[�[OL�ZVJPHS�KPNP[HS�UL[^VYR�LU]PYVUTLU[�HUK�P[Z�^H`Z�VM�KPZ-
semination. By foot or by car, murals are available to be pho-
tographed quickly and posted and shared. In the last century 
murals had been elected as the means to portray historical 
processes by Mexican muralists. The making of the work 
and the medium employed constituted a metaphor for the 
integration of the individual into the collective, if one consid-
ers the technique of fresco as a kind of populist medium. 
Today, mural interventions have been reborn as a popular 
art expression in the streets although not in respect to the 
symbolic evocation of a collective labor technique. Perhaps 
[OL�ÅH[�MVYTH[�VM�[OL�^VYR�HZ�^LSS�HZ�[OL�WLYMVYTH[P]P[`�VM�[OL�
making are particularly suited for photo documentation and 
digital network publishing.  

Pop art and surrealist characters as well as abstract supre-

matist shapes meet and challenge the visual languages of 
public art interventions that have furnished the cities in the 
past centuries. In this paper, contemporary murals will be 
discussed from the viewpoint of art representation in the city 
by considering other forms of public art. Within particular 
JVU[L_[Z�Z\JO�HZ�[OL�7VY[\N\LZL�¶�)YHaPSPHU�J\S[\YHS�YLSH[PVU-
ships from which this study is driven, the shift from commis-
sions of statues and monuments to street mural interven-
tions will be traced. Although a quick search on the internet 
shows empirical evidence of mural interventions being a 
popular expression among street art festivals and other pub-
lic art events in our cities, the contemporary manifestation 
VM�[OPZ�W\ISPJ�HY[�MVYT�PZ�SLZZ�Z[\KPLK�PU�[OL�YLZLHYJO�ÄLSK�VM�
HY[��-VY� [OPZ�� H� SP[LYH[\YL� YL]PL^�^PSS� JVU[L_[\HSPaL� [OL�ULLK�
to research further contemporary mural art expression due 
to the enormous quantity of examples available in the cities 
HUK�[OL�SP[[SL�YLZLHYJO�JV]LYPUN�[OPZ�HY[�ÄLSK��;OL�HYN\TLU[�
will move further to case studies regarding the public art 
WYVK\JLK�HTVUN�7VY[\N\LZL�)YHaPSPHU�J\S[\YHS�YLSH[PVUZOPWZ�
with examples that illustrate the paradigmatic shift from the 
phenomenon of statues and monuments placed in squares 
to mural interventions on the walls of buildings. The paper 
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Abstract

9LJLU[S`�[OLYL�OHZ�ILLU�H�YLZ\YNLUJL�VM�T\YHSZ�PU�ZL]LYHS�,\YVWLHU�HUK�(TLYPJHU�JP[PLZ��:[YLL[�HY[�]PZ\HS�WYHJ[PJLZ�OH]L�
WYP]PSLNLK�T\YHSZ�HZ�VUL�VM�[OL�TVZ[�Z\P[HISL�MVYTH[Z�[V�HKKYLZZ�W\ISPJ�ZWHJLZ��+LZWP[L�[OL�PUJYLHZPUN�YLJVNUP[PVU�HUK�ZPN-
UPÄJHUJL�VM�T\YHSZ�MVY�[OL�]PZ\HS�J\S[\YL�VM�[OLZL�JP[PLZ��[OPZ�JVU[LTWVYHY`�\YIHU�HY[�WYHJ[PJL�OHZ�UV[�YLJLP]LK�T\JO�H[[LU[PVU�
MYVT�YLJLU[�SP[LYH[\YL��;OPZ�WHWLY�WYV]PKLZ�H�SP[LYH[\YL�YL]PL^�VU�JVU[LTWVYHY`�T\YHSZ��NP]PUN�HU�HJJV\U[�VM�[OLPY�WVW\SHYP[ �̀�
[OLPY�YLSH[PVU�[V�SVJH[PVU�ZWLJPÄJP[`�HUK�NSVIHS�WYLZLUJL��HZ�^LSS�HZ�[OL�TLHUZ�VM�KPZZLTPUH[PVU�VM�Z\JO�HY[�L_WYLZZPVU��;OL�
Z[\K`�^PSS�[OLU�MVJ\Z�VU�H�ZL[�VM�JHZL�Z[\KPLZ�PU�3PZIVU��YLNHYKPUN�[OL�WHYHKPNTH[PJ�ZOPM[�MYVT�ZJ\SW[\YL�JVTTPZZPVUPUN�[V�
T\YHS�JVTTPZZPVUPUN�^P[OPU�7VY[\N\LZL�)YHaPSPHU�J\S[\YHS�YLSH[PVUZOPWZ��;OL�^VYRZ�VM�6:.,4,6:��)PJPJSL[H�ZLT�-YLPV�HUK�
5\UJH�^PSS�IL�KPZJ\ZZLK�PU�[OPZ�MYHTL^VYR��X\LZ[PVUPUN�^OH[�[OL�JVU[YPI\[PVUZ�VM�JVU[LTWVYHY`�T\YHS�^VYRZ�TPNO[�IL�MVY�[OL�
W\ISPJ�ZWHJLZ�VM�[OL�JP[ �̀�

 
2L`^VYKZ!�*VU[LTWVYHY`�T\YHSZ��:[YLL[�(Y[��3PZIVU��7VY[\N\LZL�)YHaPSPHU�*\S[\YL�9LSH[PVUZOPWZ��
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^PSS�JOHYHJ[LYPaLK�[OL�^VYRZ�VM�6:.,4,6:��)PJPJSL[H�ZLT�
Freio e Nunca in Lisbon, while confronting the global art ex-
pression of the authors and the works conceived, especially 
PU�3PZIVU��0U�[OPZ�HUHS`ZPZ��[OL�MLH[\YLZ�[OH[�JOHYHJ[LYPaL�]PZ\-
HSS`�[OLPY�NSVIHS�HY[�^VYRZ�HUK�P[Z�HKHW[H[PVU�[V�[OL�ZWLJPÄJP[`�
of place will be further discussed, while questioning these 
contributions for the public spaces of the city. 

���4\YHS�HY[�HZ�Z[YLL[�HY[�L_WYLZZPVU

In recent years murals have become a substantial part of the 
urban art displayed in the cities.  A quick view in a search 
LUNPUL� HM[LY� [`WPUN� ¸HY[L� \YIHUH¹� VY� Z[YLL[� HY[�^PSS� ZOV^� H�
great diversity of non-commissioned and commissioned 
mural works.   In such murals, artists intervene on the street 
^HSS��JYLH[PUN�ZP[L�ZWLJPÄJ�^VYRZ��VM[LU�HWWYVWYPH[PUN�HYJOP-
tectonic elements as urban ready-mades or interacting in-
tertextually with the meanings of places (Elias et al., 2013; 
Elias et al., 2014), and picture the city as a living palimpsest 
of images shared locally and globally in social digital net-
works. Murals are suitable formats to photograph, publish 
and share in the social networks of the world global village 
(Irvin, 2012). Public art festivals, mural art city programs, 
and gallery commissions have also increased the practice 
VM�[OPZ�HY[�L_WYLZZPVU��>OL[OLY�VɉJPHSS`�VY�\UVɉJPHSS �̀�T\YHS�
HY[� OHZ�ILLU� YLX\LZ[LK� PU� [OL�WHZ[� JLU[\Y`� PU�X\P[L�KPɈLY-
LU[�THUULYZ�HJJVYKPUN�[V�KPɈLYLU[�WVSP[PJHS�HUK�J\S[\YHS�JVU-
texts (Elias, 2007; Elias and Leonor, 2012; Loeb, 2013). City 
squares, once elected as the space to place public artworks, 
are now dismissed in favour of walls or spaces left over after 
planning. In terms of commissioned works there is a shift 
from commemorative statues, busts, or abstract sculpture 
to large-scale murals. Particularly in the context of Portu-
N\LZL�)YHaPSPHU�J\S[\YHS�YLSH[PVUZ��^OVZL�Z\IQLJ[Z��TLHUZ�VM�
representation, and discourses have become detached from 
the commemorative rituals raised in the nineteenth century 
HUK�HYL� UV^� [\ULK�^P[O� [OPZ�TLKPH[PaLK� Z[YLL[� HY[� L_WYLZ-
sion (Elias, et al., 2014). During the 20th century most of 
the production of public art within this cultural relationship 
was dominated by statues and commemorative monuments 
which related the historical past of the two countries (Elias 
et al., 2013). In the 21st century, street murals became part 
of this cultural relationship while displaying visual languages 
YVV[LK�PU�[OL�NYHɉ[P�HUK�Z[YLL[�HY[�WYHJ[PJLZ�VM�H�`V\UN�HUK�
NSVIHSPaLK�NLULYH[PVU�VM�HY[PZ[Z��,SPHZ��L[�HS���������

0U�[OL�ZJVWL�VM�\YIHU�HY[��JVUJLW[Z�VM�NYHɉ[P�HUK�Z[YLL[�HY[�
are not consensual. Street art is considered a derivation of 
NYHɉ[P��VɈLYPUN�H�TVYL�ÅL_PISL�H[[P[\KL�[V^HYKZ�PUZ[P[\[PVUHS-
PaH[PVU��3L^PZVOU��������̂ OLYLHZ�̂ YP[LYZ�JVU[PU\L�[OLPY�PSSLNHS�
NYHɉ[P�VU�Z[YLL[�WYHJ[PJL� �*HTWVZ����� ��HSVUN�^P[O�JVT-
missioned works. Although contemporary murals are con-
ZPKLYLK�HZ�[OL�THPU�V\[JVTL�VM�NYHɉ[P�HUK�Z[YLL[�HY[�^VYRZ�
(Irvine, 2012), there is a lack of a deeper analysis of this par-
ticular art expression in the city. Urban sociology and cultural 
NLVNYHWO`�Z[\KPLZ�HKKYLZZ�NYHɉ[P�HUK�Z[YLL[�HY[�WYHJ[PJLZ�PU�
their cultural dynamics (Ferro, 2011; Silva, 2011; Anderson, 
2009). Gender studies are concerned with issues of prac-
tices of gender and relation to power (Machado, 2013). In 
visual anthropology (Campos, 2010) and art history (Simões, 
2013) mural paintings are referred as masterpieces that 
show the artistic skills of the writers. There is also a common 
HNYLLTLU[�[V�YLSH[L�[OL��¸[OL�^VYSK�PZ�V\Y�JHU]HZ¹�H[[P[\KL�VM�
NYHɉ[P�HUK�Z[YLL[�HY[�^P[O�[OL�L_WHUKLK�ÄLSK�VM�[OL�HY[PZ[PJ�
practice in the seventies (Simões, 2013; Irvin, 2012). Nev-
ertheless, there is much to relate with these contemporary 
approaches. Surrealist statuophobie and involuntary sculp-
[\YLZ��VY�M\[\YPZ[�THUPMLZ[VZ�HUK�+L�:[PQS»Z�Z[H[LTLU[Z�VU�JV-
lour in buildings can also be discussed in this context as 
they already experienced the city as a working site (Careri, 
2003; Marques, 2012). Authors discuss street art in relation 
to suprematism, constructivism and abstraction (Lewisohn, 
�������HUK�[OL�SHUK�HY[�KLÄUP[PVUZ�VM�ZP[L�HUK�UVU�ZP[L��0Y]PU��
2012), mentioning as well pop art collage, appropriation, re-
mix, and repetition. However, murals are not the subject of 
research in terms of process work, meaning, composition, or 
ZP[L�ZWLJPÄJP[ �̀�;OLZL�JHU�IL�[OL�THPU�KPTLUZPVUZ�VM�T\YHSZ�
to analyse further. In Walls of Empowerment, Latorre (2008) 
^YV[L�[OH[�[OL�JVUJLW[�VM�ºT\YHS�LU]PYVUTLU[»�YLMLYZ�[V�[OL�
ZP[L�ZWLJPÄJP[`�[OH[�PZ�VYPNPUH[LK�^P[O�[OL�SVJH[PVU�HUK�WO`ZP-
cal space that encompasses and is included by the mural. 
2UV^U��������KYL^�H[[LU[PVU�[V�[OL�KLÄUP[PVU�VM�ZP[L�ZWLJPÄJ-
ity, or the actuality of the site, by describing the development 
of the relationship between the work and the site. The notion 
VM�ZP[L�ZWLJPÄJP[`�OHZ�ILLU�KPZJ\ZZLK�PU�[OL�MYHTL�VM�Z[YLL[�
art but not focused particularly in the features that gener-
ally compose mural intervention (Kuttner, 2014). Although 
[OL�X\LZ[PVU�VM�^OH[�THRLZ�H�T\YHS�ZP[L�ZWLJPÄJ�OHZ�ILLU�
answered street mural art is not the main focus of such re-
search (Abdelrahman, 2012). 
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��� 4\YHS� PU[LY]LU[PVUZ� PU� 3PZIVU!� JHZLZ� VM� [OL� 7VY[\-

N\LZL�)YHaPSPHU�J\S[\YHS�YLSH[PVUZOPW

0U� [OL�ZJVWL�VM�W\ISPJ�HY[�� [OL�7VY[\N\LZL¶)YHaPSPHU�J\S[\Y-
al relationship has been traditionally represented in public 
spaces by statues and monuments. In Portugal these works 
were mostly framed by the political and ideological context 
of the Portuguese dictatorship political system that ruled al-
most half century (1933-1974). After this period, Portuguese 
KLTVJYHJ`��� �����OHZ�ILLU�VWLU�[V�KPɈLYLU[�^H`Z�VM�JVT-
missioning art works, which impacted as well on the kind of 
public art proposals created within this cultural framework. 
Other public art practices began to emerge with the open-
ing of new media, variety of subjects, and visual languages 
as well as the involvement of new promoters. Such is the 
case of the works of OSGEMEOS, Vihls, Bicicleta sem Freio 
and Nunca, who were invited by Underdog Gallery to display 
public art works in Lisbon. At the same time, Lisbon is now 
a welcome city for such public art works, with the help of 
the City Council Urban Art Gallery. These works place the 
7VY[\N\LZL�)YHaPSPHU� J\S[\YHS� YLSH[PVUZOPW� PU� H� NSVIHS� HUK�
TLKPH[PaLK�JVU[L_[�[O\Z�JHSSPUN�MVY�H�J\S[\YL�VM�MY\P[PVU�VM�[OL�
city visibly distinct from the previous orders that framed this 
cultural connection. The murals of OSGEMEOS, Bicicleta 
sem Freio and Nunca in Lisbon address issues of mediatisa-
[PVU�� H\[OVYZOPW�� HUK� ZP[L�ZWLJPÄJP[`� [OH[�TH`� JOHYHJ[LYPaL�
some aspects of contemporary murals. 

������6:.,4,6:�PU�H�I\ZPULZZ�IV\SL]HYK�VM�3PZIVU

This recent intervention by OSGEMEOS was promoted by 
the CRONO Project and by the Council of Lisbon (CML). A 
WHY[ULYZOPW�IL[^LLU�[OL�(aHMHTH�*P[HKPUH�(ZZVJPH[PVU��[OL�
CRONO project and the Gallery of Urban Art of the Coun-
cil was developed during the years 2010 and 2011 with the 
VIQLJ[P]L�VM�^LSJVTPUN�WYVQLJ[Z�VM�NYHɉ[P�HUK�Z[YLL[�HY[� PU�
]HYPV\Z�W\ISPJ�ZWHJLZ�PU�[OL�JP[ �̀�;OL�MVYTLY� PKLH�^HZ�ÄYZ[�
launched by a group of people aiming to facilitate the pres-
ence of an art available to all in the city space.  Considering 
the public and private institutions and associations involved 
in the spaces of the city this kind of commission shows us 
an example of a social process running in a Down / Up ba-
sis. The proposal was designed and then the Lisbon Coun-
JPS� QVPULK� [OL� PUP[PH[P]L� [V� VɉJPHSS`� Z\WWVY[� [OL� PU[LY]LU[PVU�
(Neves and Lopes, 2015). 

;OL� )YHaPSPHU� HY[PZ[Z� 6:.,4,6:� HYL� MHTV\Z� ILJH\ZL� VM�
their murals conveying political and social messages fea-
tured by the yellow characters that label many of their works 
in various cities of the world. In Lisbon, OSGEMEOS have 
developed their work without predetermination of any as-
signment or subject. In this intervention, they drew the usual 
yellow character with a scarf hiding the face. There is a par-
ticular detail in the label of the scarf.  In the place of a brand 
[OLYL�PZ�[OL�ZH`PUN�¸0�SV]L�]HUKHSPZT¹��-PN�������
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Fig. 1. Works of OSGEMEOS and Blu at the Fontes Pereira de Melo Avenue. Source: Elias, Marques and Leonor (2014)



)S\�Z�T\YHS�� WHPU[LK� VU� [OL� ZHTL� Z[YLL[�� THYRZ� [OL� ZHTL�
political statement by showing us an opulent character with 
a crown in which the ornaments are the signs of the multi-
national oil companies. These works use the intertextuality 
between the local and the global, which goes beyond the 
recognition of characters that BLU or OSGEMEOS usu-
ally create in metropolitan centers around the world. These 
works are located in one of the busiest boulevards that 
JVUULJ[�[^V�JLU[LYZ�VM�I\ZPULZZ��[YHKL�HUK�ÄUHUJPHS�HYLHZ�
��4HYX\vZ�KV�7VTIHS�HUK�:HSKHUOH�:X\HYLZ��)LJH\ZL�VM�
[OPZ�WSHJLTLU[��[OL�^VYRZ�OH]L�H�ZP[L�ZWLJPÄJ�JVU[L_[�ZPUJL�
[OL`�HKKYLZZ�[OL�PZZ\LZ�VM�JHWP[HSPZT�HUK�NSVIHSPaH[PVU��-PN��
4.). Indeed, after these interventions, the fruition of Saldanha 
/ Marques de Pombal junction cannot be dissociated from 
these new aesthetic proposals of urban art. The presence 
of these interventions does not go unnoticed and the works 
contribute to a new understanding of this space, which was 
formerly aesthetically depressed. These street murals with a 
monumental scale question the local and global economic 

powers represented in the cities and thus publicly challenge 
[OL�JP[PaLU�[OYV\NO�[OLPY�ZVJPHS�HUK�WVSP[PJHS�TLZZHNL��,SPHZ�
et al., 2014). 

����3PZIVU�PZ�H�NPYS

The bicileta sem Freio were invited by Underdogs to cre-
ate a public art work in Lisbon in 2012. The intervention by 
Bicicleta sem Freio in Cais do Sodré takes the motto of the 
sea and features a waving composition structured by marine 
elements tiding a girl, the main character of the mural. 
The group of designers and illustrators, Douglas, Victor 
and Renato, is known by their dynamic, 70s inspired col-
ored compositions, with drawings of girls as the characters 
of their public art works. Besides the 60s/70s imaginary of 
commercial hand-painted illustrations of products such as 
[HUUPUN� VPS�� [OL� NPYSZ� VM� JVTPJZ�� HUK� 3PJO[LUZ[LPU�Z� MLTHSL�
characters that may come to the mind of the viewer, these 
NPYSZ�YLJHSS�ZVTLOV^�)V[[PJLSSP»Z�=LU\Z�VY�[OL�YLWYLZLU[H[PVU�

Places and non Places

45

SAUC - Journal V1 - N1 

Fig. 2. Bicicleta sem freio, LA. Source: Artslant. [Online] 
Available at: http://www.artslant.com/9/articles/show/40000 [Accessed 16/11/2015].
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of Medusa by Caravaggio and Bernini. The Bicicleta sem 
Freio murals are fully dynamic by the way the long hair and 
other features are shaped and spread in several directions 
(Fig. 2.), thus replicating intrinsically similar lines that orga-
UPaL�[OL�MLH[\YLZ�VM�[OL�JVTWVZP[PVU�
     
In the case of the mural of Lisbon (Fig. 3.), it is impossible to 
deny the relationship between the preexistence of the place 
and the new features of the mural as they re-frame moments 
of the history of the city and symbolic images associated 
^P[O�3PZIVU»Z� PTHNPUHY �̀�;OL�^VYKZ�*S\IL�5H]HS�KL�3PZIVH�
report the usage of the building and become meaningful for 
the mural work as they integrate the composition ands link 
some of its features. The words also help to give a direction 
to read the image composition. Clube Naval is read along 
[OL� [^V�ÄYZ[�^HSSZ�VM� [OL�I\PSKPUN�WLYMVYTPUN� [OL� YL]VS]PUN�
sea waves that envelop the body. Lisboa is read on the top 
of the face of the girl as if her name was the name of the city. 
In this sense, it is possible to nominate a portrait of Lisbon 
HZ�H�THYPUL�ÄN\YL�Z[HNPUN�KYHTH[PJ�Z[VYPLZ�VM�IVH[�QV\YUL`Z�
in the sea. 

�����5\UJH�7LKYV�ÍS]HYLZ�*HIYHS�

5\UJH� PZ� H�)YHaPSPHU� HY[PZ[�^OV� OHZ� ILLU� JYLH[PUN� JOHYHJ-
ters that are meaningful for the places where murals are 
KPZWSH`LK��0U�)YHaPS��[OL�HY[PZ[�JVUMYVU[Z�[OL�JV\U[Y`�^P[O�P[Z�
original past, drawing characters that resemble the native 
)YHaPSPHUZ��-PN�������0U�)LYSPU��5\UJH�OHZ�JYLH[LK�H�W\UR�JOHY-
acter. Near London he has conceived a character that sym-
IVSPaLZ�[OL�8\LLU���HZ�H�ILL��YLJHSSPUN�PZZ\LZ�YLSH[LK�[V�JVSV-
nialism and the power of the nation.  As for the intervention 
in Lisbon, he was invited by the Underdogs Gallery to create 
a large street art mural.  The work is directly related with the 
historical past of the two countries since Nunca portrayed 
Pedro Álvares Cabral (Fig. 5.), the Portuguese navigator who 
HYYP]LK�H[�)YHaPS�PU������HUK�VWLULK�[OL�JVSVUPaH[PVU�VM�[OL�
land to the Portuguese and other Europeans. 

5\UJH�KYH^Z� [OL�JOHYHJ[LY� PU�VYKLY� [V�VɈLY�H�JYP[PJHS�]PL^�
about the actuality of the country. Pedro Álvares Cabral 
holds a can and is begging for money, a pose that is rep-
resented by the few euro coins about to land inside the 
can. Nunca uses a mix of techniques that are symbolical-
S`� SHKLU�� 0[� PZ�WVZZPISL� [V� YLJVNUPaL� [OL�NYHɉ[P� YVV[Z�VM� [OL�
artist through the spray can contour applied to trace the  

 
 
 
 
 
 
features on the wall. The use of the plain shade to contrast 
with the background may also have similarities with the pop 
art techniques. But it is the black lines crossed over the plain 
ZOHWLZ� [OH[�TVZ[�JOHYHJ[LYPaLZ�OPZ�^VYR�HUK�H[[HJOLZ� [OL�
features to the history of image production, when engrav-
ing and drawing were the predominant media for producing 
images. The application of crossed lines to create tonal and 
ZOHKPUN�LɈLJ[Z�PZ�JHSSLK�JYVZZOH[JOPUN��(�ZWLJPHS[`�WVW\SHY�
PU�[OL�ÄM[LLU[O�JLU[\Y �̀�[OPZ�PZ�HU�HY[PZ[PJ�[LJOUPX\L�[V�JYLH[L�
the illusion of depth by varying the quantity, thickness, and 
spacing of the lines (Petherbridge, 2010). Regarding the na-
tive past that Nunca carries in his work, crosshatching can 
be seen as the appropriation of techniques of dominant cul-
tures of other times.
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-PN�� ���4\YHS� VM� 5\UJH�� )YHaPS�� :V\YJL!�>PRPTLKPH� B6USPULD�
Available at: https://commons.wikimedia.org/wiki/File:Mural_
VMF5\UJH�F)YHaPS�F�*�����*��)�K�*��)(F5HY\-
[V^PJaHF2PSP�*����ZRPLNVF:[YLL[ZFJVYULY�QWN� B(JJLZZLK�

16/11/2015].



��*VUJS\ZPVU

Ultimately, the public art produced in the frame of Portu-
N\LZL�)YHaPSPHU� J\S[\YHS� YLSH[PVUZOPWZ� MVSSV^Z� [OL� WOLUVT-
enon of the global resurgence of mural works. This cultural 
relation was once represented in public spaces by the ex-
change of state commissioned busts, statues, and monu-
ments. Contemporary murals inhabit the walls and building 
facades of cities worldwide. Partly, the wide recognition of 
the authorship of street murals depends on the mediatisa-
tion of these works, the systematic employment of visual el-
ements by the artist, and their ways of engagement with the 
sites where murals are displayed. This means to consider 
the documentation and publishing of the public performance 

of the artist while making the mural, as well as the sets of 
techniques, sort of compositions, characters, and response 
to the urban surroundings that the artist might take as their 
label. The recognition of the author through the work dis-
WSH`LK�TH`�IL�YVV[LK�PU�NYHɉ[P»Z�H[[P[\KL�[V^HYKZ�[OL�\YIHU�
[LYYP[VY �̀�UHTLS`�[OL�PKLU[PÄJH[PVU�VM�THYRZ�JYLH[LK�I`�PUKP-
viduals in public space.  But the use of certain media, sets 
of techniques, characters, or color charts are also markers 
that quickly reveal who is the artist, whether the viewer is 
walking in the city, browsing on the internet or watching a 
commercial. 
The systematic employment of such markers may also recall 
some aspects of authorship in modern art, namely the fasci-
UH[PVU�^P[O�[OL�PKLU[PÄJH[PVU�VM�HU�H\[OVY�Z�NLZ[\YL��TLKP\T��
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Figs. 5, 6, 7. The work of  Nunca in Lisbon. Plain shape and crosshatching technique. 
Source: Photos by André Santos & José Vicente | DPC | CML 2014  [Online] Available at: 

http://www.stick2target.com/pedro-alvares-cabral-by-nunca [Accessed 16/11/2015].
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HUK�[LJOUPX\LZ��>OH[�THRLZ�[OL�ZP[L�ZWLJPÄJ�UV[PVU�PU�[OLZL�
global authorial marks of murals interesting is how the artist 
responds to the urban features, culture, and pre-existences 
of the place. In Lisbon, the works of OSGEMEOS, Bicicleta 
sem Freio, and Nunca, while positioning the Portuguese-
)YHaPSPHU�J\S[\YHS�YLSH[PVUZOPW�PU�H�NSVIHS�HUK�TLKPH[PZLK�HYL-
UH��ZOV^�KPɈLYLU[�HWWYVHJOLZ�[V�ZP[L�ZWLJPÄJ�LUNHNLTLU[�
^P[O�[OL�JP[ �̀�6Z�.LTLVZ»�`LSSV^�JOHYHJ[LY�JHSSZ�H[[LU[PVU�[V�
3PZIVU�Z�JHWP[HSPZ[�HUK�NSVIHSPaLK�IV\SL]HYK��^OLYLHZ�5\U-
ca, using his crosshatching technique, updates the image of 
the historical character Pedro Álvares Cabral. Bicicleta sem 
Freio takes advantage of the surrounding physical environ-
ment and the urban features by proposing a composition 
that addresses the subject of the sea, thus recalling some of 
the history and symbolism of the city. 
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���0U[YVK\J[PVU

;OL�)YHaPSPHU�HY[PZ[� K\V�6:.,4,6:�� [^PU�IYV[OLYZ�6[m]PV�
and Gustavo Pandolfo, have gained international recognition 
over the years and have almost become the poster-children 
MVY�NYHÄ[L� PU�:qV�7H\SV�1� �;OL`�ILNHU�HZ�`V\UN�NYHÄ[LPYVZ�
on the streets of São Paulo, building their reputation both 
PU� [OL�NYHɉ[P�ZJLUL�HUK� PU� [OL�Z[YLL[�HY[�^VYSK� MVY� [OLPY� PU-
novative style and fantastical characters.2  Since 2002, they 
have been taking on commissions for large-scale public 
works and have been involved in gallery and museum ex-
hibitions with increasing frequency. Nevertheless, they con-
[PU\L�[V�WYVK\JL�\UJVTTPZZPVULK�HUK�\UH\[OVYPaLK�^VYRZ�
VM�Z[YLL[�HY[�HUK�NYHɉ[P��IV[O�PU�[OLPY�OVTL[V^U�VM�:qV�7H\SV�
and internationally. For this reason, their work represents an 
PU[YPN\PUN� JHZL� Z[\K`� MVY� [OL� PU[LYZLJ[PVU�IL[^LLU� [OL� ¸HY[�
^VYSK¹�HUK�[OL�Z[YLL[�HY[�ZJLUL��VY�[OL�WYVISLTH[PJ�YLSH[PVU-
ship between the dominant culture and a movement that be-
gan as a countercultural force. 
 The countercultural aspects of street art and graf-
Ä[P�PU�[OLPY�]HYPV\Z�THUPMLZ[H[PVUZ�OH]L�ILLU�^LSS�KVJ\TLU[-
ed by various cultural theorists. In the 2014 Lisbon Street 
Art & Urban Creativity conference proceedings, a detailed 

analysis of the complex relationship between street artists 
PU�:qV�7H\SV�¶�6:.,4,6:�PU�WHY[PJ\SHY�¶�HUK�[OLPY�\YIHU�
environment is presented (Kuttner, 2014). Even in works 
[OH[�ULP[OLY�L_WSPJP[S`�WYLZLU[�WVSP[PJHS�TLZZHNLZ�UVY�H[�ÄYZ[�
NSHUJL�ZLLT�[V�LTIVK`�[OL�]PVSLUJL�VM�[OL�¸HU[P�KPZJV\YZL¹�
proposed by Jean Baudrillard (1993) OSGEMEOS as well 
HZ� V[OLY� NYHÄ[LPYVZ� PU� :qV�7H\SV� KPHSVN\L�^P[O� HUK� JV\U-
teract the hegemony of the modernist urban environment, 
restoring human interaction to spaces that had been ren-
dered voids or non-places due to urban development plans 
strategically implemented to reinforce social divisions and 
exert control. In the case of OSGEMEOS, they expose the 
absurdity of these structures by repopulating the voids with 
fantastical and colorful characters, forming an alternate so-
JPL[`� HUK� [O\Z� IYLHRPUN� KV^U� [OL�^HSS»Z� M\UJ[PVUHSP[`� HZ� H�
boundary to interaction. The work of OSGEMEOS and their 
peers in São Paulo functions in this way when applied on 
a large scale throughout an urban environment, spontane-
V\ZS`�HUK�^P[OV\[�H\[OVYPaH[PVU�VY�VɉJPHS�ZHUJ[PVUPUN�VM�HU`�
kind. Yet, what happens when the dominant culture ceases 
YLZPZ[HUJL�[V�Z\JO�H�TV]LTLU[��ILNPUZ�[V�VɉJPHSS`�ZHUJ[PVU�
it, or moreover, even begins to commission it? At what point 
PZ�[OPZ�HZWLJ[�VM�[OL�TV]LTLU[»Z�ZPNUPÄJHUJL�SVZ[&�;OLYL�PZ�H�
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[PVUHSPaPUN�Z[YLL[�HY[��
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certain paradox involved in the promotion and dissemination 
of a countercultural movement, in that it inherently involves 
Z\I]LY[PUN��[YP]PHSPaPUN��VY�JV�VW[PUN�P[�[V�ZVTL�L_[LU[��
 Surely, when street artists are commissioned or 
NP]LU�VɉJPHS�H\[OVYPaH[PVU�[V�JVTWSL[L�H�^VYR�VU�H�W\ISPJ�VY�
private exterior wall, even if this work is thematically and sty-
listically identical to the works that are created illegally, the 
YLZ\S[�T\Z[�IL�JH[LNVYPaLK�HZ�H�^VYR�VM�W\ISPJ�HY[��/V^L]LY��
it may still make reference to the countercultural movement 
iconographically or stylistically, or to put it simply: it may em-
body a street art aesthetic. This has also been referred to as 
HU�̧ \YIHU�HLZ[OL[PJ¹�I`�7L[LY�)LUN[ZLU������!�����̂ OV�KPɈLY-
entiates between street art, which is primarily unsanctioned 
PU� UH[\YL�� HUK�\YIHU� HY[��^OPJO�KLZJYPILZ� ¸JVTTLYJPHS� HY[�
products made by artists who are somehow associated with 
[OL�Z[YLL[�HY[�^VYSK¹��)LUNZ[LU������!������)LUN[ZLU������!�
76-77) also cites Patrick Nguyen who (somewhat disparag-
PUNS`��WYV]PKLZ�H�SPZ[�VM�¸\YIHU�HY[�JSPJOt�Z\IQLJ[�TH[[LYZ¹�VY�
tropes as the primary method of visually connecting urban 
art to street art. Despite the presence of such visual con-
ULJ[PVUZ�� [OL�^H`�[OH[�H�Z[YLL[�HY[PZ[»Z�JVTTPZZPVULK�^VYR�
interacts with the public space is fundamentally altered due 
[V�[OL�JPYJ\TZ[HUJLZ�Z\YYV\UKPUN�[OH[�^VYR»Z�JYLH[PVU��HUK�
its removal as well. In The Journal of Aesthetics and Art Criti-
cism, Nicholas Riggle (2010: 243) argues that street artworks 
¸HYL� SHYNLS`� KPZJVUULJ[LK� MYVT� [OL� HY[^VYSK� ILJH\ZL� [OLPY�
ZPNUPÄJHUJL� OPUNLZ� VU� [OLPY� ILPUN� V\[ZPKL� VM� [OH[� ^VYSK�¹�
However, more importantly for this article, when a street art-
ist produces a commissioned work in a public context, that 
work becomes a part of public discourse and the subject of 
YLÅLJ[PVU��JYP[PJPZT��HUK�KLIH[L��:V�YLNHYKSLZZ�VM�^OL[OLY�VY�
UV[�VUL�Z[PSS�JVUZPKLYZ�[OL�YLZ\S[Z�VM�[OLZL�̂ VYRZ�[V�IL�̧ Z[YLL[�
HY[¹�¶�HUK�Z\YLS`�TVZ[�WLVWSL�JVUJLYULK�^P[O�[OL�ZLTHU[PJZ�
VM�[OL�PZZ\L�^V\SK�UV[�¶�[OLZL�RPUKZ�VM�H\[OVYPaLK�WYVQLJ[Z�
still tend to generate a form of coded discourse in the public 
sphere that can be used to gain insight into the relationship 
between street art and the dominant culture.
 Having previously dealt with the issues of spatial 
theory regarding OSGEMEOS and street art in São Paulo, at 
this point the discussion will turn to the complex problems 
JVUJLYUPUN�IV[O�[OL�Z\WWYLZZPVU�HUK�H\[OVYPaH[PVU�[OLYLVM��
HZ�^LSS�HZ�[OL�WYVJLZZ�VM�ILPUN�JV�VW[LK�VY�PUZ[P[\[PVUHSPaLK��
Although a variety of sources will be used for statements 
VU�6:.,4,6:»�^VYR��UL^ZWHWLY�HY[PJSLZ��JH[HSVN\L�[L_[Z��
and interviews), the critical analysis of these statements 
will be primarily based on a text that was published before 

OSGEMEOS established their reputation in São Paulo and 
PU[LYUH[PVUHSS`!�¸9LZPZ[HUJL�HUK�HWWYVWYPH[PVU�PU�)YHaPS!�/V^�
[OL�TLKPH�HUK�ºVɉJPHS�J\S[\YL»�PUZ[P[\[PVUHSPaLK�:qV�7H\SV»Z�
.YHÄ[L¹�I`�5LPS�,��:JOSLJO[���  ����:JOSLJO[�WYV]PKLZ�HU�L_-
cellent overview of the problematic relationships between 
the dominant culture and counterculture in the early stages 
VM�:qV�7H\SV»Z�NYHÄ[L�ZJLUL��H[�H�[PTL�^OLU�[OL�`V\UN�7HU-
KVSMV� [^PUZ�^LYL� Q\Z[� ILNPUUPUN� HZ� SVJHS� NYHÄ[LPYVZ�� ;OLZL�
relationships will be reexamined here in light of two major 
works by OSGEMEOS: the piece they created for the 2008 
L_OPIP[PVU�[P[SLK�¸:[YLL[�(Y[¹�H[�[OL�;H[L�4VKLYU��3VUKVU��HZ�
^LSS�HZ�VUL�V[OLY�¸NPHU[¹�WHPU[LK�PU�[OL�(UOHUNHIH��KPZ[YPJ[�
of São Paulo in 2009. The current paper parses through the 
written documentation of the public discourse surrounding 
the commissioning, production, and removal of these two 
works by OSGEMEOS. The goal therein is to break down 
these narratives and gain insight into the mechanisms at 
work and the inherent contradictions in the process of insti-
[\[PVUHSPaPUN�Z[YLL[�HY[��-\Y[OLYTVYL��I`�JVTWHYPUN�[OL�KPZ-
course surrounding these works to the research conducted 
by Schlecht (1995) this paper challenges the popular nar-
rative that the development of the discourse surrounding 
Z[YLL[� HY[»Z� HJJLW[HUJL�JHU�IL�KLZJYPILK�HZ� H� ÄUP[L� SPULHY�
WYVNYLZZPVU�¶�NYHK\HSS`�LTLYNPUN�MYVT�H�Z[H[\Z�VM�YLQLJ[PVU�
[V�VUL�VM�JVTWSL[L�HZZPTPSH[PVU�I`� [OL�KVTPUHU[�J\S[\YL�¶�
and proposes that the process could more accurately be 
described as a cyclical dynamic. So although this phenom-
enon may not be limited to one particular region, São Paulo 
and the work of OSGEMEOS are used here as a case study. 
Further studies of similar processes in other areas, such as 
New York City, Lisbon, or Berlin may potentially help create 
a more all-encompassing theory.

���(�;HSL�VM�;̂ V�.PHU[Z

In the summer of 2008, the Tate Modern commissioned sev-
eral street artists to add a distinctly urban aesthetic to the 
northern façade of this art institution, resulting in 6 large-
scale works by Blu, Faile, JR; Sixeart, Nunca, and OSGE-
MEOS. This exhibition, which may have seemed somewhat 
\UJVU]LU[PVUHS� MVY� [OL�;H[L��^HZ�ZPTWS`� [P[SLK� ¸:[YLL[�(Y[�¹�
;OL�Z[HY[PUN�WVPU[� MVY� [OPZ�HUHS`ZPZ� PZ� [OL�ÄN\YL�WHPU[LK�I`�
OSGEMEOS for this exhibition (Fig. 1: http://www.osge-
meos.com.br/en/projetos/street-art-2/#!/2893). The piece 
^HZ�UV[�VɉJPHSS`�[P[SLK��I\[�PZ�WHY[�VM�6:.,4,6:»�ZLYPLZ�VM�
Gigantes (Giants).
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� ;OL�.PHU[� PZ�H�Z[HUKPUN�`LSSV^�ÄN\YL�KLWPJ[LK�KP-
rectly from the front, with a height of approximately 25 me-
[LYZ��;OL�THSL�ÄN\YL�PZ�U\KL�^P[O�[OL�L_JLW[PVU�VM�OPZ�ZOVLZ��
a small pouch on his chest, and an orange head covering, 
^OPJO�THZRZ�OPZ�TV\[O�HUK�OHPY��;OL�[^V�KPTLUZPVUHS�ÄN-
ure is painted with outlines in a style similar to cartoons and 
comic books, with light shading giving the torso a sense of 
fullness, despite being supported on two emaciated legs. 
Dangling from his right hand, the viewer sees a bundle of 
CCTV security cameras hanging from their cables. One 
imagines that this hooded giant was a human rights vigilante 
who marauded the city of London, snatching up any sur-
]LPSSHUJL�LX\PWTLU[�OL�JHTL�HJYVZZ��;OL�ZWLJPÄJ�WO`ZPJHS�
JOHYHJ[LYPZ[PJZ�VM�[OPZ�JVTPJ�SPRL�ÄN\YL��[OL�`LSSV^�ZRPU��HS-
TVUK�L`LZ��IVU`�SPTIZ��HYL�OHSSTHYRZ�VM�6:.,4,6:»�VL\-
]YL��OH]PUN�WSHJLK�U\TLYV\Z�Z\JO�ÄN\YLZ�VU�^HSSZ��IYPKNLZ��
and other urban structures in their hometown of São Paulo, 
)YHaPS��HZ�^LSS�HZ�JV\U[SLZZ�V[OLY�JP[PLZ�^VYSK^PKL�
 Although this work was commissioned by the Tate 
¶�[OH[�PZ��P[�^HZ�UV[�H�SH[L�UPNO[�¸IVTI¹�VY�PSSPJP[�HJ[�VM�NYHɉ[P�
VY�Z[YLL[�HY[�¶�[OLYL�HYL�ZL]LYHS�KPZ[PUJ[P]L�MLH[\YLZ�[OH[�HSS\KL�
[V�[OL�Z[YLL[�HY[�HLZ[OL[PJ��Z\JO�HZ�[OL�ÄN\YL»Z�VYHUNL�OLHK�
^YHW� HUK� [OL� I\UKSL� VM� ZLPaLK� Z\Y]LPSSHUJL� JHTLYHZ�� ;OL�
head covering is a clear reference to the act of creating illegal 
^VYRZ�PU�W\ISPJ�ZWHJLZ��^OLYL�NYHɉ[P�HUK�Z[YLL[�HY[PZ[Z�JV]LY�
their faces with some sort of cloth for two purposes, both to 
protect themselves from excessive inhalation of fumes and 
to conceal their identity. This kind of head covering is a mo-
tif that repeats itself frequently throughout various works by 
OSGEMEOS and other street artists. Ironically however, with 
this work having been sanctioned and commissioned, the 
transgressive act of unsolicited street intervention appears 
only in symbolic form. 
 The bundle of security cameras is an equally di-
rect reference to the transgressive, but this is not a recurring 
theme in their work. Surveillance poses a threat to all street 
artists who create unsanctioned work, thus making it a pop-
ular thematic element and one of the tropes listed by Nguyen 
�PU�)LUNZ[LU��������`L[�6:.,4,6:»�\ZL�VM�[OPZ�TV[PM�OLYL�
PZ�KLJPKLKS`�ZP[L�ZWLJPÄJ��YLMLYLUJPUN�[OL�THZZP]L�HTV\U[�VM�
CCTV cameras in the streets of London. Although the image 
suggests a rebellion against the panopticism of London, the 
edge of its critique is arguably blunted by the fact that it is 
located within a sanctioned space and therefore does not 
represent a direct intervention. This commissioned work is 
connected to the street art aesthetic due to the presence 

of symbolic references to rebellion, anonymity, and illegality, 
but does not embody several of the transformative aspects 
[OH[�JOHYHJ[LYPaL�6:.,4,6:»�Z[YLL[�PU[LY]LU[PVUZ�PU�[OL�\Y-
ban environment of São Paulo.
 At the end of August 2008, after the six massive 
murals had transformed the Tate façade for their allotted 
three months, they were removed as scheduled. This event 
happened with relatively little fanfare or protest. After all, it 
had been clear from the outset that these were meant to 
be temporary works and would not become the permanent 
MHJL�VM�[OL�;H[L��;OL�T\ZL\T�JVVWLYH[LK�^P[O�H�ÄYT�JHSSLK�
¸.YHɉ[P�)\Z[LYZ¹�UV[�VUS`�MVY�[OL�YLTV]HS�VM�[OL�WPLJLZ��I\[�
also during the planning phase to ensure that the works 
would not cause permanent damage to the brickwork. The 
façade was treated with a protective layer shortly before 
the commissioned works were executed. This allowed the 
pieces to be removed using hot, high-pressure cleaning sys-
[LTZ�^P[OV\[�OHYTPUN�[OL�SHUKTHYR»Z�MHsHKL��(JJVYKPUN�[V�
[OL�JVTWHU`�^LIZP[L!�¸(SS�ZP_�HYLHZ�VM�º:[YLL[�(Y[»�^LYL�YL-
TV]LK�Z\JJLZZM\SS`�V]LY�H�[OYLL�^LLR�WLYPVK�[V�[OL�JSPLU[»Z�
JVTWSL[L� ZH[PZMHJ[PVU�¹� �.YHɉ[P�)\Z[LYZ�� ����!� U�W��� ;OLYL�
was little confusion or doubt about the motivations for the 
removal, although it may have almost seemed like an inside 
QVRL�[OH[�H�NYV\W�JHSSLK�[OL�̧ NYHɉ[P�I\Z[LYZ¹�JHTL�[V�[OL�ZP[L�
with their banner on the crane during the cleaning process. 
 In November 2009, slightly over a year after the 
;H[L� ¸:[YLL[� (Y[¹� L_OPIP[PVU� OHK� JVUJS\KLK�� 6:.,4,6:�
^LYL�NP]LU�[OL�H\[OVYPaH[PVU�[V�WHPU[�HUV[OLY�THZZP]L�T\YHS�
VU�[OL�ZPKL�VM�H�I\PSKPUN�PU�:qV�7H\SV��PU�[OL�HYLH�JHSSLK�̧ =HSL�
KV�(UOHUNHIH�¹�HKQHJLU[�[V�H�WHYR�HUK�KPYLJ[S`�PU�[OL�JLU-
tral business district. The work (Fig. 2: http://www.lost.art.
br/osgemeos_gigante.htm), commissioned by the Sesc, a 
NV]LYUTLU[�ZWVUZVYLK�VYNHUPaH[PVU� MVY�J\S[\YL�� YLJYLH[PVU��
HUK�LK\JH[PVU��^HZ�`L[�HUV[OLY�ÄN\YL�PU�6:.,4,6:»�ZLYPLZ�
of giants, and on a similar scale to the Tate piece, spanning 
the entire façade of an eight-story building. 3��;OL�ÄN\YL��KL-
picted frontally, has a form and pose comparable to the giant 
on the Tate, but in contrast to the previous work, this giant 
is clothed, barefoot, and his face exposed. He is wearing 
[PNO[�Ä[[PUN�IYV^U�WHU[Z�HUK�H�T\S[PJVSVYLK�ZOPY[�I\[[VULK�HSS�
[OL�^H`�\W��;OL�MHJL�PZ�WHPU[LK�PU�6:.,4,6:»�[YHKLTHYR�
`LSSV^�^P[O�[OPU�V\[SPULZ�HUK�SPNO[�ZOHKPUN��;OL�ÄN\YL»Z�^PKL�
mouth implies a very slight but awkwardly subdued smile. 
The work was titled O Estrangeiro (the Foreigner) and could 
thus be interpreted as a celebration of one of the most di-
verse cities in Latin America. Furthermore, it was created in 



��

conjunction with a cultural festival to commemorate the Ano 
KH�-YHUsH�UV�)YHZPS��@LHY�VM�-YHUJL�PU�)YHaPS���7YPVY�[V�[OL�JYL-
H[PVU�VM�[OPZ�ÄN\YL��6:.,4,6:�OHK�JYLH[LK�H�ZPTPSHY�T\YHS�
VM� [OL�ZHTL�JOHYHJ[LY� PU�/LLYSLU��/VSSHUK� MVY� [OL� ¸*\S[\YH�
5V]H¹� MLZ[P]HS�� ;OLYL� [OL`�HSZV�JVSSHIVYH[LK�^P[O�H�-YLUJO�
artist collective named Plasticiens Volants to create a giant 
PUÅH[HISL�W\WWL[�[OH[�̂ HZ����TL[LYZ�OPNO��5VIPSL���������;OL�
ÄN\YL�H[�(UOHUNHIH��^HZ�IHZLK�VU�[OL�WYL]PV\Z�^VYRZ� PU�
Heerlen, and the puppet was then resurrected for an appear-
ance at a ceremony in the Vale do Anhangabaú upon the 
completion of the project. This event drew three thousand 
visitors according to local newspapers:

At the end of 2009, OSGEMEOS had a positive demonstra-
tion of their popularity in the central district. Nearly three 
thousand people walked through the Vale do Anhangabaú to 
ZLL�[OL�VWLU�HPY�ZOV^�¸;OL�-VYLPNULY�¹�^OPJO�NH]L�ZOHWL�[V�
the characters created by them, such as the giant 20-meter 
puppet that gave the event its name (Canto, 2009: 5).4

Unlike the giant on the Tate, there are not many elements 
that symbolically link this work to the underground world of 
illegal street interventions or to rebellion against a system. 
Only in one detail can a slight allusion to this be found; the 
I\[[VUZ�PU�[OL�ÄN\YL»Z�ZOPY[�HYL�YV\UK�MHJLZ��HUK�[OL�\WWLY-
most of these is depicted as wearing a ski mask. Aside from 
that, O Estrangeiro appears somewhat quirky and awkward 
but non-threatening. OSGEMEOS have been known to in-
corporate a variety of fantastic elements in their work that 
are (to varying degrees) inspired by or in direct reference to 
[OL�MVSRSVYPJ�[YHKP[PVUZ�VM�UVY[OLHZ[LYU�)YHaPS��L�N��[OL�¸I\T-
IH�TL\�IVP¹� MVSRKHUJL� �4HUJV�� ����!� ����� /V^L]LY�� [OPZ�
particular image of O Estrangeiro (in contrast to the previous 
]LYZPVU�PU�/VSSHUK��OHZ�]LY`�ML^�HZWLJ[Z�[OH[�Ä[�[OH[�KLZJYPW-
tion. The somewhat rustic garments allude to the traditional 
MHZOPVU�VM�[OH[�YLNPVU��HUK�[OLYL�PZ�HSZV�H�ZTHSS�ÄN\YL��HIV\[�
[OL� ZPaL� VM� [OL� NPHU[»Z� UVZL�� KHUJPUN� VU� [OL� NPHU[»Z� OLHK�
and wearing a large seahorse-like creature on his back. The 
blank expression on the face of O Estrangeiro shows that he 
PZ�LP[OLY�PUJVNUPaHU[�VM�VY�\UWLY[\YILK�I`�[OL�ZTHSSLY�JYLH-
[\YLZ��>OL[OLY�VY�UV[�[OLZL�WHY[PJ\SHY�ÄN\YLZ�KPYLJ[S`�YLMLY-
LUJL�H�)YHaPSPHU�MVSRSVYPJ�[HSL��[OLZL�HYL�[OL�RPUKZ�VM�MHU[HZ[P-
JHS� JYLH[\YLZ� PU�6:.,4,6:»�^VYR� [OH[� HYL�VM[LU� JP[LK�HZ�
being inspired by that tradition.
 When the painting of O Estrangeiro was commis-
sioned, it was agreed upon that it would stay up for 30 days 

before being removed. However, due to the popularity of the 
piece, it was allowed to stay until the demolition of the build-
ing, which had been planned to take place within a year. 
º;OL�-VYLPNULY�»�^HZ�Z\WWVZLK�[V�YLTHPU�VU�[OL�^HSS�MVY����
KH`Z��3VJHS�VɉJPHSZ�ZHPK�[OH[�K\L�[V�[OL�^PKL�HJJLW[HUJL�VM�
the work, the Commission for the Protection of the Urban 
3HUKZJHWL�^V\SK�H\[OVYPaL�[OL�ÄN\YL�[V�NHPU�H�WLYTHULU[�
dwelling in that space until the demolition of the property 
(Moura, 2012: C8).5

The property was in fact demolished in early 2012, a bit lat-
er than expected, but not without controversy. Prior to the 
Z[Y\J[\YL»Z�KLTVSP[PVU��6�,Z[YHUNLPYV�̂ HZ�̧ I\ɈLK¹�VY�WHPU[LK�
V]LY�^P[O�NYH`�WHPU[��SLH]PUN�VUS`�[OL�ZOHKV^�VM�[OL�ÄN\YL�PU�
its wake. No explanation was given for this action, but local 
YLWVY[Z�PUKPJH[L�[OH[�[OL�HY[PZ[Z�RUL^�VM�[OL�JP[`»Z�WSHUZ��.\Z-
[H]V�7HUKVSMV�PZ�X\V[LK�HZ�ZH`PUN��¸^L�^LYL�H^HYL�[OH[�OL�
^HZ�NVPUN�[V�IL�WHPU[LK�V]LY�UV �̂¹��4V\YH������!�*��6 Initial 
reactions from journalists, bloggers, and residents who were 
UV[�PUMVYTLK�HIV\[�[OL�JP[`»Z�WSHUZ�VY�[OL�[LTWVYHY`�UH[\YL�
of the piece ranged from neutrality to sarcastic outrage: 

;OL�ºKPZHWWLHYHUJL»�VM�[OL�NYHÄ[L�NLULYH[LK�WVSLTPJZ�`LZ-
terday in social networks. ‘One more example of the lack of 
Z\WWVY[�MVY�J\S[\YL�PU�)YHaPS»��̂ YV[L�VUL�PU[LYUL[�\ZLY��(UV[OLY�
PYVUPJHSS`� Z[H[LK� º0[»Z�VUS`�UV[�HSSV^LK� [V�LYHZL� [OL�JVYY\W-
[PVU�»��4V\YH������!�*��7

Despite the fact that this perceived government suppres-
sion was mostly based on erroneous assumptions, the di-
alogue surrounding the placement and the removal of the 
giant shows a large degree of tolerance among the general 
public for the street art aesthetic, at least in its sanctioned 
and sponsored form as public art created by street artists, 
VY�H�¸Z[YLL[�HY[�T\YHS�¹�([�[OL�ZHTL�[PTL��6:.,4,6:�JVU-
tinue to put up illegal works that gather less public attention 
and may not survive as long as O Estrangeiro. Although O 
,Z[YHUNLPYV�TH`�Z\WLYÄJPHSS`�HWWLHY�ZPTPSHY�[V�[OVZL�^VYRZ�
PU� [LYTZ�VM� [OL�Z[`SL�HUK�RPUK�VM�ÄN\YLZ�WVY[YH`LK�� P[� SHJRZ�
some of the critical anti-establishment tone that is more fre-
quently seen in their non-commissioned pieces. However, 
O Estrangeiro may indeed retain some of the functionality 
of their other street work in São Paulo in that the colorful gi-
ant similarly combats the monochromatic hegemony of the 
concrete landscape in that district and helps counteract a 
certain degree of loss of social interaction in public space, 
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especially taking into account the public gathering that took 
place upon its completion. 
 Nevertheless, this work cannot be seen as a force-
ful reappropriation of public space, and furthermore, one 
could argue that O Estrangeiro lacks any capacity to function 
in the same way as their illegal works simply due to the fact 
that it was permitted and commissioned by a government 
institution. Despite the stylistic and thematic connections 
[V�[OLPY�NYHÄ[L��6�,Z[YHUNLPYV�ZOV\SK�[LJOUPJHSS`�IL�SHILSLK�
¸W\ISPJ�HY[�¹�/V^L]LY��ILJH\ZL�[OPZ�KPZ[PUJ[PVU�PZ�UV[�HS^H`Z�
made by journalists, politicians, and laymen commenting on 
[OL� PZZ\L��LZWLJPHSS`� PU�)YHaPS�^OLYL�[OL�NYHÄ[L� PZ�NLULYHSS`�
used to denote both sanctioned and unsanctioned works, 
public discourse surrounding sanctioned works by street 
artists can also be used to gauge public opinion on street art 
PU�NLULYHS���+LZWP[L� [OL�^PKLZWYLHK�JVUÅH[PVU�VM� [LYTZ��H�
subtle but important distinction is provided by the legal sys-
tem, even though it may have been unintentional; accord-
ing to the local São Paulo newspaper, Estado de S. Paulo, 
[OL�SH^�¸�����3LP�UV�������¹�LZ[HISPZOLK�[OL�HU[P�WPJOHsqV�
(anti-tagging) program in the municipality.9  This program, 
OV^L]LY��¸L_JS\KLZ�NYHÄ[L�^OPJO�OHZ�ILLU�L_LJ\[LK�VU�WYP-
]H[L�WYVWLY[`�VY�T\UPJPWHS�WYVWLY[`�[OH[�OHZ�ILLU�H\[OVYPaLK�
I`�[OL�V^ULY�VY�H�X\HSPÄLK�T\UPJPWHS�H\[OVYP[ �̀¹�)YHUKHSPZL��
��� ����;OL�[LYTPUVSVN`�PZ�PU[LYLZ[PUN��HZ�[OL�^VYK�¸NYHÄ[L¹�
PZ�Z[PSS�\ZLK�PU�[OL�SH^�[V�YLMLY�[V�H\[OVYPaLK�^VYRZ��;OL�SH �̂�
VU�[OL�V[OLY�OHUK��PZ�UV[�YLMLYYLK�[V�HZ�HU�¸HU[P�NYHÄ[L¹�SH^�
PU�[OPZ�HY[PJSL��I\[�¸HU[P�WPJOHsqV¹�PUZ[LHK��[O\Z�YL]LHSPUN�[OL�
JVUÅPJ[PUN�HZZVJPH[PVUZ�^P[O�[OLZL�[^V�MVYTZ�VM�WHPU[PUN�VU�
walls. Nevertheless, the law that the article refers to is in fact 
WHY[�VM�H�SHYNLY�WYVQLJ[�JHSSLK�*PKHKL�3PTWH��VY�¸JSLHU�JP[ �̀¹�
enacted in 2007 to combat visual pollution in the urban envi-
ronment, which also banned large-scale billboard advertise-
ments in the city. A later article in the Folha de S. Paulo com-
TLU[LK�VU�[OL�JVUZLX\LUJLZ�MVY�NYHÄ[LPYVZ�^OV�HYL�^PSSPUN�
to work in approved spaces:
Sides of São Paulo buildings that used to harbor giant ad-
]LY[PZLTLU[Z�ILMVYL�[OL�¸*SLHU�*P[`�3H^¹�VM������HYL�UV^�
ILPUN�MYLLK�\W�I`�[OL�JP[`�NV]LYUTLU[�MVY�NYHÄ[LPYVZ�HUK�T\-
ralists (Correa, 2011: C1).11

;OL� LKP[VYPHS� IYPLÅ`� Z\TTHYPaLZ� KL]LSVWTLU[Z� PU� W\ISPJ�
HUK�VɉJPHS�VWPUPVU�YLNHYKPUN�NYHÄ[L�V]LY�[OL�SHZ[�Ä]L�`LHYZ��
leading up to the decision to permit works sponsored by 
the property owners. To paraphrase, the article refers to 
[OL� JP[`»Z� ¸HTIPN\V\Z¹� YLSH[PVUZOPW� ^P[O� NYHÄ[L�� I\[� Z\N-

NLZ[Z�[OH[�THQVY�JOHUNLZ�OH]L�VJJ\YYLK�PU�[OL�SHZ[�Ä]L�`LHYZ�
(2006-2011), with the term no longer being associated with 
vandalism mainly due to the international reception of Bra-
aPSPHU�Z[YLL[�HY[� PU� [OL�<�:�(��HUK�,\YVWL��Z\JO�HZ�[OL�;H[L�
Modern exhibition. The article concludes:
0U� HU`� JHZL�� I`� PUZ[P[\[PVUHSPaPUN� \YIHU� HY[�� [\YUPUN� P[� PU[V�
ZVTL[OPUN� JVTTLYJPHS� HUK� VɉJPHS�� [OL� JP[`� ^P[OV\[� IPSS-
boards and poster ads could turn into the world capital of 
NYHÄ[L�12

Some authors have indicated that the international reception 
VM�6:.,4,6:�ZWLJPÄJHSS �̀�HZ�^LSS�HZ� [OLPY� PU]VS]LTLU[� PU�
W\ISPJ�HɈHPYZ�PU�:qV�7H\SV��OH]L�ILLU�RL`�MHJ[VYZ�PU�[OL�YL-
JLU[�JOHUNL�PU�W\ISPJ�VWPUPVU�HUK�VɉJPHS�WVSPJPLZ�VU�NYHÄ[L��
In the 2012 catalogue for the OSGEMEOS exhibition at the 
)VZ[VU�0*(��7LKYV�(SVUaV�Z[H[LZ!
OSGEMEOS [met] with the mayor of São Paulo, Gilberto 
2HZZHI��PU�������/PZ�º*SLHU�*P[`»�JHTWHPNU�LUHJ[LK�WVSPJPLZ�
prohibiting most forms of outdoor advertisements and ag-
NYLZZP]LS`�LUMVYJLK�[OL�JSLHUPUN�VM�NYHɉ[P��6:.,4,6:�[YPLK�
[V�JVU]PUJL�2HZZHI�[V�Z[VW�[OL�ºI\ɉUN»�VM�^HSSZ�HUK�PUZ[LHK�
WYLZLY]L�[OL�JP[`»Z�L_[LUZP]L�\YIHU�HY[��(S[OV\NO�UV�VɉJPHS�
WVSPJPLZ�^LYL� LUHJ[LK�� :qV�7H\SV»Z� JP[`� NV]LYUTLU[� PZ� PU-
JYLHZPUNS`�[VSLYHU[�VM�NYHɉ[P��YLZLY]PUN�JSLHUPUN�HJ[P]P[PLZ�MVY�
ZWLJPÄJ�ULPNOIVYOVVKZ��;OPZ�WYLZLU[Z�HU�PYVUPJ�ZP[\H[PVU�NP]-
en that São Paulo outlawed public advertisements, which in 
[\YU�L_WHUKLK�ZWHJL�MVY�TVYL�NYHɉ[P��(SVUaV������!������13 

(SVUaV�LJOVLZ� [^V� PTWVY[HU[�ZLU[PTLU[Z�L_WYLZZLK� PU� [OL�
Folha de S. Paulo. Firstly, he too observes that the Cidade 
3PTWH�(J[�VM������PZ�PU�MHJ[�ILULÄJPHS�[V�NYHÄ[LPYVZ�PU�[OH[�[OL�
ban on billboards frees up more space for street artists and 
NYHɉ[P� ^YP[LYZ�� :LJVUKS �̀� (SVUaV� HSZV� ZLLZ� [OL� PUJYLHZPUN�
[VSLYHUJL�VM�NYHÄ[L�HZ�ILPUN�H�YLJLU[�KL]LSVWTLU[�� PU�WHY[�
KYP]LU�I`�6:.,4,6:��(Z�L]PKLUJL��(SVUaV�JP[LZ� [OL� MHJ[�
that OSGEMEOS, following their meeting with the mayor, 
were permitted to recreate a large-scale piece that had been 
I\ɈLK��-\Y[OLYTVYL��Z[PSS�V[OLYZ�OH]L�Z\NNLZ[LK�[OH[�P[�PZ�UV�
coincidence this meeting took place in the same year that 
6:.,4,6:�HUK�5\UJH�HKVYULK�[OL�;H[L»Z�MHsHKL��(JJVYK-
ing to an article in ARTnews by Carolina Miranda, the recog-
UP[PVU�NP]LU�[V�[OL�NYHÄ[LPYVZ�I`�[OPZ�PU[LYUH[PVUHS�PUZ[P[\[PVU�
helped shape public policy in São Paulo:

;OL�;H[L�4VKLYU�L_OPIP[PVU�OHZ�OHK�[OL�ZPKL�LɈLJ[�VM�NL[[PUN�
H[�SLHZ[�VUL�JP[`�[V�YLJVUZPKLY�OV^�P[�KLHSZ�^P[O�NYHɉ[P��B¯D�
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)\[� Q\Z[�HZ�;H[L�4VKLYU�^HZ�OVUVYPUN� [OL�IYV[OLYZ»�^VYR��
the city of São Paulo was busy whitewashing their murals 
PU� [OL� PU[LYLZ[� VM� LSPTPUH[PUN� ¸]PZ\HS� WVSS\[PVU�¹�6UL�VɉJPHS�
told a reporter that the cleanup was an embarrassment to 
[OL�JP[`!�¸@V\�OH]L�[OL�,UNSPZO�WHTWLYPUN�V\Y�NYHɉ[P�HY[��HUK�
^L»YL�UV[�NP]PUN�P[�[OL�SLHZ[�IP[�VM�]HS\L&¹�:qV�7H\SV�^PSS�UV^�
establish a registry of street art to be preserved (Miranda, 
2008).14

These policies are a stark contrast to the arbitrary nature 
VM�W\UPZOPUN�NYHÄ[LPYVZ�HZ�KLZJYPILK�I`�6:.,4,6:�LPNO[�
`LHYZ� LHYSPLY� PU� HU� PU[LY]PL^� MVY� [OL� NYHɉ[P� THNHaPUL� (Y[�
*YPTLZ!�¸;OLYL�PZ�HU�HU[P�NYHɉ[P�SH �̂�HUK�[OL`�W\UPZO�^YP[LYZ�
^P[O� QHPS� [PTL��)\[� YLHSS`�LHJO�WVSPJL�VɉJLY�THRLZ�OPZ�V^U�
law. It depends on the place where you paint. Maybe nothing 
OHWWLUZ��VY�TH`IL�`V\�^PSS�NV�[V�QHPS¹��6:.,4,6:��������
 Looking at these statements made within the same 
time span that OSGEMEOS were developing from local 
NYHÄ[LPYVZ�[V�PU[LYUH[PVUHS�Z[YLL[�HY[PZ[Z��P[�PZ�[LTW[PUN�[V�ZLL�
the trend as a gradual linear development towards public ac-
JLW[HUJL�HUK�NV]LYUTLU[�[VSLYHUJL�VM�NYHÄ[L�PU�[OLPY�JP[`�VM�
birth. Furthermore, as OSGEMEOS have become the poster-
JOPSKYLU�MVY�:qV�7H\SV�NYHÄ[L�PU�YLJLU[�`LHYZ��P[�^V\SK�ZLLT�
reasonable to assume that they were the main driving force 
behind this development. However, there is one major issue 
with this narrative: this process had already taken place al-
most two decades earlier. In an article published in the 1995 
edition of Studies in Latin American Popular Culture, titled 
¸9LZPZ[HUJL�HUK�HWWYVWYPH[PVU�PU�)YHaPS!�/V^�[OL�TLKPH�HUK�
ºVɉJPHS� J\S[\YL»� PUZ[P[\[PVUHSPaLK� :qV� 7H\SV»Z� .YHÄ[L�¹� 5LPS�
Schlecht expounds on the evolving relationship between 
NYHÄ[LPYVZ��W\ISPJ�VWPUPVU��[OL�TLKPH��HUK�NV]LYUTLU[�WVSPJ`�
during the 1980s and early 1990s in São Paulo. The content 
VM�OPZ�HUHS`ZPZ�UV[�VUS`�OLSWZ�[V�PSS\Z[YH[L�[OL�NYHÄ[L�aLP[NLPZ[�
in which OSGEMEOS grew up and began their career, but it 
also provides a foundation for the evaluation of later state-
TLU[Z� JVUJLYUPUN� 6:.,4,6:»� YVSL� PU� PUÅ\LUJPUN� W\ISPJ�
opinion and policy in the following decades. By compar-
PUN�:JOSLJO[»Z���  ���HUHS`ZPZ�[V�[OL�KPZJV\YZL�Z\YYV\UKPUN�
6:.,4,6:»�^VYR��[OL�HZZ\TW[PVU�VM�H�SPULHY�KL]LSVWTLU[�
in the relationship between street art and dominant culture 
reveals itself to be a false narrative. Instead, that relation-
ship, as well as the discourse that constructs it, appears to 
take on a cyclical form. 

���9L]PZP[PUN�5LPS�,��:JOSLJO[�HUK�[OL� 0UZ[P[\[PVUHSPaH[PVU�VM�

:qV�7H\SV�.YHÄ[L�
(JJVYKPUN�[V�:JOSLJO[��\WVU�OPZ�HYYP]HS�PU�� ����NYHÄ[L�PU�:qV�
7H\SV�OHK�\UKLYNVUL�H�ZPNUPÄJHU[�[YHUZMVYTH[PVUHS�WYVJLZZ�
through its interaction with elements of dominant culture.
-YVT� HU� VIZJ\YL�� THYNPUHS¶UV[� [V� TLU[PVU� \UH\[OVYPaLK�
HUK�PSSLNHS¶L_WYLZZPVU��P[�OHK�L]VS]LK�PU[V�HU�PZZ\L�VM�JVU-
ZPKLYHISL�ZVJPHS�HUK�WVSP[PJHS�ZPNUPÄJHUJL��LSL]H[PUN�ZLSLJ[LK�
NYHÄ[L� HY[PZ[Z� BNYHÄ[LPYVZD� [V�TLKPH� JLSLIYP[PLZ� HUK�NV]LYU-
ment spokespersons, while others struggled to maintain 
their marginal/outsider status and the essence of their ex-
pression (Schlecht, 1995: 37). 

(S[OV\NO�:JOSLJO[»Z�YLZLHYJO�^HZ�JVUK\J[LK�^OLU�6:.,-
4,6:�^LYL� Q\Z[� ILNPUUPUN� [V� JYLH[L� NYHÄ[L� PU� :qV�7H\SV��
SVUN�ILMVYL�[OLPY�ÄYZ[�ZHUJ[PVULK�^VYRZ��OPZ�Z[H[LTLU[Z�JHU�
still be used to place later comments about the reception of 
[OLPY�^VYR� �HUK�NYHÄ[L� PU�NLULYHS�� PU�JVU[L_[�� 0[�ZLLTZ�[OH[�
6:.,4,6:»�WYLKLJLZZVYZ�OHK�HSYLHK`�ILLU�[OYV\NO�ZPTP-
lar interactions with the media and government. They too 
struggled with the dichotomy between gaining celebrity and 
YL[HPUPUN�¸THYNPUHS�V\[ZPKLY�Z[H[\Z¹�VY�^OH[�TH`�TVYL�JVT-
TVUS`�IL� YLMLYYLK� [V�HZ�Z[YLL[�JYLK��;OL�NYHÄ[L� SHUKZJHWL�
in São Paulo at that time was fundamentally similar to later 
`LHYZ�PU�[LYTZ�VM�P[Z�KP]LYZP[`�VM�MVYT!�ÄN\YH[P]L�PTHNLZ��WH[-
terns, tags, and words were interwoven in the same spaces, 
sometimes even by the same artists. Several of the biggest 
UHTLZ�PU�:qV�7H\SV�NYHÄ[L�PU�[OL���»Z��Z\JO�HZ�(SL_�=HSSH\YP��
Maurício Villaça, and Rui Amaral also worked with comic-like 
ÄN\YLZ�VY�MHU[HZ[PJ�PTHNLY �̀�HZ�6:.,4,6:�HUK�[OLPY�JVU-
temporaries continue to do today.
Schlecht (1995) continues by describing the result of the 
interactions with dominant culture as a form of co-opting. 
Thus, according to Schlecht, the process of institutional-
PaH[PVU� HUK� HWWYVWYPH[PVU� OHK� HSYLHK`� YLHJOLK� P[Z� \S[PTH[L�
conclusion before OSGEMEOS even began to work interna-
tionally, implying a linear narrative. Nevertheless, Schlecht 
acknowledges that this process is a two-way exchange, that 
[OL�Z\IJ\S[\YL�KPK� PUKLLK�L_LY[� PUÅ\LUJL�VU� [OL�KVTPUHU[�
culture in both the perception and formation of public space. 
;OLYLMVYL��HS[OV\NO�:JOSLJO[»Z� ��  �!����� MVJ\Z� PZ�VU�¸LSP[L�
HWWYVWYPH[PVU� VM� [OL�THYNPUHS�¹� OL� SLH]LZ� [OL� KVVY� ZSPNO[S`�
HQHY�MVY�[OL�WVZZPIPSP[`�[OH[�J\YYLU[�HUK�M\[\YL�NYHÄ[LPYVZ�Z\JO�
as OSGEMEOS may retain a certain amount of countercul-
[\YHS� JYP[PJHS� ]HSPKP[ �̀� L]LU� [OV\NO� [OL� NYHÄ[L�TV]LTLU[� PU�
NLULYHS�TH`�OH]L�HSYLHK`�ILLU�PUZ[P[\[PVUHSPaLK�I`�KVTPUHU[�
culture in São Paulo. This distinction between institutional-
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PaH[PVU�THYNPUHSPaH[PVU�HZ�H�NYV\W�]Z��VU�HU�PUKP]PK\HS�SL]LS�
PZ�YLÅLJ[LK�IL`VUK�:qV�7H\SV�PU�Z[YLL[�HY[�HZ�^LSS��HSILP[�PU-
]LYZLS �̀�HZ�7L[LY�)LUN[ZLU������!�����OHZ�Z[H[LK!�̧ 0�̂ V\SK�HY-
gue that it is really only a relatively few artists, who generally 
also produce commercial artwork, who have been accepted, 
^OPSL�Z[YLL[�HY[�HZ�Z\JO�YLTHPUZ�THYNPUHSPZLK�¹�
� (�THQVY�MHJ[VY�PU�[OL�Z\I]LYZP]L�WV[LU[PHS�VM�NYHÄ[L�
SPLZ� PU� [OL� YLSH[PVUZOPW� IL[^LLU� [OL� NYHÄ[LPYV� HUK� [OL� \Y-
ban space in which they operate (Kuttner, 2014). Although 
Schlecht (1995) touches upon that concept, instead of ex-
WV\UKPUN�\WVU�[OL�[YHUZMVYTH[P]L�WV[LU[PHS�VM�NYHÄ[L��OL�MV-
cuses on the loss of that potential in three stages: 
;OYLL� Z[HNLZ� VM� J\S[\YHS� KVTPUH[PVU¶YLQLJ[PVU�� KVTLZ[PJH-
[PVU�� HUK� YLJ\WLYH[PVU¶^LYL� HSS� KPZJLYUPISL� PU� [OL� TLKPH»Z�
WVY[YH`HS�VM�NYHÄ[L� B���D�;OL�TLKPH�HZZPZ[LK� PU� [YHUZMVYTPUN�
NYHÄ[L� PU[V�HU� PUZ[P[\[PVU��L_[YHJ[PUN� P[� MYVT�P[Z�VWWVZP[PVUHS�
spatial, symbolic and linguistic contexts and repositioning it 
in dominant culture contexts (Schlecht, 1995: 39).

;OL�ÄYZ[� Z[HNL�� YLQLJ[PVU�� PZ�LZZLU[PHS� MVY�KPɈLYLU[PH[PUN� [OL�
movement from the dominant culture, and in the case of 
NYHÄ[L�JHU�IL�L_LTWSPÄLK�I`� P[Z� PSSLNHSP[ �̀� [OL�YPZR�VM�HYYLZ[�
mentioned previously in the OSGEMEOS interview, or simply 
by publicly labeling it a sign of social and moral decay, as 
has often been the case in similar movements worldwide, 
SPRL�[OL�NYHɉ[P�^YP[LYZ�VM�5L^�@VYR�*P[`�PU�[OL���»Z�HUK���»Z��
;OPZ�RPUK�VM�YLHJ[PVU�OHZ�ILLU�HUHS`aLK�I`�ZVTL�YLZLHYJO-
LYZ��Z\JO�HZ�1VL�(\Z[PU���  ����PU�[LYTZ�VM�H�̧ TVYHS�WHUPJ�¹���
@L[� [OPZ�VWWVZP[PVUHS�WVSHYPaH[PVU�HSZV�NP]LZ� [OL�TV]LTLU[�
more subversive power and an increased appeal, especially 
among youth culture (e.g. perhaps also the Pandolfo twins 
during their youth) and the disenfranchised.
 Domestication, the second stage according to 
Schlecht, was mainly driven by media outlets, which began 
[V�ZOPM[� [OL�WHYHKPNT�VM�NYHÄ[L�H^H`� MYVT� P[Z�HZZVJPH[PVUZ�
^P[O�]HUKHSPZT�HUK�ÄYZ[�JVUMLYYLK�[OL�[P[SL�VM�HY[� [V� P[��;OPZ�
[P[SL�OHK�HWWHYLU[S`�ILLU�\ZLK�[V�KPZJ\ZZ�NYHÄ[L�PU�:qV�7H\-
lo long before OSGEMEOS started exhibiting in art galleries 
at the beginning of the 21st century. Furthermore, Schlecht 
KLZJYPILZ� OV^� [OL�TLKPH� H^HYKLK� JLSLIYP[`� [V� NYHÄ[LPYVZ��
who then in turn willingly participated in the domestica-
[PVU�VM�NYHÄ[L��;OPZ�WYVJLZZ�� ¸^OPSL� ZLLTPUNS`�LZ[HISPZOPUN�
NYHÄ[LPYVZ�HZ�J\S[\YHS�ZWVRLZWLYZVUZ��PU�MHJ[�YLK\JLK�[OLT�
HZ�H�NYV\W�[V�JVSVYM\S��L_V[PJ�TLKPH�WLYZVUHSP[PLZ¹��:JOSLJO[��
�  �!�� ���;OPZ�ZL[Z�H�WYLJLKLU[�MVY�6:.,4,6:»�[LSL]PZPVU�
PU[LY]PL^Z� HUK� HWWLHYHUJLZ� PU�)YHaPSPHU�TLKPH� [OH[�^V\SK�

occur in the next two decades. The reductive aspect of the 
media exposure is debatable, since the media outlets are 
UV[�PU�H�WVZP[PVU�[V�L_LY[�HU`�PUÅ\LUJL�VU�[OLPY�^VYR�PU�[OL�
streets. However, there is certainly an aspect of selection in-
volved; the media may choose to spotlight artists who are 
deemed more palatable to a wider audience. 
 As a result of the domestication phase and setting 
the stage for the recuperation phase, a second movement 
was still lingering in the phase of rejection, one which has 
attracted far more vitriol: the pichação movement. Over the 
last three decades, pichação has completely taken over the 
São Paulo urban landscape, permeating it to a previously 
unimaginable extent. The extreme proliferation of pichação, 
HZ�^LSS�HZ�P[Z�Z[YVUN�YLQLJ[PVU�VM�HU`�HLZ[OL[PJ�ÅV\YPZOLZ�VY�
JVSVY�� OHK� [OL� LɈLJ[� VM� THRPUN� NYHÄ[L� ZLLT� OHYTSLZZ� I`�
JVTWHYPZVU��L]LU�[OV\NO�THU`�NYHÄ[LPYVZ��PUJS\KPUN�6:.,-
4,6:�� PUJVYWVYH[L� WPJOHsqV� PU[V� [OLPY� ^VYRZ� VM� NYHÄ[L��
;O\Z��:JOSLJO[���  �!�����YLWVY[Z�[OH[�PU�¸� � ��[OL�MVJ\Z�VM�
TLKPH�JYP[PJPZT�ZOPM[LK�[V�WPJOHsqV�¹� 0U�H�ZLUZL��HZ�NYHÄ[L�
^HZ�ÄUPZOPUN�[OL�KVTLZ[PJH[PVU�WYVJLZZ�HUK�ILPUN�WYLWHYLK�
for recuperation, pichação was assuming the role as the 
quintessential subversive force in urban visual culture. In the 
IVVR�.YHɉ[P�)YHZPS��[OL�JVU[YHZ[�IL[^LLU�[OL�W\ISPJ�WLYJLW-
[PVU�VM�NYHÄ[L�HUK�WPJOHsqV�PZ�KLZJYPILK�HZ�H�KYP]PUN�MVYJL�
in the commissioning and permitting of murals done by local 
NYHÄ[LPYVZ!
The constant presence of pichação on every public wall, 
particularly those that are the most prominent, certainly 
helps the permission process. Walls in São Paulo in particu-
lar never stay clean for more than a few weeks, and property 
managers often see their way to an arrangement for a mural 
in the hope that it will keep the wall in their charge free of 
pichação (Manco, 2005: 46).

>OLYLHZ�NYHÄ[L�^HZ�VUJL�ZLLU�HZ� [OL� SLZZLY�VM� [^V�L]PSZ��
at one point it became seen as an aesthetic protective layer 
against a pichação attack. However, this strategy was nulli-
ÄLK�[V�ZVTL�L_[LU[�^OLU�WPJOHKVYLZ�ILNHU�[HYNL[PUN�NYHÄ[L�
T\YHSZ� ZWLJPÄJHSS`� MVY� [OPZ� YLHZVU�� TVZ[� UV[HIS`� [OVZL� VM�
OSGEMEOS; Torkel Sjöstrand reports in a 2012 issue of UP 
THNHaPUL!�¸ZL]LYHS�SHYNL�T\YHSZ�I`�[OL�MHTV\Z�[^PU�IYV[OLYZ�
6:.,4,6:�OH]L�ILLU�KLZ[YV`LK�I`�WP_HKVYZ¹��:Q�Z[YHUK��
����!������(Z�H�YLZ\S[�VM�[OLZL�¸H[[HJRZ�¹�[OL�KPZ[PUJ[PVU�IL-
[^LLU� [OL� ¸KVTLZ[PJH[LK¹�NYHÄ[L� ZJLUL� HUK� [OL�VIZ[PUH[L�
HU[P�HLZ[OL[PJ�VM�WPJOHsqV�OHZ�VUS`�M\Y[OLY�ZVSPKPÄLK�PU�W\ISPJ�
KPZJV\YZL�ZPUJL�:JOSLJO[»Z���  ���YLZLHYJO��
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 The strong distinction between the two forms is 
YLÅLJ[LK�PU�[OL�Z[H[LTLU[Z�VM�*LSP[H�7YVJVWPV�KL�*HY]HSOV��
the president of the board of trustees of the FAAP, sponsor 
for the 2009 OSGEMEOS gallery exhibition Vertigem. In her 
introduction to the catalogue, she states:
3PRL^PZL��NYHɉ[P�HUK�NYHɉ[PZ[�HYL�UV�SVUNLY�ZLLU�PU�[OL�ZHTL�
way. They are no longer labeled as vandals, a status they 
shared until very recently with the taggers and today their im-
ages compose the cityscape (Procopio de Carvalho, 2009).

0U�[OPZ�JH[HSVN\L��[OL�7VY[\N\LZL�^VYKZ�¸NYHÄ[L¹�HUK�¸NYHÄ[-
LPYV¹�HYL�[YHUZSH[LK�HZ�¸NYHɉ[P¹�HUK�¸NYHɉ[PZ[¹�L]LU�[OV\NO�
most of the works the author is referring to would more ac-
J\YH[LS`�IL�KLZJYPILK�HZ�¸Z[YLL[�HY[¹�PU�,UNSPZO��/V^L]LY��[OL�
^VYK�¸[HNNLY¹�PZ�\ZLK�HZ�[OL�,UNSPZO�[YHUZSH[PVU�VM�WPJOHKVY��
M\Y[OLY�L_LTWSPM`PUN�[OL�KPJOV[VT`�PU�W\ISPJ�VWPUPVU�HUK�Vɉ-
JPHS�WVSPJ`�[V^HYKZ�[OL�[^V�KPɈLYLU[�MVYTZ�VM�Z[YLL[�PU[LY]LU-
[PVU�PU�)YHaPS��;OL�PYVU`�PU�[OPZ�Z[H[LTLU[�PZ�[OH[�6:.,4,6:�
also at times incorporate pichação lettering into their street 
NYHÄ[L�WPLJLZ��/V^L]LY��*HY]HSOV�PNUVYLZ�[OH[�MHJ[�HUK�¶�PU�
VYKLY�[V�Q\Z[PM`�[OL�MV\UKH[PVU»Z�KLJPZPVU�[V�L_OPIP[�^VYRZ�I`�
[OL�NYHÄ[LPYVZ�6:.,4,6:�¶�ZOL�KYP]LZ�OVTL�[OL�TLZZHNL�
[OH[�NYHÄ[L�PZ�H�KVTLZ[PJH[LK�HUK�M\SS`�YLJ\WLYH[LK�J\S[\YHS�
TV]LTLU[��UV^�ÄYTS`�ZP[\H[LK�^P[OPU�KVTPUHU[�J\S[\YL��
 These statements, made in 2009, serve as an ex-
ample of the third stage described by Neil Schlecht: recuper-
H[PVU��(M[LY�UL\[YHSPaPUN�NYHÄ[L»Z�WV[LU[PHS�HZ�H�JV\U[LYJ\S[\Y-
al and critical tool in the domestication phase, recuperation 
TLHUZ�[OH[�[OL�UV^�LTHZJ\SH[LK�VIQLJ[�PZ�YLKLÄULK�^P[OPU�
the dominant culture paradigm. Referring back to the late 
1980s and early 1990s, Schlecht explains:
*VUJ\YYLU[S �̀�OV^L]LY��H�TLKPH�IHJRSHZO�KPYLJ[LK�H[�NYHÄ[L��
critical of its supersaturation in São Paulo, began to gain 
Z[YLUN[O��1V\YUHSPZ[Z�B���D�KLJYPLK�NYHÄ[L�MVY�OH]PUN�YLUV\UJLK�
its foundation as protest and alternative, subaltern expres-
ZPVU��;O\Z�[OL�TLKPH�JVUÄYTLK�[OL�WYVJLZZ�VM�J\S[\YHS�[YHUZ-
MVYTH[PVU� HUK� KVTPUH[PVU�� B���D� NYHÄ[L�^HZ� YLJVKPÄLK� HZ� H�
JVTTLYJPHS�HUK�J\S[\YHS�WYVK\J[!�Z[`SPaLK��HY[PZ[PJ�HUK�ZHML�
(Schlecht, 1995: 47).

Once again, it must be noted that all three stages of this 
[YHUZMVYTH[PVU� [VVR� WSHJL� K\YPUN� 6:.,4,6:»� `V\[O�� HZ�
[OL`�^LYL�ÄYZ[�ILPUN�PU[LNYH[LK�PU[V�[OL�NYHÄ[L�J\S[\YL��;OH[�
is to say, they grew up in an environment where local media 
outlets were turning their predecessors into local celebrities 
K\YPUN� [OPZ� ¸KVTLZ[PJH[PVU¹� WYVJLZZ�� 4VYLV]LY�� [OL`� ^LYL�

also immersed in the recuperation phase as it was propelled 
not only by São Paulo media, but also government institu-
tions and the media. According to Schlecht:
[The] authorities of cultural institutions, the political system 
HUK� NV]LYUTLU[� I\YLH\JYHJPLZ�� ÄYZ[� YLJVNUPaLK� HUK� [OLU�
HZZPTPSH[LK��JV�VW[LK�HUK�YLKLÄULK�NYHÄ[L��[YHUZMVYTPUN�P[�
into a component of hegemonic society (Schlecht, 1995: 51).

If this statement from 1995 is taken at face value, one would 
OH]L� [V� HZZ\TL� [OH[� 6:.,4,6:� HZ�^LSS� HZ� V[OLY� NYHÄ[-
eiros from their generation all function within the paradigm 
of hegemonic society, and one could reference quite a bit 
of visual evidence to support this position, including sanc-
tioned and/or commissioned works where the critical value 
¶�H[� SLHZ[� MYVT�H�JV\U[LYJ\S[\YHS� Z[HUKWVPU[� ¶� PZ�UV[�LHZPS`�
perceptible, such as O Estrangeiro at Anhangabaú. Further-
more, it is problematic to regard OSGEMEOS as pioneers 
PU�[OL�ZLUZL�VM�IYPUNPUN�NYHÄ[L�PU[V�T\ZL\TZ�HUK�NHSSLYPLZ��
ZPUJL� :JOSLJO[� ��  �!� ���� YLWVY[Z!� ¸4VZ[� HY[� HZZVJPH[PVUZ�
HUK�T\ZL\TZ��I`� [OL�LUK�VM� [OL�� ��Z��HSZV�VɈLYLK� [OLPY�
HWWYV]HS�HUK�Z\WWVY[�VM�NYHÄ[L�¹�
Therefore, although some recent critics, curators, and jour-
nalists have credited OSGEMEOS with being a major driving 
force toward a paradigm shift concerning the relationship 
IL[^LLU�NYHÄ[L�VY�Z[YLL[�HY[�HUK�KVTPUHU[�J\S[\YL�PU�)YHaPS��
P[�PZ�JSLHY�MYVT�5LPS�:JOSLJO[»Z���  ���HUHS`ZPZ�[OH[�THU`�:qV�
7H\SV�NYHÄ[LPYVZ�OHK�HSYLHK`�SP]LK�[OYV\NO�ZPTPSHY�KL]LSVW-
ments even before OSGEMEOS began to garner interna-
[PVUHS�HJJSHPT��(Z�6:.,4,6:»�Z[`SL�^HZ�L]VS]PUN��WSHJPUN�
less of a focus on their bubble letter pieces, and more on the 
proliferation of their distinct brand of characters with folkloric 
references, local perception of their form of expression had 
already gone through major shifts that simultaneously paved 
the way for them to promulgate their work while also po-
[LU[PHSS`� Z\I[S`� \UKLYTPUPUN� P[Z� JV\U[LYJ\S[\YHS� ZPNUPÄJHUJL�
through appropriation and co-opting.
This issue is further complicated by street artists such as 
6:.,4,6:�^OV�JVTTLYJPHSPaL�[OLPY�^VYR�I`�LU[LYPUN�[OL�
art market via gallery exhibitions or otherwise. The illegal 
work on the streets could also be seen as a way to boost 
the image and thus also the value, of the work to be sold in 
the galleries. Peter Bengtsen (2014: 126) notes how Eddie 
*VSSH� \ZLZ� Z[YLL[� ^VYR� [V� JYP[PX\L� PUZ[P[\[PVUHSPaH[PVU� ^OPSL�
WHY[PJPWH[PUN�PU�P[!�¸;OL�Z[YLL[�HY[^VYR�JHU�[OLYLMVYL�HSZV�IL�
JVUZ[Y\LK�HZ�H�TLHUZ� [V�WYVTV[L�OPZ�JVTTLYJPHS�^VYRB�D¹�
Analogously, OSGEMEOS have also been known to create 
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unsolicited street art pieces in cities where they have major 
exhibitions, thereby opening themselves up to similar ques-
tions about possible commercial motivations for doing so. 
 Despite the fact that contemporary commentators attempt 
[V� WHJR�6:.,4,6:»� JHYLLY� [YHQLJ[VY`� PU[V� H� SPULHY� UHYYH-
[P]L�VM� NYHÄ[L� YLJLW[PVU� [OH[�:JOSLJO[�KLZJYPILZ�HZ�OH]PUN�
already occurred in the 1980s, the same sort of discourse 
and debates concerning the location of unsanctioned forms 
of art in relation to the dominant culture have been continu-
ally re-emerging with such frequency that it appears to be 
more than just a case of collective amnesia. Granted, some 
aspects of the debate remain unresolved, such as the po-
[LU[PHS�VM�Z[YLL[�HY[��NYHɉ[P��VY�ZPTPSHY�MVYTZ�VM�L_WYLZZPVU�[V�
retain elements of subversion even during or after the pro-
cess of being co-opted by hegemonic culture. Nevertheless, 
it would be misleading to describe the discourse as a stasis 
with entrenched camps on either side. Instead, it resembles 
TVYL� VM� HU� LII� HUK� ÅV^� K`UHTPJ�� ;OLZL� WYVJLZZLZ� HUK�
Z[HNLZ��YH[OLY�[OHU�ILPUN�YLNHYKLK�HZ�H�ÄUP[L�SPULHY�KL]LSVW-
ment, may in fact be more accurately described as cycli-
cal. Therefore OSGEMEOS can be seen as part of a second 
NLULYH[PVU�VM�:qV�7H\SV�NYHÄ[LPYVZ�^OV�HYL�UH]PNH[PUN� [OL�
socio-political landscape of the reception and rejection of 
their form of expression, not as explorers of new territory, but 
HZ�UH[P]L�ZWLHRLYZ�VM�[OL�SHUN\HNL�VM�[OL�WVSP[PJZ�VM�NYHɉ[P��
street art, and public art, and with an acute awareness of the 
tightrope they walk between these cultural spheres. 
5LPS�:JOSLJO[�Z\TTHYPaLZ�[OL�HTIPN\V\Z�WVZP[PVU�VM�NYHÄ[L�
PU�:qV�7H\SV�PU�[OL�TPK�UPUL[PLZ!�¸(Z�ZLTP�SLNHS��VɉJPHSS`�H\-
[OVYPaLK�L_WYLZZPVU��NYHÄ[L�^HZ�WVZP[PVULK�PU�H�J\S[\YHS�UV�
THU»Z�SHUK¶VUL�MVV[�PU�[OL�KVTPUHU[�J\S[\YL��[OL�V[OLY�V\[-
ZPKL¹��:JOSLJO[���  �!������0[�PZ�[OPZ�PU�IL[^LLU�WVZP[PVU�[OH[�
JHTL� [V�KLÄUL� [OL� SVJH[PVU�VM�6:.,4,6:»�IVK`�VM�^VYR�
HZ�H�^OVSL��^OPJO�PZ�HW[S`�Z`TIVSPaLK�I`�[OL�[^V�WHY[PJ\SHY�
NPHU[Z�ZLSLJ[LK�MVY�[OPZ�HUHS`ZPZ��3PRL�[OLPY�¸MVYLPNULY�¹�6�,Z-
[YHUNLPYV��6:.,4,6:»�^VYR�TH`�H[�[PTLZ�MLLS�H^R^HYK�HUK�
out of place in both cultural spheres. In the case of the Tate 
giant, despite being naked and exposed, he nevertheless 
tries to remain mysterious by covering his face. More impor-
[HU[S �̀�OPZ�MLL[�HYL�ÄYTS`�WVZP[PVULK�H[�[OL�LKNL�VM�[OL�^OP[L�
cube, directly within the interstices of these two cultures. 

Notes

����;OL�7VY[\N\LZL�^VYK��NYHÄ[L��PZ�ZLSLJ[LK�OLYL�ILJH\ZL�
SHILSPUN�6:.,4,6:»�^VYR�PZ�V[OLY^PZL�WYVISLTH[PJ��0U�)YH-
aPS��NYHÄ[L�YLMLYZ�[V�[OL�HWWSPJH[PVU�VM�JVSVYLK�WHPU[�VU�Z\Y-
MHJLZ��^OPJO�LUJVTWHZZLZ�Z[YLL[�HY[�HZ�^LSS�HZ�TVZ[�NYHɉ[P�
^YP[PUN��0[�PZ�HSZV�NLULYHSS`�\ZLK�PU�)YHaPS�[V�KLZJYPIL�W\ISPJ�
works by these artists that are similar in style and content. 
;OPZ�PZ�KPɈLYLU[PH[LK�MYVT�WPJOHsqV��H�ZWLJPÄJ�Z[`SL�VM�[HN-
ging with black letters originating in São Paulo, or arte nas 
ruas, which denotes the use of non-paint media, such as 
WVZ[LYZ�VY�Z[PJRLYZ��6:.,4,6:�THPUS`�WYVK\JL�NYHÄ[L�I\[�
OH]L�H[�[PTLZ�^VYRLK�^P[O�WPJOHsqV��;OLPY�NYHÄ[L��OV^L]LY��
PUJS\KLZ�^VYR�[OH[�^V\SK�IL�JSHZZPÄLK�HZ�Z[YLL[�HY[�PU�,UN-
SPZO�HZ�^LSS�HZ�V[OLY�^VYR�[OH[�^V\SK�IL�JSHZZPÄLK�HZ�NYHɉ[P�
writing.
����.YHÄ[LPYVZ�PZ�H�7VY[\N\LZL�[LYT�MVY�ZVTLVUL�^OV�WYV-
K\JLZ�NYHÄ[L�
3 - SESC is an acronym for Serviço Social do Comércio.
����B6YPNPUHS�[L_[!�5V�ÄUHS�KL���� ��º6Z.vTLVZ»�[P]LYHT�\TH�
demonstração positiva da sua popularidade no Centro. Per-
[V�KL�[YvZ�TPS�WLZZVHZ�WHZZHYHT�WLSV�=HSL�KV�(UOHUNHIH��
WHYH�]LY�V�ZOV^�HV�HY�SP]YL�º6�,Z[YHUNLPYV»��X\L�KH]H�MVYTH�H�
personagens criados por eles, como o bonecão de 20 met-
ros que deu nome do evento.] This was reported slightly in-
HJJ\YH[LS �̀�HZ�[OL�W\WWL[�HUK�[OL�WHPU[LK�ÄN\YL�^LYL�IV[O�
YLWYLZLU[H[PVUZ� VM� ¸[OL� MVYLPNULY¹� HUK� [OLYLMVYL� [OL� L]LU[�
was not only named after the puppet.
����B6YPNPUHS�[L_[!�º6�,Z[YHUNLPYV»��KL]LYPH�ÄJHY�UH�WHYLKL�WVY�
���KPHZ��(�WYLMLP[\YH�KPa�X\L�H�NYHUKL�HJLP[HsqV�KH�VIYH�MLa�
JVT�X\L�H�*VTPZZqV�KL�7YV[LsqV�n�7HPZHNLT�<YIHUH�H\-
[VYPaHZZL�X\L�V�WLYZVUHNLT�NHUOHZZL�TVYHKPH�Ä_H�UV�LZ-
paço até a demolição do imóvel.]
����B6YPNPUHS�[L_[!�¸»;xUOHTVZ�JVUOLJPTLU[V�KL�X\L�LSL�PH�ZLY�
HWHNHKV�HNVYH�»¹D
����B6YPNPUHS�[L_[!�¸6�ºZ\TPsV»�KV�NYHÄ[L�NLYV\�WVSLTPJH�VU-
tem nas rede sociais. ‘Mais um exemplo da falta de incentivo 
n�J\S[\YH�UV�)YHZPS»��LZJYL]L\�\TH�PU[LYUH\[H��6\[YV�PYVUPaV\!�
º:}�UqV�]HSL�HWHNHY�H�JVYY\WsqV»�¹D
����-\Y[OLY�L]PKLUJL�[OH[�[OLZL�JVUJLW[Z�HYL�VM[LU�JVUÅH[LK�
PU�)YHaPS���;YPZ[HU�4HUJV������!�W������¸)YHaPSPHU�^YP[LYZ�HSZV�
tend not to get as hung up on the distinction between legal 
and illegal work as their North American and European coun-
terparts. While writers elsewhere knock each other for ‘only 
KVPUN�SLNHSZ»��P[�PZU»[�ZVTL[OPUN�`V\�VM[LU�OLHY�PU�)YHaPS�¹
9 - 7PJOHsqV�PZ�VM[LU�[YHUZSH[LK�HZ�¸[HNNPUN¹�MVY�[OL�ZHRL�VM�
ZPTWSPJP[`� I\[� HJ[\HSS`� KLUV[LZ� H� ZWLJPÄJ� Z[`SL� VM� [HNNPUN��



��

7PJOHsqV�PZ�H�JVKPÄLK�MVYT�VM�Y\UL�SPRL�SL[[LYPUN�^P[O�ISHJR�
WHPU[�[OH[�VYPNPUH[LK�PU�:qV�7H\SV�HUK�PZ�\UPX\L�[V�)YHaPS��;OL�
WYPTHY`�VIQLJ[P]L�VM�WPJOHKVYLZ�PZ�[V�WYVSPÄJHSS`�[HN�HZ�THU`�
buildings, as high up, and as prominently as possible.
�����B6YPNPUHS�[L_[!�¸»L_JS\xKVZ�KV�WYVNYHTH�VZ�NYHÄ[LZ�LML[-
uados em imóveis particulares ou próprios municipais, au-
[VYPaHKVZ�WLSV�WYVWYPL[mYPV�V\�H\[VYPKHKL�T\UPJPWHS�JVTWL-
[LU[L�»¹D
����B6YPNPUHS�[L_[!�¸3H[LYHPZ�KL�LKPMxJPVZ�WH\SPZ[HUVZ�X\L��HU-
tes da Lei Cidade limpa, de 2007, abrigavam anúncios pub-
licitários gigantes, estão sendo agora liberadas pela prefei-
[\YH�WHYH�NYHÄ[LPYVZ�L�T\YHSPZ[HZ�¹D
�����B6YPNPUHS�[L_[!�¸,T�[VKV�JHZV��HV�PUZ[P[\JPVUHSPaHY�H�HY[L�
\YIHUH�� [VYUHUKV�H�HSNV�JVTLYJPHS� L�VÄJPHS�� H�JPKHKL�ZLT�
painéis publicitários pode se tornar a capital mundial do 
NYHÄ[L�¹D�*VYYLH�PU[YVK\JLZ�[OL�[LYT�¸HY[L�\YIHUH¹�VY�¸\YIHU�
HY[¹�OLYL��^OPJO�ZLLTZ�[V�IL�\ZLK�HZ�HU�\TIYLSSH�[LYT�[V�PU-
JS\KL�NYHÄ[L�HUK�HY[L�UHZ�Y\HZ��PU�IV[O�[OLPY�ZHUJ[PVULK�HUK�
unsanctioned forms) and perhaps pichação to some extent.
����� 0[�ZOV\SK�HSZV�IL�UV[LK�[OH[�HS[OV\NO�(SVUaV�JOVVZLZ�
[OL�^VYK�¸NYHɉ[P¹� PU� [OPZ� [L_[��OL� PZ�TVZ[� SPRLS`� YLMLYYPUN� [V�
IV[O�NYHɉ[P�^YP[PUN�HUK�Z[YLL[�HY[�PU�)YHaPS��VY�NYHÄ[L�HZ�^LSS�
as pichação.
�����(NHPU��UV[L�[OH[�[OLYL�PZ�H�JVUÅH[PVU�VM�[LYTZ�PU�[OPZ�[L_[��
WYVIHIS`�H�YLZ\S[�VM�[OL�SPUN\PZ[PJ�KPɈLYLUJLZ�PU�[LYTPUVSVN �̀
15 - See also Kimvall (2014).
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Fig. 1: OSGEMEOS - Street Art Exhibition. Tate Modern, 
London, 2008. http://www.osgemeos.com.br/en/projetos/
street-art-2/#!/2893

Fig. 2: OSGEMEOS - O Estrangeiro. São Paulo, 2009. http://
www.lost.art.br/osgemeos_gigante.htm
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���0U[YVK\J[PVU

What is the role of art in the reinforcement or rejection of cur-
rent models of public space management in our cities? To 
answer this question, we must attend to the ties of all art-
work with public institutions, and whether or not it questions 
[OL�KVTPUHU[�VYKLY���<USPRL�VɉJPHS�W\ISPJ�HY[��IV[O�NYHɉ[P�HUK�
street art, far from showing satisfaction with its aesthetic, 
VɈLY�H�YHKPJHS�HUK�KPɈLYLU[�WVPU[�VM�]PL^�VM�[OL�JP[ �̀�>L�HYL�
talking about artistic interventions that invite us to look at the 
V[OLY�ZPKL�VM�[OL�\YIHU�SHUKZJHWL��PU�^OPJO�JP[PaLUZ�WSH`�HU�
active role by building, repairing,, and imagining the public 
space. The role that the internet plays in some of the ini-
tiatives related to street art is key, especially if we want to 
understand their political dimension, and the way they chal-
lenge the dominant order. As we shall see, internet provides 
very useful tools to articulate ideas that challenge the strict 
regulations that determine the use of public spaces.

0U� [OPZ� HY[PJSL�� 0� ^PSS� HUHS`aL� [OL� ^VYRZ� VM� [OL� (UH� )V[LSSH�
Crew (ABC), a group of artists from Madrid, as an example 
VM�¸HY[P]PZT¹�[OH[�JOHSSLUNLZ�[OL�*P[`�*V\UJPS»Z�THUHNLTLU[�
VM�W\ISPJ�ZWHJLZ�PU�4HKYPK��()*»Z�^VYR�PZ�IHZLK�VU�JVSSHI-

VYH[P]L�HJ[PVUZ�[OYV\NO�[OL�^LI�PU�VYKLY�[V�TVJR�[OL�ÄN\YL�
of Ana Botella, who pushed through an extremely restrictive 
SLNPZSH[PVU�VU�NYHɉ[P��HZ�[V^U�JV\UJPSVY�MVY�[OL�LU]PYVUTLU[�
in 2009 (Ayuntamiento de Madrid, 2009) The ABC developed 
P[Z�WYVQLJ[Z�PU�H�JSPTH[L�VM�NYLH[�OVZ[PSP[`�[V^HYKZ�NYHɉ[P�WYV-
jected by the local government in Madrid. This hostility has 
not only meant the creation of a new and restrictive legal 
framework, but also institutional messages that refer to the 
OPYPUN�VM�NYHWOVSVNPZ[Z�[V�PKLU[PM`�NYHɉ[P�HY[PZ[Z�HUK�[V�THRL�
it easier to establish sanctions. There was an immediate re-
HJ[PVU�[V�HSS�VM�[OPZ�¶PU�Q\Z[�H�ML^�^LLRZ��[OL�()*�NYV\W�^HZ�
MVYTLK��^PSSPUN�[V�ÄNO[�MVY�H�ZWHJL�PU�[OL�Z[YLL[Z�VM�4HKYPK�
(see Figure 1.).

My aim is to explore how useful internet tools can be to ar-
ticulate artistic interventions that challenge the hegemonic 
uses of public space, in what Sassen (1991) has called the 
global city.  To do so, I am going to discuss the case of Ma-
drid by trying to answer two questions: 1) what is the role of 
virtual tools in articulating these initiatives?  2) How can we 
interpret this from a political perspective? To do this I will use 
the following structure: First, I will discuss the role of cul-
ture in the hegemonic urban models, in order to explore the 
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^H`�[OH[�WYHJ[PJLZ�Z\JO�HZ�NYHɉ[P�HUK�Z[YLL[�HY[�JVUULJ[�̂ P[O��
these. Secondly, I will study the public management of graf-
Ä[P�HUK�Z[YLL[�HY[��JHYYPLK�V\[�I`�SVJHS�NV]LYUTLU[Z��LTWOH-
ZPaPUN�[OL�HZWLJ[Z�^OLYL�[OLYL�PZ�¸aLYV�[VSLYHUJL�¹�;OPYKS �̀�0�
^PSS�HUHS`aL�[OL�ZWLJPÄJ�JHZL�VM�()*��L_WSVYPUN�[OL�\ZL�[OL`�
have made of the internet to develop their collective actions, 
JVTIPUPUN�VUSPUL�HUK�VɊPUL�HJ[P]P[ �̀�-PUHSS �̀�0�^PSS�KPZJ\ZZ�T`�
ÄUKPUNZ�

���;OL�YVSL�VM�J\S[\YL�PU�[OL�UL^�OLNLTVUPJ�
\YIHU�TVKLSZ

We are living in the context of great changes in Western 
cities. The paradigm shift from an economy based on the 
manufacturing industry to one based on the service industry 
is not only reshaping the economic and business spheres of 
our urban environments, but also the social sphere (Sassen, 
1991) and its public spaces. These changes have created 
LTLYNPUN� JVUÅPJ[Z�IL[^LLU� [OL�TV[P]H[PVUZ� YLSH[LK� [V�WYP-
vate and public interests. It is not easy for local governments 
[V�OHYTVUPaL�[OL�PU[LYLZ[Z�VM�JHWP[HS�^P[O�KLTVJYH[PJ�SLNP[P-
macy (Deutsche, 1996). That is why, as some authors state 
(see Zukin, 1982 and 1994; Deutsche, 1996; Ferrell, 1996; 
Delgado, 2007; and Kramer, 2011), it is increasingly common 
[V�ÄUK�\YIHU�HYLHZ�^OLYL�WYP]H[L� PU[LYLZ[Z�WYL]HPS�V]LY�[OL�
W\ISPJ�PU[LYLZ[��*VUÅPJ[Z�IL[^LLU�[OL�WYP]H[L�HUK�[OL�W\ISPJ�
HYL�VM[LU�ZPSLUJLK�\UKLY�[OL�]LPS�VM�Z[HIPSP[`�HUK�¸JVUZLUZ\Z¹�
�4V\ɈL�� �   ��� ;OPZ� SLHKZ�\Z� [V� [OL�X\LZ[PVU!�>OH[� PZ� [OL�
role of art in the reinforcement or rejection of current models 
of public space management in our cities?  To answer this 
question, we must attend the ties of all artwork with public 
institutions, and whether or not it questions the dominant 
order.  

+L\[ZJOL���  �!�����KLÄULZ�VɉJPHS�W\ISPJ�HY[�HZ!
H�WYHJ[PJL�[OH[�PZ�^P[OPU�[OL�I\PS[�LU]PYVUTLU[��PZ�PU]VS]LK�PU�
[OL�WYVK\J[PVU�VM�TLHUPUNZ��\ZLZ�HUK�MVYTZ�MVY�[OL�JP[ �̀�>P[O�
[OPZ�JHWHIPSP[ �̀�`V\�JHU�OLSW�YLPUMVYJL�[OL�JVUZLU[�[V�[OL�YL-
UL^HS�HUK�YLZ[Y\J[\YPUN�^OPJO�PZ�OPZ[VYPJHSS`�[OL�MVYT�VM�[OL�
HK]HUJLK�JHWP[HSPZ[�\YIHUPZT��

;OL�PKLH�VM���HU�HY[�[OH[�YLPUMVYJLZ�[OL�VɉJPHS�TVKLS�VM�W\ISPJ�
ZWHJL�PZ�ZVTL[OPUN�[OH[�+L\[ZJOL���  ���YLSH[LK�[V�ILH\[PÄ-
cation, which is dominant in cities like New York. This notion 
VM�¸ILH\[ �̀¹�VY�[OL�Z`TIVSPJ�VYNHUPaH[PVU�VM�W\ISPJ�ZWHJL�\U-
der a certain aesthetic and social order, leads to a process of 

L_JS\ZPVU�PU�^OPJO�L]LY`[OPUN�[OH[�KVLZ�UV[�Ä[�[OL�KVTPUHU[�
HLZ[OL[PJ�TVKLS�PZ�Z[PNTH[PaLK�VY�KLZ[YV`LK�

<USPRL�VɉJPHS�W\ISPJ�HY[��NYHɉ[P�HUK�Z[YLL[�HY[��MHY�MYVT�ZOV^-
ing satisfaction with this aesthetic, choose a radically dif-
ferent use of the city (Caldeira, 2010).  We are talking about 
artistic interventions that invite us to look at the other side of 
[OL�\YIHU�SHUKZJHWL��PU�^OPJO�JP[PaLUZ�WSH`�HU�HJ[P]L�YVSL�I`�
building, repairing and imagining public space. These inter-
ventions show us new ways of living this urban landscape 
(Young, 2014: 94).

The cultural dimension, by becoming a resource (Yúdice, 
2002), has turned into one of the main ways to extract eco-
UVTPJ�ILULÄ[Z�MYVT�W\ISPJ�ZWHJLZ��;OPZ�PZ�HJOPL]LK�[OHURZ�
[V� [OL� ¸Z`TIVSPJ� LJVUVT`¹� �A\RPU�� �  ���� VY� [OL� HIPSP[`� [V�
produce using the symbols and spaces of culture; and what 
3VNHU�HUK�4VSV[JO� �� ����JHSSLK� ¸NYV^[O�THJOPULZ�¹�*\S-
ture has three basic uses in this context: a) Attracting capital 
ÅV^Z"�I��,Z[HISPZOPUN�H�UL^�ZVJPHS�VYKLY"�HUK�J��9LNLULYH[-
ing the degraded urban fabric.

�����([[YHJ[PUN�JHWP[HS�ÅV^Z

According to Harvey (2001) the competitive logic of capital-
PZT� LU[HPSZ� H� [LUKLUJ`� [V�TVUVWVSPaH[PVU�� 0U� \YIHU� HYLHZ��
once these monopolies have been imposed, they compete 
[V� H[[YHJ[� JHWP[HS� ÅV^Z� PU� [OL� MVYT� VM� PU]LZ[TLU[Z�� ;OLZL�
monopolies have a contradictory nature: they compete un-
KLY�[OL�JVVYKPUH[LZ�VM�NSVIHSPaH[PVU��SLHKPUN�[V�SHYNL�KVZLZ�
VM�OVTVNLUPaH[PVU��HUK�H[�[OL�ZHTL�[PTL��[OL`�JVTWL[L�I`�
highlighting the uniqueness and authenticity of their territo-
ries, in order to show characteristics that distinguish them 
from other competitors. One of the key tools to highlight the 
uniqueness of each territory and that, therefore, functions 
as a magnet for tourism (Zukin, 1994), is cultural heritage 
(monuments, museums, art, etc.). This is where what Har-
]L`�JHSSZ�¸JVSSLJ[P]L�Z`TIVSPJ�JHWP[HS�¹�IHZLK�VU�[OL�JVUJLW[�
developed by Bourdieu, is activated. The paradox beneath 
this is that the continuous use of collective symbolic capital, 
whilst creating elements of distinction, motivates a homog-
LUPaH[PVU�PU�[OL�PU[LYUH[PVUHS�JVU[L_[��;OPZ�WYVJLZZ�NLULYH[LZ�
a circular logic of homogeneity and distinction in which the 
more cities try to escape, the more they will be trapped. 

, As Hervey (2001: 433) asserts, that is why:
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[V�UV[�KLZ[YV`�\UPX\LULZZ�JVTWSL[LS �̀� HZ� P[� PZ� [OL�IHZPZ�VM�
[OL�HWWYVWYPH[PVU�VM�TVUVWVS`�YLU[Z��JHWP[HS�T\Z[�Z\WWVY[�H�
MVYT�VM�KPɈLYLU[PH[PVU�HUK�HSSV^�KP]LYNLU[��HUK�[V�ZVTL�L_-
[LU[�\UJVU[YVSSHISL��SVJHS�J\S[\YHS�KL]LSVWTLU[Z��[OH[�JHU�HU-
[HNVUPaL�^P[O�[OL�Z[HIPSP[`�VM�P[Z�V^U�HJJ\T\SH[PVU�WYVJLZZ�
  
This is what Smith (2012) has called an appropriation of 
[OL�HLZ[OL[PJ�VM� [OL� ¸UL^�\YIHU� MYVU[PLY�¹� [OH[� PZ��^LHS[OPLY�
classes (re)conquering space at the expense of the social 
majority, which is comparable to the legendary conquest of 
wild and virgin lands in the Far West. The appropriation of 
[OL�HLZ[OL[PJ�VM�[OLZL�̧ [LYYP[VYPLZ¹�OHZ�H�Z`TIVSPJ�KPTLUZPVU"�
it highlights the domination of patrician classes over popular 
classes. Nevertheless, it also has an economic dimension, 
encouraging the use of popular subcultures for commercial 
purposes. These practices have divorced the social con-
[L_[� �A\RPU���  ���^OPSZ[�Z[LHSPUN�[OL�WV[LU[PHS�JVUÅPJ[�MYVT�
P[��/V^L]LY��[OPZ�JVU[L_[�^PSS�THPU[HPU�H�JLY[HPU�¸Z\I]LYZP]L¹�
HLZ[OL[PJZ�PU�VYKLY�[V�IL�H[[YHJ[P]L��¸;OL�*HWP[HS»Z�WYVISLT�PZ�
ÄUKPUN�^H`Z�[V�HIZVYI��Z\IZ\TL��JVTTVKPM`�HUK�TVUL[PaL�
Z\JO�KPɈLYLUJLZ�PU�VYKLY�[V�HJJ\T\SH[L�[OL�TVUVWVS`�YLU[Z�
[OL`�NLULYH[L¹��/HY]L �̀�����!������

�����;OL�LZ[HISPZOTLU[�VM�H�UL^�ZVJPHS�VYKLY

*\S[\YL�PZ�UV[�VUS`�\ZLK�HZ�H�YLZV\YJL�[V�VI[HPU�WYVÄ[��P[�JHU�
also serve to establish a new social order by redevelop-
ing public space. We have already mentioned the concept 
VM¹Z`TIVSPJ� LJVUVT`¹� [V� YLMLY� [V� [OL� ^H`� W\ISPJ� H\[OVYP-
ties can generate both symbols and spaces. This concept 
played an important role in the late 1970s, mainly due to the 
transition from an economic model based on the industrial 
sector to one based on the service industry. In this context, 
culture is placed in the center of urban development and will 
IL�JVUZPKLYLK�HU�¸LJVUVTPJ�HZZL[¹�HUK�¸H�]HS\HISL�NLULYH-
[VY�VM�THYRL[HISL�JP[`�ZWHJLZ¹��.HYJPH������!�������(�Z[YH[LN`�
VM�¸Z`TIVSPJ�LJVUVT`¹�^L�TH`�YLJHSS� PZ�^OH[�A\RPU���  ���
JHSSZ�[OL�¸+PZUL`ÄJH[PVU¹�VM�W\ISPJ�ZWHJLZ��0U�MHJ[��+PZUL`-
world is a perfect example of the management of public 
space under these parameters, which apply to theme parks 
PU�H�\UPX\L�^H`!�WYP]H[PaH[PVU�VM�THUHNLTLU[��]PZ\HS�JVOLY-
ence, and social control.

First, we must recall the fact that the commitment to a model 
VM�THUHNLTLU[�IHZLK�VU�WYP]H[PaH[PVU�OHZ� P[Z�VYPNPU� PU� [OL�
US during the decade of the 1970s. At that time, funds from 

JP[`�JVɈLYZ�^LYL�KLJYLHZPUN��WYVNYLZZP]LS`�LUHISPUN�[OL�WYP-
vate sector to enter in municipal management.  The case 
VM�5L^�@VYR�^HZ� Z[YPRPUN!� [OL� ÄZJHS� JYPZPZ� [OH[� OP[� [OL� JP[`�
mid-decade (Harvey, 2007) served as a pretext to reduce 
the weight of the public sector. This led to the deterioration 
of public services, particularly suburban transport (Austin, 
2001). This process meant that: 

[OL�JVSSLJ[P]L�ZWHJL��[OL�W\ISPJ�ZWHJL��^HZ�ILPUN�YLWYLZLU[-
LK�HZ�H�JVTTVKP[ �̀�,]LU�^OLU�`V\�KV�UV[�WH`�MVY�P[��B���D�[OL�
W\ISPJ�ZWHJL�OHZ�ILLU�PU[LNYH[LK�PU[V�[OL�JVTTLYJPHS�ZWHJL��
[OLYLI`�WYVTV[PUN�JVYWVYH[L�]HS\LZ����A\RPU���  �!������

Secondly, the symbols and images generated from public 
institutions aimed at creating a visual coherence or aesthetic 
sanitation led to the reinforcement of a new model of public 
ZWHJL��5V �̂�^OH[�ZVTL�H\[OVYZ�OH]L�JHSSLK�HU�¸HLZ[OL[PJ�
VM� H\[OVYP[`¹� HUK�HU� ¸HLZ[OL[PJ�VM� MLHY¹�^V\SK�WYL]HPS�� ;OL�
ÄYZ[�JVUJLW[�¸LTIVKPLZ�HU�HɈLJ[PVU�MVY�H\[OVYP[ �̀�H�WSLHZ\YL�
PU� [OL�^H`�WYVWLY[`� SVVRZ�^OLU� P[� PZ�\UKLY� [OL�ÄYT�JVU[YVS�
VM� P[Z� PUKP]PK\HS�� JVYWVYH[L�� HUK�NV]LYUTLU[� V^ULYZ¹� �-LY-
rell, 1996: 180). The second concept refers to how culture 
PZ�¸JHWP[HSPaLK�MVY�L]LU[\HS�WYP]H[PaH[PVU�HUK�TPSP[HYPaH[PVU�VM�
W\ISPJ�ZWHJL¹� �A\RPU���  �!������;OL�+PZUL`^VYSK�TVKLS� PZ�
UV[� VUS`� PTWVY[HU[� ILJH\ZL� P[� JVUÄYTZ� [OL� PTWVY[HUJL� VM�
J\S[\YHS�WV^LY�[V�HWWS`�LɈLJ[P]L�ZVJPHS�JVU[YVS��I\[�ILJH\ZL�
P[� VɈLYZ� H�TVKLS� VM� WYP]H[PaH[PVU� [OH[� OHUKSLZ� ZVJPHS� KP]LY-
sity. This provides a framework of meaning to the city (Zukin, 
1994) that replaces a model of coexistence with the market 
(Delgado, 2007; see also Balibrea, 2010).

�����9LNLULYH[PVU�VM�KLNYHKLK�\YIHU�MHIYPJZ

One of the major phenomena that have favored urban regen-
LYH[PVU�WYVJLZZLZ�PZ�^OH[�PZ�RUV^U�HZ�NLU[YPÄJH[PVU��)HZLK�
VU�[OL�JVUJLW[�VM�[OL�¸\YIHU�MYVU[PLY�¹�:TP[O��������THRLZ�
an exhaustive analysis of the economic and social process-
es through which international capital has transformed cities 
in recent decades thanks to the conquest of space. In recent 
times, we have witnessed how the wealthiest classes have 
¸YLJHW[\YLK¹�[OL�KLNYHKLK�\YIHU�JLU[LYZ�HM[LY�`LHYZ�VM�LJV-
nomic disinvestment and institutional neglect. 

;V�[HSR�HIV\[�[OL�YVSL�VM�J\S[\YL��HUK�TVYL�ZWLJPÄJHSS`�HY[��PU�
[OL�WYVJLZZ�VM�NLU[YPÄJH[PVU��^L�T\Z[�OPNOSPNO[�[OL�^VYR�VM�
+L\[ZJOL�HUK�9`HU� �� ����� ;OLZL�H\[OVYZ�LTWOHZPaL� [OH[�
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the economic impact caused by artists and art galleries is 
not positive in the communities in which they operate. They 
actually reinforce the process by which people who are most 
in need must move in favor of the wealthy classes. In many 
cases, street art has a main role rather than a secondary 
VUL��(IHYJH����� ��OHZ�HUHS`aLK�P[Z�YVSL�HZ�H�YLNLULYH[VY�MVY�
processes in the urban sphere. One of his main theses is that 
Z[YLL[�HY[�WYV]PKLZ�H�KVZL�VM�¸H\[OLU[PJP[`¹�^OPJO�PZ�Z[YPWWLK�
VM�HSS�[OL�¸\UMYPLUKS`¹�HZWLJ[Z�HZZVJPH[LK�^P[O�NYHɉ[P�

���;OL�NV]LYUHUJL�VM�NYHɉ[P�IHZLK�VU�¸ALYV�;VSLYHUJL¹

.YHɉ[P� HUK� Z[YLL[� HY[�� HZ� H\[VUVTV\Z� HY[PZ[PJ� WYHJ[PJLZ��
face the institutional pressure of local governments that are 
permanently concerned about having everything that hap-
pens in public spaces under control. This pressure is ap-
WSPLK� [OYV\NO� [^V� KPɈLYLU[� JOHUULSZ!� WYVOPIP[PVU�� PU]VS]PUN�
the prosecution and punishment of any artist working in the 
Z[YLL[Z� ^P[OV\[� H\[OVYPaH[PVU"� VY� PUZ[P[\[PVUHSPaH[PVU�� ^OPJO�
would entail the cooptation of the practices carried out by 
these artists. This dichotomous and ambivalent way to ad-
KYLZZ�NYHɉ[P�HUK�Z[YLL[�HY[�JHU�IL�JSHZZPÄLK�HZ�ZJOPaVPK��UV[�
because of the contradictions in its objectives, or the strict 
control of any dissenting artistic practice, but by its practical 
consequences: on one hand, prohibition, persecution and 
W\UPZOTLU[��HUK�VU�[OL�V[OLY��WYVTV[PVU�VM�NYHɉ[P�HUK�Z[YLL[�
art as standard artistic practices.

<UKLY� [OL�WYVOPIP[PVUPZ[�WLYZWLJ[P]L��NYHɉ[P� PZ�\UKLYZ[VVK��
not as a matter of aesthetic nature, but as a real social prob-
SLT��-LYYLSS���  ����;OL�ZVJPHS�HUK�WVSP[PJHS�JSHZZPÄJH[PVU�VM�
a problem is always a collective construction directly linked 
to the perceptions, representations, interests and values   of 
the actors involved (Subirats, 2008: 126; see also Goode 
and Ben-Yehuda, 2009). Public authorities take this ap-
WYVHJO�^P[O�[OL�ÄYT�PU[LU[PVU�VM�I\PSKPUN�H�WYVISLT��H�TVYHS�
panic (Cohen, 2002), thereby drawing a clear line between 
[OL�KLZPYHISL�HUK�[OL�\UKLZPYHISL��IL[^LLU�¸[OLT¹�HUK�¸\Z¹�
(Goode and Ben-Yehuda, 2009) and setting up a space in 
which the identities created must cope antagonistically 
�3H\JSH\�HUK�4V\ɈL��� �����(SS�[OPZ�PZ�^LSS�PUZLY[LK�PU[V�^OH[�
4V\ɈL������!��  ��JHSSZ�[OL�¸TVYHSPaH[PVU�VM�WVSP[PJZ¹�^OLYL�
[OL� ¸VWWVULU[� PZ�UV[�KLÄULK� PU�WVSP[PJHS�I\[�TVYHS� [LYTZ�¹�
HUK�[OL�JVUZLX\LUJL�VM�[OPZ�PZ�[OH[�¸[OLZL�VWWVULU[Z�JHU-
UV[�IL�ZLLU�HZ�VWWVULU[Z�I\[�HZ�LULTPLZ�¹

Indeed, denying any democratic legitimacy to the opponent 
PU�[OPZ�JHZL��[OL�NYV\W�VM�NYHɉ[P�^YP[LYZ�HUK�[OLYLMVYL�KLU`-
ing any possible dialogue, has been the standard pattern fol-
SV^LK�I`�SVJHS�NV]LYUTLU[Z�ZPUJL�[OL�ÄYZ[�[HNZ�HUK�WPLJLZ�
appeared on the walls of Philadelphia and New York. This 
TVYHSPZ[PJ�HWWYVHJO�[V�JVUÅPJ[�OHZ�P[Z�JVYVSSHY`�PU�JYLH[PUN�HU�
ideological basis that underlines the hegemonic narratives 
HNHPUZ[�NYHɉ[P�HUK��I`�L_[LUZPVU��HNHPUZ[�HSS�\UYLN\SH[LK�HY-
tistic practice in public space. Their principles are based on 
the theory of broken windows, established by James Wil-
son and George Kelling in an article they published in 1982 
in the Atlantic Monthly. In it, they  asserted that disorder, 
through the metaphor of a broken window, was an embryo 
from which serious criminal activity is generated.

Thus, the proliferation of behaviors indicative of neglect 
^V\SK� SLHK� [V� [OL� ÅV\YPZOPUN� VM� ZLYPV\Z� JYPTLZ� HUK�� JVU-
sequently, would negatively impacto on life in the commu-
UP[`� ¹(U� \UJOLJRLK� WHUOHUKSLY� PZ�� PU� LɈLJ[�� [OL� ÄYZ[� IYV-
RLU�^PUKV^¹� �>PSZVU� HUK� 2LSSPUN�� � ��!� ���� ;OLYLMVYL�� ^L�
would be facing two categories of disorder: social, which 
JV\SK� PUJS\KL�ILOH]PVYZ�Z\JO�HZ�¸SVP[LYPUN¹�� SP[[LYPUN��KYPUR-
ing in public, begging or prostitution; and physical, which 
includes abandoned buildings, sidewalks with trash, or graf-
Ä[P� �/HYJV\Y[�HUK�3\K^PN��������� 0UKLLK��NYHɉ[P��\UKLY�[OPZ�
approach, would contribute to the physical degradation of a 
given space and, therefore, be a clear example of disorder.

Despite the soundness of such claims there is no empirical 
evidence to support the theory of broken windows (Harcourt, 
1998; Harcourt and Ludwig, 2006; Sampson and Rauden-
I\ZO���   ��UVY�[OH[�[OL�JVUZLX\LU[�aLYV�[VSLYHUJL�WVSPJPLZ�
would determinedly contribute to reduce violent crime (Har-
court and Ludwig, 2006). On the contrary, other measures 
[OH[� KV�UV[� PTWS`� H� ÄNO[� HNHPUZ[� KPZVYKLY� ZLLT� [V� OH]L� H�
KPYLJ[� LɈLJ[� VU� YLK\JPUN� JYPTL�� ;OLZL� PUJS\KL� JVSSLJ[P]L�
LɉJHJ �̀�KLÄULK�HZ� [OL�TLYNLY�VM�ZVJPHS�JVOLZPVU� [OYV\NO�
[OL�L_WLJ[H[PVU�VM� ZVJPL[`»Z� HJ[P]L�JVU[YVS� VM�W\ISPJ� ZWHJL�
(Sampson and Raudenbush, 1999). In a study developed in 
the city of Chicago, Sampson and Raudenbush (1999) were 
HISL�[V�JVUÄYT�[OH[�KPZVYKLY�OHZ�H�TVKLZ[�JVYYLSH[PVU�^P[O�
serious crime, but this was more connected to the charac-
teristics and background of each quarter. These decisive 
factors for crime, which have nothing to do with disorder, 
seem to be both a structural disadvantage and an attenu-
H[LK�JVSSLJ[P]L�LɉJHJ`��:HTWZVU�HUK�9H\KLUI\ZJO���   !�
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������ALYV�[VSLYHUJL�WVSPJPLZ��MHY�MYVT�ILPUN�LɈLJ[P]L��OH]L�
THUHNLK� [V�ISHTL� [OL� PUKP]PK\HSZ�^OV�OH]L�Z\ɈLYLK�Z\J-
cessive socio-economic crisis in cities like New York.

How is it possible for a theory with such a lack of empirical 
evidence to be so successful among the public authorities 
many large cities? The answer to this is its utility to imple-
ment policies that have contributed to establishing a particu-
SHY�LJVUVTPJ�TVKLS�PU�H�ZPNUPÄJHU[�^H`��2YHTLY���������;OPZ�
model is based on what Logan and Molotch (1987) have 
called Growth machines. These machines are based on the 
linkage between the public sector, through local political 
elites, and the private sector, mainly composed by corpo-
YH[L�HUK�ÄUHUJPHS�LSP[LZ�� [V�L_[YHJ[�LJVUVTPJ�ILULÄ[Z� MYVT�
land use at the expense of the residents (Logan and Mo-
lotch, 1987; Harvey, 2001). The ideology that accompanies 
these growth machines is what Kramer (2011) has called pri-
vatism. This term refers to the role of the public sector as 
HU�LUHISLY�MVY�[OL�ÅV^�VM�JHWP[HS�[V^HYKZ�[OL�WYP]H[L�ZLJ[VY�
[OYV\NO� [H_� PUJLU[P]LZ�HUK� [OL�JYLH[PVU�VM�H�ZWLJPÄJ� PUMYH-
structure. There seems to be a clear correlation between 
the logic of growth machines and privatism and the way in 
^OPJO�[OL�WVSP[PJHS�LSP[LZ�YLZWVUK�[V�WYHJ[PJLZ�Z\JO�HZ�NYHɉ[P�
(Kramer, 2011: 13). Growth machine interventions, despite 
their dysfunctional consequences in social terms, are re-
THYRHIS`� M\UJ[PVUHS� MYVT�[OL�YLHS�LZ[H[L�THYRL[»Z�WLYZWLJ-
tive (Smith, 2012).

���;OL�(UH�)V[LSSH�*YL^�JHZL
����4HKYPK��.SVIHS�*P[`

In recent years, the aim of public authorities to place Madrid 
PU�[OL�NSVIHS�JVU[L_[��OHZ�SLK�[V�[OL�WYVNYLZZP]L�ÄUHUJPHSPaH-
tion of its economic model. This has led to the emergence 
of a new economy of advanced services that has reshaped 
the business of the city in favor of the interests of interna-
[PVUHS�JHWP[HS� �9VKYxN\La���������;OL�WYLZZ\YL�VM�LJVUVTPJ�
NSVIHSPaH[PVU��HUK�[OL�OLNLTVU`�VM�ULVSPILYHS�[OPURPUN��OHZ�
made local governments adopt strategies to strengthen lo-
cal economic competitiveness in a global context. Thus, the 
main role of cities would not be to ensure a certain level of 
social cohesion but to promote local economic growth, often 
at the expense of generating greater inequality and socio-
spatial segregation (Blanco and Subirats, 2012: 21). This 
WYVJLZZ�OHZ�HSZV�OHK�HU�PTWHJ[�VU�H�UL^�JVUÄN\YH[PVU�VM�

public space for two reasons: it encourages a purely com-
mercial logic (public space as a place of transit for potential 
consumers) and it implements a new model of development 
IHZLK�VU�[OL�Z[HUKHYKPaH[PVU�HUK�PUKP]PK\HSPaH[PVU�VM�^H`Z�
VM�SP]PUN��*HS]V���������(SS�[OPZ�OHZ�P[Z�JV\U[LYWHY[�PU�[OL�ÄLSK�
of culture. The municipal authorities in Madrid inextricably 
connected culture to the development and wealth of the city 
(Carrillo, 2009: 201).

Closely related to this is the construction of infrastructures 
that serve as major exhibition venues, as well as the organi-
aH[PVU�VM�THQVY�J\S[\YHS�L]LU[Z�[V�YL]P[HSPaL�SVJHS�LJVUVTPLZ�
(Evans, 2005; García, 2008; see also Cocola, 2009). These 
initiatives are often developed without adequate long-term 
WSHUUPUN��^OPJO�TLHUZ�[OH[�[OLYL�PZ�UV[�H�¸IHSHUJLK�KPZ[YP-
I\[PVU�VM�ILULÄ[Z��UVY�ZVJPHSS �̀�UVY�ZWH[PHSS`¹��.HYJxH������!�
112). In addition, betting on the architectural spectacle of the 
¸J\S[\YHS�JP[`¹�LɈLJ[P]LS`�LUKVYZLZ�H�TVKLS�[OH[�PZ�KL[YPTLU-
tal for more local, accessible and creative cultural provision 
(Costa and Lopes, 2013). Therefore, it is detrimental to the 
cultural practices and experiences associated with the daily 
life of the communities that some authors, such as Evans 
��������OH]L�PKLU[PÄLK�HZ�RL`�MVY�[OL�KL]LSVWTLU[�VM�ZVJPHS�
projects in the community. The district of Lavapies in Ma-
drid is a paradigmatic case. As Carrillo has stated (2009), 
while most of the social, cultural and political spheres of the 
neighborhood were dismantled, large and oblivious cultur-
al containers for the cultural dynamics of the district were 
built. Good examples of this are the cultural center La Casa 
Encendida, the Valle Inclán theatre or the extension of the 
Museo Nacional Centro de Arte Reina Sofía.

����� ;OL� WHYHKV_PJHS� THUHNLTLU[� VM� NYHɉ[P� HUK� [OL�
HY[P]PZ[�YLZWVUZL

The policies developed by the Madrid city council in recent 
`LHYZ�YLNHYKPUN�NYHɉ[P�Ä[�WLYMLJ[S`�PU�[OPZ�ZJOPaVPK�JH[LNVY`!�
VU�VUL�OHUK��aLYV�[VSLYHUJL��I\[�VU�[OL�V[OLY��[OL�WYVTV[PVU�
VM� L]LU[Z� [OH[� HYL� HPTLK� H[� HZZPTPSH[PUN� NYHɉ[P� HUK� Z[YLL[�
art as standard artistic practices. There is an anecdote that 
WLYMLJ[S`�L_LTWSPÄLZ�[OPZ�K\HS�KYP]L��0U�������VUS`�[^V�`LHYZ�
before the new legislation and the rise of ABC, a couple of 
street artists, Asier and Murphy, painted several murals in 
the capital of Madrid in response to a statement of Alberto 
9\Pa�.HSSHYK}U��[OL�MVYTLY�TH`VY�VM�4HKYPK!�¸>L�T\Z[�W\[�
an end to this false expression of any kind of artistic atti-
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[\KL�¹�6U�VUL�VM�[OLZL�^HSSZ��^OPJO�[OL�TH`VY�ZVVU�VYKLYLK�
[V�IL�KLTVSPZOLK��9\Pa�.HSSHYK}U�^HZ�YLWYLZLU[LK�^P[O�[OL�
PYVUPJ�ZSVNHU��¸.HSSHYKVU�SV]LZ�NYHɉ[P�¹�;OL�WHYHKV_�OLYL�PZ�
[OH[�[OL�ZHTL�HY[PZ[Z�^OV�YLWYLZLU[LK�9\Pa�.HSSHYKVU�^LYL�
HSZV�H^HYKLK�WYPaLZ�PU�[OL�@V\UN�(Y[PZ[Z»�*VTWL[P[PVU�VYNH-
UPaLK�I`�[OL�4HKYPK�*P[`�*V\UJPS��HUK�P[�^HZ�[OL�TH`VY�^OV�
had given them a check for 3,400 euros (El Mundo, 2008).

In any case, how did ABC articulate their actions? It was 
under collaborative and reticular logic. Using their Flickr ac-
JV\U[��[OL`�KPZZLTPUH[LK�H�[LTWSH[L�^P[O�(UH�)V[LSSH»Z�ZPN-
nature (see Figure 2.) for any internet user to download. The 
action, therefore, was raised by a leading group but could 
be executed by any person with internet access. Thus, con-
nectivity, interactivity, and collective creation become funda-
mental concepts in order to understand their actions. To the 
concept of collective creation, we must add the concept of 
¸JHYUP]HS�¹�PU�^OPJO�WLYZVUHS�PKLU[P[PLZ�HYL�YLWSHJLK�I`�V[OLY�
identities (see Figure 3.) assumed in performative processes 
(Carrillo, 2004).

In that sense, ABC is heir to a tradition of collaborative 
practices developed in recent decades in the capital of 
Spain. Among them, we can mention those carried out by 
the Preiswert Arbeitskollegen (Unalienated Working  Society) 
group, who raised a number of situationist actions through-
out the 1990s (Pujals, 2004; Carrillo, 2009). The most fre-
quent interventions of this group consisted in the dissemi-
nation of ironic political messages in public space using 
templates and sprays (see Figure 4.). Another important ref-
erence is Sabotaje Contra el Capital Pasándoselo Pipa (SC-
CPP), that developed, among other things, the initiative YO-
MANGO (dètournement of the name of the Spanish textile 
IYHUK� 4(5.6�� [OH[� JVUZPZ[LK� PU� ¸RSLW[VTHUPHJ� N\LYYPSSH¹�
actions in big stores (see Figure 5.). That is, actions that, 
through the theft of small items, aimed at denouncing the 
JVUZ\TLYPZ[� PULY[PH�VM� [VKH`»Z�ZVJPL[ �̀� ;OL�TVZ[� PTWVY[HU[�
aspect of their activity, apart from the use of irony and sense 
VM�O\TVY�� PZ�[OL�\ZL�VM�[OL�^LI�[V�KLWVZP[�HUK�JVSSLJ[P]PaL�
the tools or information inherent in their actions for general 
use (Carrillo, 2004).

����5L^�MVYTZ�VM�Z[YLL[�HY[�[OYV\NO�[OL�PU[LYUL[�

Manuel Castells uses the concept of informational capitalism 
[V�YLMLY�[V�OPZ�JVU[LTWVYHY`�TVKLS�VM�[OL� PU[LUZPÄJH[PVU�VM�

PUMVYTH[PVUHS�ÅV^Z�HUK�[OL�T\S[PWSPJH[PVU�VM�T\S[PKPYLJ[PVUHS�
JVTT\UPJH[PVUZ��0U�[OPZ�JVU[L_[��ZVTL�̧ HY[P]PZ[¹�NYV\WZ�OH]L�
made the most of the possibilities that the new expansion of 
0*;�OHZ�VɈLYLK��*HYYPSSV��������PU�VYKLY�[V�Z[HUK�HNHPUZ[�[OL�
new values   that informational capitalism has entailed: com-
WL[P[P]LULZZ���O`WLY�PUKP]PK\HSPaH[PVU�HUK�[OL�H[VTPaH[PVU�VM�
social life. These works have led to the proliferation of pro-
posals that are committed to collective action, in opposition 
to the idea of   individual artistic genius. Thus, the factors of 
JVSSLJ[P]P[`�HUK�HUVU`TP[`�JVUZ[P[\[L�KLÄUPUN�MLH[\YLZ�VM�[OL�
latest form of activism on the web. Therefore, the actions 
of ABC are heirs to this tradition, as they oppose light and 
UVKHS�JVSSLJ[P]L�HJ[PVU� [V� [OL�I\YLH\JYH[PaLK��\UPMVYT��HUK�
JLU[YHSPaLK�THJOPULY`� VM� W\ISPJ� PUZ[P[\[PVUZ�� ;OL`� UV[� VUS`�
KLÄLK�[OL�YLWYLZZP]L�HJ[PVUZ�VM�4HKYPK»Z� SVJHS�NV]LYUTLU[�
but also, above all, the ideological values   it represents.

()*�HY[PJ\SH[LZ� P[Z�HJ[P]P[`�I`�JVTIPUPUN�VUSPUL�HUK�VɊPUL�
HJ[PVU��;OLPY�VUSPUL�HJ[P]P[`�\ZLZ�[OL�AHWH[PZ[H»Z�Z[YH[LNPLZ�[V�
JVUULJ[�^P[O�UL[�HY[��H�¸[HJ[PJHS¹�JOHSSLUNPUN�VM�[OL�NYLH[LY�
powers combined with the channels of the information era 
�*HZ[LSSZ�� �  ����6U� [OL�V[OLY� OHUK�� MVY� [OLPY� VɊPUL�HJ[P]P-
[ �̀�()*»Z�HJ[PVUZ�JVTIPUL�NYHɉ[P�YLSH[LK�Z[YH[LNPLZ��[HNNPUN��
getting up, etc.) with typical street art strategies (use of tem-
plates, conceptual sophistication, dètournement, etc.). As a 
result, we have a hybrid that combines the best aspects of 
IV[O�WYHJ[PJLZ��MVYLTVZ[�HTVUNZ[�^OPJO�PZ�[OLPY�KLÄHUJL�VM�
the rules for the use of public space.

0[� PZ� PTWVY[HU[� [V� UV[L� [OH[� ()*»Z� HJ[PVUZ�� HS[OV\NO� PT-
bued with a clear intention to challenge the local govern-
ment, merely highlight their position of weakness against 
them. Madrid City Council, because of its inability to read 
social reality and see the demand for other ways of political 
participation beyond the traditional electoral channels (Blan-
co and Subirats, 2012), has failed to articulate other means 
of participation that go beyond cooptation and submission 
to the institutional channels. This condemns all social or cul-
tural actors who do not want to submit to the dynamics of 
WLYZ\HZPVU�� HZZPTPSH[PVU�� HUK� Z[HUKHYKPaH[PVU� PTWVZLK� I`�
the local government to endure their own systematic coer-
cion. This means that alternative responses of opposition to 
[OL�PUZ[P[\[PVUHS�VYKLY�OH]L�ILLU�WSHJLK�PU�[OL�ÄLSK�VM�^OH[�
Michel de Certeau (2001: 367) called tactical, understand-
ing that this concept includes actions in which the lack of a 
KLÄULK�WSHJL�[V�LZ[HISPZO�Y\SLZ�PZ�HU�LZZLU[PHS�JOHYHJ[LYPZ[PJ!
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;OL� SHJR�VM� [OPZ�WSHJL�\UKV\I[LKS`� HSSV^Z�TVIPSP[ �̀� I\[� YL-
X\PYLZ�H�NYLH[LY�HIPSP[`�[V�HKHW[�[V�[OL�]HNHYPLZ�VM�[PTL�I`�PU-
Z[HU[S`�JH[JOPUN�[OL�WVZZPIPSP[PLZ�VM�LHJO�TVTLU[��;OL`�ULLK�
[V�IL�]PNPSHU[�[V�THRL�[OL�TVZ[�VM�[OL�MHPS\YLZ��HUK�[OL�WHY-
[PJ\SHY�Q\UJ[\YLZ�[OH[�VWLU�^OPSL�TVUP[VYPUN�[OL�H\[OVYP[PLZ�

���*VUJS\ZPVU
0U� [OPZ� WHWLY�� 0� OH]L� HUHS`aLK� [OL� YVSL� VM� J\S[\YL� PU� OLNL-
monic urban models and in the ways that local governments 
THUHNL�W\ISPJ�ZWHJLZ��>L�JHU�ÄUK�[OYLL�THPU�[HZRZ!�-PYZ[��
J\S[\YL� WSH`Z� H� RL`� YVSL� H[[YHJ[PUN� JHWP[HS� ÅV^Z� PU� MVYT� VM�
tourism and investments. Secondly, culture can strengthen 
a particular social order in public spaces. Thirdly, culture 
OHZ�ILLU�THUPW\SH[LK�ZRPSSM\SS`�HZ�H�[VVS�MVY�NLU[YPÄJH[PVU�PU�
KLNYHKLK�ULPNOIVYOVVKZ�� 0� OH]L�HSZV�HUHS`aLK� [OL� YVSL�VM�
certain artistic practices in challenging the dominant urban 
models and the management that local governments have 
\UKLY[HRLU�VM�[OLZL�WYHJ[PJLZ��.YHɉ[P�HUK�Z[YLL[�HY[�JHU�IL�
found within these practices that operate outside the tradi-
tional channels of the art system. Governance of local gov-
LYUTLU[Z� [`WPJHSS`� YLZWVUKZ� [V�H� ZJOPaVPK�K`UHTPJ!� H[� [OL�
same time it prohibits, pursues and punishes, it also co-opts 
HUK�UVYTHSPaLZ��

The Broken Windows Theory of Wilson and Kelling (1982) set 
[OL� [OLVYL[PJHS� MV\UKH[PVUZ� MVY� aLYV� [VSLYHUJL� WVSPJPLZ�� (S-
[OV\NO� LTWPYPJHS� L]PKLUJL� OHZ� UV[� JVUÄYTLK� [OLPY� [OLZPZ��
many municipal governments have followed it faithfully. We 
ÄUK�[OL�L_WSHUH[PVU�VM�[OPZ�WHYHKV_�PU�[OL�\[PSP[`�VM�[OPZ�[OLVY`�
MVY�[OL�WYVJLZZ�VM�WYP]H[PaH[PVU�HUK�WYVÄ[�L_[YHJ[PVU�YLNHYK-
ing public assets, which is related to what Logan and Mo-
SV[JO��� ����OH]L�JHSSLK�¸NYV^[O�THJOPULZ�¹�ALYV�[VSLYHUJL�
OHZ�UV[�Z[VWWLK�HY[PZ[Z�HUK�NYHɉ[P�^YP[LYZ��^OV�OH]L�JVU[PU-
ued to defy the dominant social and aesthetic order in cities 
[OYV\NO�HSS�RPUKZ�VM�Z[YH[LNPLZ��/LYL�^L�HUHS`aLK� [OL�JHZL�
of a group of artists called the Ana Botella Crew, who, in re-
sponse to an upsurge of the public administration of the City 
of Madrid, invited anyone that wanted to participate to do so 
I`�ÄSSPUN�[OL�:WHUPZO�JHWP[HS�^P[O�[OL�ZPNUH[\YL�VM�[OL�MVYTLY�
city councilor for the environment.

What is the role of virtual tools in the articulation of these 
PUP[PH[P]LZ�HUK��[OLYLMVYL��HU[HNVUPaPUN�[OL�OLNLTVUPJ�\YIHU�
models? Alternatively, what is the role of online action in the 
KL]LSVWTLU[�VM�VɊPUL�HJ[P]P[PLZ�HUK� PU� [OL�HJOPL]LTLU[�VM�
the goals set by these initiatives? As we have seen, Inter-

UL[[OL�PU[LYUL[�VɈLYZ�WVZZPIPSP[PLZ�YLSH[LK�[V�JVSSLJ[P]L��UVU�
hierarchical and reticular action. To which we should add the 
festive and carnival component, where humor and sublima-
[PVU�HSSV^�\Z�[V�ZJVɈ�H[�[OL�PKLU[P[`�VM�[OVZL�^OV�YLWYLZLU[�
the symbolic capital of order. By using virtual tools, in this 
case Flickr, the group was able to multiply the presence of 
Ana botellas throughout the whole world in an easy, cheap 
and accessible way. This is what allowed their actions to 
reach, in a very short period, a much larger audience than if 
a limited group of people had executed them. The fact that 
[OLPY� HJ[PVUZ�^LYL�X\PJRS`� L_WVZLK� PU� H�-SPJRY� WYVÄSL�NH]L�
[OLT�H�T\S[PWS`PUN�LɈLJ[��;OL�WSH[MVYT�[O\Z�M\SÄSSLK�H�K\HS�
function: 1) The dissemination of the materials and tools 
necessary to execute the actions, and 2) demonstrating the 
results and reinforcing the idea of ubiquity.

What are the political conclusions of all this? It is true that 
we can classify this initiative in what Michel de Certeau has 
JHSSLK�[OL�ÄLSK�VM�[HJ[PJZ��[OH[�PZ��[OH[�HYLH�PU�^OPJO�[OL�SHJR�
VM�WV^LY�[V�KLÄUL�[OL�Y\SLZ�MVYJLZ�`V\�[V�\ZL�[OL�SVVWOVSLZ�
that can favor the articulation of an action that challenges 
the dominant order. Adopting a tactical role towards the es-
[HISPZOLK�WV^LY�PZ�H�YLZ\S[�VM�^OH[�*OHU[HS�4V\ɈL�JHSSZ�[OL�
TVYHSPaH[PVU�VM�WVSP[PJZ��[OH[�PZ��[OL�YLM\ZHS�[V�WYV]PKL�WVSP[P-
cal entity to the opponents of institutional power. Because 
of this, they will not be considered adversaries, but ene-
mies. The management of the local government of Madrid 
ZOV^Z�[OH[�WVSP[PJPHUZ��MHY�MYVT�WYV]PKPUN�NYHɉ[P�^YP[LYZ�HUK�
street artists with a political entity that would enable them as 
interlocutors, refer to them as a moral entity as if they were a 
social evil that must be eradicated.

The way that public authorities impede the right of certain 
social and cultural actors to show their disagreement regard-
ing the ways in which our public spaces are managed should 
alert us to the poor quality of our democracy. The guarantee 
that the votes obtained in the process of electoral participa-
tion provide should not be a blank check that allows gov-
ernments to shirk their obligation to explore other forms of 
participation in public life. In short, it is not only the right of 
NYHɉ[P�HUK�Z[YLL[�HY[PZ[Z�[V�PU[LY]LUL�^P[OV\[�H\[OVYPaH[PVU�PU�
the street that is at stake which would open another vector 
VM�HUHS`ZPZ�I\[�[OL�YPNO[�VM�JP[PaLUZ�[V�HY[PJ\SH[L�KLTVJYH[PJ�
ways of responding to the dominant political, social and cul-
tural order, as well as the right to have institutions, that far 
from being an adversary, are allies in these processes.
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Figure 1. Action of ABC

Figure 2. ABC template for stenciling
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Figure 3. Members of ABC with masks of Ana Botella

Figure 4. Action of Preiswert 
Arbeitskollegen
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;OL� W\YWVZL� VM� [OPZ� ^VYRPUN� WHWLY� PZ� [V� JOHYHJ[LYPaL� [OL�
:[YLL[�(Y[PZ[»Z�JYLH[P]L�WYVJLZZ��MYVT�HU�PU[LYKPZJPWSPUHY`�HW-
proach that establishes relationships between poetry, phi-
losophy and the art world. 

 We intend to highlight the anonymity, the ephemer-
al, and transitory element as a key feature of his artistic cre-
ation, by using as a starting point the relationship between 
[OL�Z[YLL[�HY[PZ[�HUK�)H\KLSHPYL»Z�MHTV\Z�ÅHUv\Y!�-VY�^OVT�
it is an immense joy to see the world and remain hidden, as 
H� ]V`L\Y�� ¸LUQV`PUN� [OL� MHJ[� VM� ILPUN� PUJVNUP[V� [OYV\NOV\[�
[OL� LU[PYL� JP[`¹� �)H\KLSHPYL�� � ��!� ����� ;OL� ÅHUv\Y»Z� ]PZ\HS�
message spreads throughout the urban space and prolifer-
ates insidiously. The street is actually, ‘Just as good a place 
[V�W\ISPZO�»�HZ�)HURZ`�YLJLU[S`�Z[H[LK�¶�HU�HY[PZ[�^OVZL�[Y\L�
identity remains veiled (Raychaudhur, 2010: 52).

;OL� ÅHUv\Y� OHZ� H� JVZTVWVSP[HU� WLYZVUHSP[`� ¶� OPZ� OVTL� PZ�
[OL�THQVY�JP[ �̀�;V�[OL�-YLUJO�WVL[�[OL�JYV^K��VY�¸[OL�THZZ�PZ�
ZV�PU[YPUZPJHSS`�WYLZLU[�[OH[�]HPUS`�^L�ZLLR�MVY�P[�PU�[OL�WVL[¹�
(Benjamin, 1999: 115). The crowd is a framework that or-
chestrates urban movements. For this man of the crowds 

the street is his home, as it is the large city. Indeed, the indi-
vidual that crosses the webs of the large urban centers, dip-
WPUN�PU[V�[OL�̧ NYLH[�KLZLY[�VM�TLU¹��)H\KLSHPYL��� ��!�������PZ�
ZLHYJOPUN�MVY�ZVTL[OPUN�ZWLJPÄJ!�4VKLYUP[ �̀�0U�)H\KLSHPYL»Z�
JVUJLW[PVU��̧ 4VKLYUP[`�PZ�[OL�[YHUZPLU[��[OL�ÅLL[PUN��[OL�JVU-
[PUNLU[¹�������� 0[� PZ� PU�[OPZ�[YHUZPLUJL�[OH[�[OL�TVKLYU�HY[PZ[�
YLJVNUPaLZ�[OL�]HS\L�VM�OPZ�V^U�^VYR��<USPRL�[OL�[YHKP[PVUHS�
HLZ[OL[PJ� JVUJLW[PVU�� PU�^OPJO� ILH\[`�^V\SK� IL� PKLU[PÄLK�
with the universal and with the unchanging, Street Art has in 
the transient the true motive of its inspiration; in urban life it 
ÄUKZ�^OH[�P[�^HU[Z�[V�YLWYLZLU[�

It is within the city in motion that the artist will see their con-
KP[PVU�YHKPJHSS`�[YHUZMVYTLK��0U�[OL�WVLT�¸;OL�SVZZ�VM�OHSV¹�
stated in Paris Spleen, Baudelaire describes metaphorically 
how the poet crosses a busy avenue, and sees his halo fall-
PUN�MYVT�OPZ�OLHK��HZ�HU�LɈLJ[�VM�ZOVJR��(Z�H�JVUZLX\LUJL�
of the loss of this emblem, the artist loses his quasi-divine 
and angelic status and acquires anonymity, and seeks to 
take advantage of this by remaining incognito in the crowd, 
as a fallen angel or an anti-hero. Benjamin focuses on this 
WVLT��PUJS\KPUN�[OL�[OLTL�VM�[OL�SVZZ�VM�¸H\YH�¹�PU�OPZ�JYP[PJHS�
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analysis of the modernity in the book: Charles Baudelaire: a 
lyric in the rise of capitalism.

;OL�JYV^K�PZ�VTUPWYLZLU[�PU�[OL�WVL[��;OL�ÅoUL\Y�HYPZLZ�MYVT�
the practice of observing the galleries that decorate Paris, 
of wandering through the crowds of those who pass. Now 
this is where the subversive activity and the unknown street 
HY[PZ[�TLL[�)H\KLSHPYL»Z�JVUJLW[PVU�VM�TVKLYUP[ �̀�^OPJO�YLW-
YLZLU[Z�[OL�[YHUZPLU[��[OL�ÅLL[PUN�HUK�[OL�JVU[PUNLU[��� �����
Unlike the traditional aesthetic conception, in which beauty 
^V\SK�IL�PKLU[PÄLK�^P[O�[OL�\UP]LYZHS�HUK�^P[O�[OL�\UJOHUN-
PUN��)H\KLSLPYL�ÄUKZ�PU�[OL�[YHUZPLU[�[OL�[Y\L�YLHZVU�MVY�[OL�
HY[PZ[»Z�PUZWPYH[PVU�

The street artist is aware of the ephemerality of his artwork; 
being one of the essential characteristics of this kind of art, 
to such an extent that video or photography (expertly dif-
fused by modern media, like the internet and social net-
works) are often the only record of these works. Street art as 
a global movement has grown unconstrained through Web 
image sharing. 

3PRL�[OL�ÅHUv\Y��[OL�Z[YLL[�HY[PZ[»Z�Z\I]LYZP]L�HUK�\UJVU]LU-
tional activity seems to be a response to capitalist law. The 
street artist does not want to feed the market and his art 
is not suitable for consumption. The transience of the work 
also reveals such nonchalance. Street art is for everyone, 
I\[� PZ� UVIVK`»Z�� )H\KLSHPYL�Z� HZWPYH[PVUZ� ZLLT� [V� LJOV� PU�
the very essence of street art: an unconventional art that cre-
ates colorful and subversive scenery for the walls of the big 
city. The street is the canvas and the infrastructure of street 
art, but it is simultaneously also the space that surrounds 
mainstream art. Consequently street art should not be seen 
as a further category of conventional art, but as a category 
VM� P[Z�V^U��)H\KLSHPYL»Z�WVL[�OHZ�[OL�H\KHJP[`�[V�THRL�[OL�
HɉYTH[PVU�VM� [YHUZPLUJL��VM� [OL�TVTLU[� [OH[�X\PJRS`� [\YUZ�
PU[V� YLTLTIYHUJL�� VM� [OL� PU[LUZP[`� VM� [OL� ¸OLYL� HUK� UV^¹�
and its near end.

-V\JH\S[»Z�]PL^Z�VU�)H\KLSHPYL�JHU�ZOLK�SPNO[�VU�[OL�Z[YLL[�
HY[PZ[»Z� HLZ[OL[PJ� MLH[\YLZ�� Z`U[OLZPaLK� PU� [OL� \UKLYZ[HUK-
ing of modernity, not as a historical period but rather, as an 
¸H[[P[\KL¹��;OH[�PZ��[OL�H[[P[\KL�VM�ILJVTPUN�L[LYUHS�[OYV\NO�
[OL�[YHUZP[PVUHS��^OLYL�UV[OPUN�Z[H`Z�[OL�ZHTL��PTWS`PUN!�¸YL-
cover something eternal not beyond the present instant, nor 

ILOPUK�P[��I\[�PU�P[¹��-V\JH\S[������!�������;OLYLMVYL��[OL�YVSL�
VM� [OL�HY[PZ[� PZ�¸[V�L_[YHJ[� [OL�L[LYUHS� MYVT�[OL� [YHUZP[PVUHS¹�
(Baudelaire, 1988: 173). 

;OL�TVKLYU�WVL[�^V\SK�[OLU�IL�H[[HPULK�I`�¸H�^PSSPUNULZZ�[V�
[\YU�OLYV�[OL�WYLZLU[�TVTLU[¹��-V\JH\S[������!�������/V^-
L]LY��[OPZ�¸ILJHTL�OLYV¹�OHZ�ZVTL[OPUN�¸PYVUPJ¹�PU�P[ZLSM��[OH[�
PZ��[OL�H[[P[\KL�VM�TVKLYUP[`�KVLZ�UV[�HPT�[V�¸ZHJYHSPaL¹�[OL�
moment, to then keep it in the absence of all change. The 
HY[PZ[�Z� H[[P[\KL� PZ� H� NHTL� VM� JYLH[PVU� HUK� MYLLKVT�^P[OPU�
which the artist shapes their own life as a creative process. 
>OH[�-V\JH\S[�YLJVNUPaLZ�PU�)H\KLSHPYL»Z�̂ VYR��HUK�̂ OH[�̂ L�
identify with the attitude of the street artist, is the claim of an 
aesthetic life, an aesthetic way of existence that has its focus 
on the urban ÅHUv\YPL.

;OL�ÄN\YL�VM�)H\KLSHPYL»Z�ÅHUv\Y��^OPJO�^L�OLYL�OH]L�[HRLU�
the liberty to associate with the street artist, introduces an 
aesthetic form of existence. This aesthetic mission does not 
L_PZ[�[V�LTILSSPZO�YLHSP[ �̀�I\[�L_PZ[Z�MVY�PUKP]PK\HS�ZLSM�YLHSPaH-
tion. The street artist is not alone in his creative process, but 
within society: the big city. He operates his own transforma-
tion as he expects also to transform the walls of the streets.
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���;\YPU�HUK�\YIHU�HY[
Thanks to the numerous urban art projects which have taken 
place in the last few years, Turin is more and more an open 
HY[�ZWHJL��^OLYL�PUZ[P[\[PVUHSPaLK�PU[LY]LU[PVUZ�JVL_PZ[�^P[O�
illegal acts and where large murals by famous international 
street artists cohabit with those made by anonymous local 
writers. Over time, important events have colored the city, 
from the three editions of PicTurin (Turin Mural Art Festival) 
to the interventions of MurArte, from SAM in Parco Michelotti 

[V�4(<�PU�[OL�*HTWPKVNSPV�HYLH��MYVT�5Paa(Y[�PU[LY]LU[PVUZ�
to the latest achievements of B.Art, not to mention the sev-
LYHS� /HSSZ� VM� -HTL� VYNHUPaLK� I`�^YP[LYZ�� NHSSLYPLZ� HUK� HZ-
sociations. In brief, this is a fragmented and confrontational 
scene within the peculiar space of the city of Turin. More-
over, instead of having of a proper operating network, it puts 
together many artists open to independent collaboration. 
(SVUNZPKL� [OPZ�� [OLYL� OHZ� ILLU� HU� LɈVY[� [V� PUZ[P[\[PVUHSPaL�
the phenomenon by means of an agreement between asso-
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Abstract

;OL�WOLUVTLUVU�VM�\YIHU�HY[�PZ�VUL�VM�[OL�MVYJLZ�ZOHWPUN�JVU[LTWVYHY`�\YIHU�ZWHJLZ��/PZ[VYPJHSS`�MV\NO[�HZ�]HUKHSPZT�PU�P[Z�
¸^YP[PUN¹�JVTWVULU[��[OL�¸ISHJR�ZOLLW¹�VM�[OL�\YIHU�HJ[VYZ�WLYMVYTPUN�PU�[OL�JVU[LTWVYHY`�JP[`���\YIHU�HY[�OHZ�YLJLU[S`�IL-
JVTL�TVYL�HWWYLJPH[LK�HZ�HU�HY[PZ[PJ�L_WYLZZPVU��LZWLJPHSS`�^OLU�YLNHYKLK�HZ�H�Z[HNL�PU�[OL�OPZ[VYPJHS�L]VS\[PVU�VM�T\YHSPZT��
(Z�ZL]LYHS�L_HTWSLZ�^VYSK^PKL�OH]L�ZOV^U��PU�[OL�JVU[L_[�VM�\YIHU�YLUL^HS��\YIHU�HY[�JHU�ZL[�VɈ�WVZP[P]L�K`UHTPJZ��-VJ\ZPUN�
VU�[OL�0[HSPHU�ZJLUL��0�YLJVNUPaL�[OL�PTWVY[HUJL�VM�WHZ[�0[HSPHU�PU[LY]LU[PVUZ�YLHSPaLK�IV[O�PU�IPN�JP[PLZ��Z\JO�HZ�9VTL��;\YPU�HUK�
)VSVNUH��HUK�PU�ZTHSS�JP[PLZ��Z\JO�HZ�.YV[[HNSPL��;HYHU[V���.HL[H��3H[PUH���*H[HUaHYV��HUK�+VaaH��)VSVNUH���0U�HKKP[PVU��[OL�NYV^-
PUN�U\TILY�VM�\YIHU�HY[�MLZ[P]HSZ�HUK�W\ISPJ�PU[LY]LU[PVUZ�ZLLTZ�[V�]VPJL�[OL�JP[PaLUZ»�^PSS�[V�[HRL�[OL�Z[YLL[Z�IHJR��WHY[PJ\SHYS`�
^OLYL�PUZ[P[\[PVUZ�HYL�\UHISL�[V�PU[LY]LUL�LɈLJ[P]LS`�PU�[OL�\YIHU�KVTHPU�K\L�[V�WVSP[PJHS�ZOVY[�ZPNO[LKULZZ�VY�SHJR�VM�ÄUHUJPHS�
YLZV\YJLZ��;OL�ÄYZ[�HPT�VM�[OPZ�WHWLY�PZ�[V�PSS\Z[YH[L�HUK�HUHS`aL�ZVTL�JVSSLJ[P]L�WYVQLJ[Z�HUK�PUMVYTHS�HJ[PVUZ�[OYV\NO�^OPJO�
JP[PaLUZ��HZZVJPH[PVUZ��HUK�PUZ[P[\[PVUZ�OH]L�NP]LU�HKKLK�]HS\L�[V�[OL�\YIHU�ZWHJL��0�^PSS�MVJ\Z�WHY[PJ\SHYS`�VU�;\YPU��^OPJO�OHZ�
ILJVTL�VUL�VM�[OL�TVZ[�PU[LYLZ[PUN�HUK�YPJO�\YIHU�HY[�[LYYP[VYPLZ��[OHURZ�[V�W\ISPJ�WYVQLJ[Z�Z\JO�HZ�4\YHY[L��7PJ[\YPU��5PaaHY[�
HUK�)�(Y[!�(Y[L�PU�)HYYPLYH��;OPZ�Z[\K`�VɈLYZ�PUZPNO[Z�VU�OV �̂�I`�^H`�VM�HY[PZ[PJ�KLLKZ�HUK�HWWHYLU[S`�¸^LHR¹�[YHUZMVYTH[PVU�
Z`Z[LTZ��\YIHU�HY[�TH`�[HRL�PUUV]H[P]L�HJ[PVU�ZV�HZ�[V�YLNLULYH[L�[OL�JP[`»Z�HYJOP[LJ[\YHS�OLYP[HNL��;OL�ZLJVUK�HPT�VM�[OPZ�WHWLY�
PZ�[V�WYVWVZL�H�TL[OVKVSVN`�MVY�HYJOP[LJ[\YHS�Z\Y]L`PUN�[LJOUPX\LZ�HWWSPLK�[V�\YIHU�HY[��PZ0U�J\YYLU[�JYP[PJHS�HUHS`ZPZ��HZ�̂ LSS�HZ�PU�
[OL�YLWYLZLU[H[PVU�HUK�KVJ\TLU[H[PVU�VM�[OPZ�[`WL�VM�^VYR��[OL�M\UKHTLU[HS�PTWVY[HUJL�VM�[OL�WO`ZPJHS��HYJOP[LJ[\YHS�HUK�\YIHU�
LU]PYVUTLU[�PU�^OPJO�[OL�^VYR�PZ�WSHJLK�PZ�VM[LU�V]LYSVVRLK��PM�UV[�JVTWSL[LS`�VTP[[LK��0U�HJRUV^SLKNTLU[�VM�[OLZL�SPTP[H[PVU-
ZPZ��[OPZ�WHWLY�WYVWVZLZ�H�KVJ\TLU[H[PVU�TL[OVKVSVN`�[OH[�YLZWLJ[Z�IV[O�[OL�]HS\LZ�VM�[OL�WYVJLZZ�HUK�[OL�^VYR�P[ZLSM��0U�[OPZ�
YLNHYK��WHPU[LK�^HSSZ�T\Z[�IL�JVUZPKLYLK�HZ�PUZLWHYHISL�MYVT�[OL�ZWHJL�PU�^OPJO�[OL`�HYL�SVJH[LK��MYVT�[OL�TH[LYPHS�Z\IZ[YH[L�
Z\WWVY[PUN�[OLT��HUK�MYVT�[OL�[PTL�JVUKP[PVUZ�PU�^OPJO�[OL`�^LYL�YLHSPaLK��;OL�WYVJLZZ�VM�L_HTPUH[PVU�HUK�KVJ\TLU[H[PVU�
[OLYLMVYL�YLX\PYLZ�VIZLY]H[PVU�PU�ZP[\��UL^�KPNP[HS�HUK�[YHKP[PVUHS�Z\Y]L`�[LJOUPX\LZ��HUK�H�]HYPL[`�VM�YLWYLZLU[H[PVUZ�H[�KPɈLYLU[�
ZJHSLZ"�^P[O�H�]PL^�[V�\UKLYZ[HUKPUN�[OL�YLHZVUZ�[OH[�SLK�[V�[OL�ZLSLJ[PVU�VM�H�WHY[PJ\SHY�WSHJL�PU�[OL�JP[ �̀�HUK�[OL�^H`�PU�^OPJO�
HY[PZ[PJ�HJ[PVU�HYPZLZ�PU�YLSH[PVU�[V�[OL�OPZ[VYPJHS�LU]PYVUTLU[�HUK�[OL�ZVJPHS�HUK�WVSP[PJHS�Z`Z[LT�[OH[�PUÅ\LUJLK�P[Z�JYLH[PVU�

 
2L`^VYKZ!�Urban Art, Renewal, City, Turin, Survey, Architecture.
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JPH[PVUZ��PUJS\KPUN�0S�JLYJOPV�L�SL�NVJJL��<YIL�9PNLULYHaPVUL�
urbana, Variante Bunker and Monkeys Evolution) and the 
municipality, as well as several attempts to assemble col-
SLJ[PVUZ�HUK�KLZPNUH[L�WSHJLZ�ZWLJPÄJHSS`�KL]V[LK�[V�\YIHU�
art. One of these places is the SAM (Street Art Museum), 
an outdoor gallery of murals located in the former munici-
WHS�aVV��PU�7HYJV�4PJOLSV[[P��HUK�SLK�I`�*HYTLSV�*HTIHYLYP��
*\YYLU[S`�^HP[PUN�[V�IL�YLVYNHUPaLK��[OL�:(4�^HZ�WYVTV[LK�
by the cultural association BorderGate between 2011 and 
2012 through the Border Land project; it contributed to re-
develop the area through more than sixty works on walls, 
cages and tanks involving many Italian and foreign artists. A 
similar project is the MAU (Museo Arte Urbana), whose core 
is located in Borgo Vecchio Campidoglio, a late nineteenth-
century working-class neighborhood, which has now be-
come an urban museum chaired and directed by Edoardo Di 
Mauro and headquartered in association with Galleria POW 
by Alessandro Icardi. More than one hundred murals have 
ILLU�YLHSPaLK�ZPUJL��  ���IV[O�I`�^YP[LYZ�HUK�I`�HY[PZ[Z�^OV�
are normally distant from the urban art sphere.

The case of Turin is a prime example of how the general 
attitude towards urban art has changed together with its 
YLJLW[PVU��^OPJO�UV^�ILULÄ[Z�MYVT�[OL�QVPU[�WLYZWLJ[P]L�VM�
PUZ[P[\[PVUZ��JP[PaLUZ�HUK�HY[PZ[Z��.YHɉ[P�HZ�HU�HLZ[OL[PJ��WV-
litical, anthropological and pervasive act, has always been 
experienced controversially by observers (both belonging to 
the artistic milieu and to city life). Since the 1970s, urban 
T\YHSZ�� LZWLJPHSS`� PU� [OLPY� \UH\[OVYPaLK� L_WYLZZPVU�� OH]L�
JOHSSLUNLK�[OL�JP[PaLUZ»�PKLH�VM�[HZ[L�HUK�KLJVY\T��^OLYLHZ�
in recent years they are moving from being illegal and spon-
taneous practices to being works resulting from a process of 
WHY[PJPWH[PVU��JVVYKPUH[PVU��HUK�PUZ[P[\[PVUHSPaH[PVU��PU�^OPJO�
a political/anthropological message gives way to the artistic 
value of the image. This is exactly what happened in the pas-
ZHNL�VM�\YIHU�NYHɉ[P�[V�[OL�ZV�JHSSLK�WOHZL�VM�WVZ[�NYHɉ[P�VY�
New Muralism. In 1999, when the MurArte project was initi-
ated, the city of Turin was still divided between a majority of 
JP[PaLUZ�^OV�JVUZPKLYLK�NYHɉ[P�HZ�VɈLUZP]L�[V�KLJVY\T�HUK�
private property and a minority of fans who saw these works 
as an aesthetic and engaged means towards a grass-roots 
YL�HWWYVWYPH[PVU�VM�[OL�JP[`»Z�PTHNL��<USPRL�^OH[�OHWWLULK�
PU�V[OLY� 0[HSPHU� JP[PLZ�� Z\JO�HZ�4PSHU�� ;\YPU»Z� HKTPUPZ[YH[PVU�
decided to engage in dialogue with young artists and writ-
LYZ��0UZ[LHK�VM�Z\WWYLZZPUN�HUK�YPNPKS`�ÄNO[PUN�NYHɉ[P��[OL`�

KLJPKLK�[V�KPZJV\YHNL�]HUKHSPZT�I`�YLJVNUPaPUN�[OL�HY[PZ[PJ�
HUK�L_WYLZZP]L�PTWVY[HUJL�VM�NYHɉ[P��;OPZ�PZ�[OL�IHZPJ�PKLH�
MYVT�^OPJO�4\Y(Y[L�¶�@V\UN�>YP[LYZ�¶�<YIHU�.YHɉ[P�ZWYHUN��
8\P[L�ZPNUPÄJHU[S �̀�P[Z�Z\I[P[SL��¸MYVT�H�MYLL�L_WYLZZPVU�[V�PU-
[LY]LU[PVUZ�VM�\YIHU�HLZ[OL[PJZ¹��JSLHYS`�Z[H[LZ�[OL�WYVQLJ[»Z�
aim to support and appraise young artistic expression, pro-
vided that it is performed within a top-down control system. 
In other words, the administration found a way to weaken 
or discharge acts of vandalism by channeling their energy 
within the borders of its aesthetic (rather than anthropologi-
cal or social) component, and at the same time to undertake 
SV^�JVZ[�PU[LY]LU[PVUZ�VM�¸JSLHU�\W�HLZ[OL[PJZ¹�VM�KLNYHKLK�
areas.1 

On a more general level, whereas many institutional activi-
ties carried out by municipalities to use urban art to rede-
]LSVW�KLNYHKLK�HYLHZ��HYL�VM[LU�SHILSLK�HZ�¸\YIHU�YLUL^HS¹��
[OPZ�[LYT�JV\SK�IL�\ZLK�TVYL�HWWYVWYPH[LS`�ZPUJL�¸\YIHU�YL-
UL^HS¹�HJ[\HSS`� PU]VS]LZ�H�KPɈLYLU[�H[[P[\KL�HUK�H�KPɈLYLU[�
KLNYLL�VM�JVTTP[TLU[��PUJS\KPUN�H�JHYLM\S�ÄUHUJPHS�WSHUUPUN�
to tackle the complex socio-urban dynamics at work in large 
areas of the city.
Going back to the Turin initiatives in the 2000s, it is unde-
niable that the city administration has the merit of having 
taken deterrent, rather than punitive, actions and, above all, 
of having tried to establish a dialogue with local writers. In 
line with this, the MurArte project was part of a general plan 
of policies to encourage the active participation of broad 
sectors of the civil society and thus it fostered the birth of 
many associations, such as Il cerchio e le gocce and Mon-
keys Evolution. These associations are still very active and 
[OLPY�NYLH[LZ[�HJJVTWSPZOTLU[�PZ�[OH[�VM�OH]PUN�[\YULK�NYHɉ[P�
HUK�T\YHS�WHPU[PUN�PU[V�H�JVUJYL[L�MVYT�VM�HJ[P]L�JP[PaLUZOPW�
with multiple purposes, from urban aesthetic transformation 
to juvenile recovery. In addition, the exhibition Pittura dura. 
+HS�NYHɉ[PZTV�HSSH�:[YLL[�(Y[��OVZ[LK�PU�7HSHaaV�)YPJOLYHZPV��
Torino, from 24 November 1999 to 30 January 2000) should 
be mentioned, as it gathered together many urban artworks 
of the 1980s, so as to give a theoretical and historical back-
ground to MurArte.                

Another remarkable aspect of the Turin case is the continuity 
VM�[OL�JP[`»Z�NV]LYUTLU[�WVSPJPLZ��6]LY�H�KLJHKL�[OL�HKTPU-
istration made uniform and long-term interventions, which 
transformed Turin into the principal Italian workshop of ur-
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ban art. This continuity ensured the long-standing presence 
of planning activities (of which MurArte is one of the most 
representative examples), which in turn underscores the ar-
tistic and global evolution of the urban art phenomenon from 
acts of vandalism to a new form of muralism. Although a very 
similar shift was observed in many other cities such as New 
York, Baltimore, London, Berlin, Barcelona and Lisbon, Turin 
stands out as the only city which nestled the birth of an inter-
national festival of writing and mural art named PicTurin. The 
event had three editions (2010-2012), during which interven-
tions of great artistic quality generated a large international 
impact and a growing recognition both in the traditional art 
system and in the urban art milieu. Compared to the MurArte 
WYVQLJ[��7PJ;\YPU�OHK�KPɈLYLU[�VIQLJ[P]LZ�HZ�NYHɉ[P�^HZ�UV�
longer considered as a phenomenon to be fought against, 
but a new artistically acknowledged form that could add cul-
tural value to the entire city.
On the occasion of the 2006 Winter Olympic Games, Turin 
faced a major overhaul in terms of territorial and urban mar-
keting, through which the city strategically embraced a new 
ZL[�VM� ]HS\LZ� PU�VYKLY� [V� ¸ZLSS¹� P[Z� PTHNL� [V�H�UH[PVUHS� HUK�
international public. The physical and material features of the 
city, as well as its historical and cultural heritage contributed 
[V�KLÄUL�;\YPU�HZ�H�JP[`�[OH[�^HU[LK�[V�HWWLHY�UV[�Q\Z[�^P[O�H�
refreshed image but also as a sort of newly conceived com-
mercial brand. In this regard, the First Strategic Plan drawn 
\W� I`� [OL�*P[`� VM� ;\YPU� KLÄULK� [OL�THPU� VIQLJ[P]LZ� [V� IL�
sought at the level of communication, namely to make Turin 
known to the largest possible audience and to change the 
general perception people had of the city. Notwithstanding 
its impressive industrial and historic past, Turin had to proj-
ect itself through the image of a friendly, dynamic, creative 
HUK�MVY^HYK�SVVRPUN�JP[ �̀�YLHK`�[V�VɈLY�P[ZLSM�[V�[OL�PU[LYUH-
tional view/market as a place of lively cultural, architectural 
and economic improvements.2

Thanks to PicTurin, Turin became a great art workshop in 
which more than 3,500 square meters of murals were made. 
;OL�ÄUPZOLK�YLZ\S[�VM�[OPZ�WLYMVYTLK�[YHUZMVYTH[PVU�^HZ�HZ�
PTWVY[HU[�HZ�[OL�HJ[�VM�P[Z�YLHSPaH[PVU��H�^H`�[V�Z[HNL�HY[�HUK�
its protagonists to the audience of city viewers. While for 
MurArte the walls had been randomly assigned, for PicTurin 
they underwent a careful selection that led to choosing walls 
sites that had having maximum visibility and better aesthet-
ics. The administration no longer spoke of urban regenera-
tion of degraded or peripheral areas by means of a new ex-

pressive and artistic value, but of an open-air museum using 
the walls of the city to exhibit its collection. The selected 
walls were always large and committed to a single artist, 
as opposed to what happened in MurArte in which many 
writers were given the possibility to share the same artistic 
space. PicTurin thus sealed the passage from a bottom-up 
participation of local crews to a selection process following 
the blueprint of curatorial mechanisms in academic art. Even 
though both famous and emerging artists could participate, 
they were nonetheless artists in a position to give the city 
the international sought international resonance it sought. 
One of the most visible outcomes of PicTurin was that let-
tering disappeared from the walls, replaced by the strong 
expressive individualities of the artists involved. Among the 
personalities who contributed their works to PicTurin are the 
German DOME, the Belgian ROA (Figure. 1) (whose macabre 
drawing of a weasel holding the dead body of a rat contin-
\LZ�[V�JYLH[L�Z[YVUN�YLZWVUZLZ���[OL�*H[HSHU�(Y`a��-PN\YL�����
and the Italian artists Ericailcane (Figure. 3), Pixel Pancho, 
Hitnes, Etnik, Gianluca Scarano, and Agostino Iacurci.

A few years later, in 2012, a new urban art project arose. 
<9),�HZZVJPH[PVU�WYVTV[LK�[OL�5Paa(Y[�WYVQLJ[�PU�JVSSHIVYH-
[PVU�̂ P[O�*PYJVZJYPaPVUL���VM�[OL�JP[`�VM�;\YPU�VU�[OL�H_PZ�VM�=PH�
5PaaH��[OHURZ�[V�[OL�Z\WWVY[�VM�[OL�UL^ZWHWLY�3H�:[HTWH��
The works, carried out in a portion of the city not yet involved 
in previous initiatives, were made by important Italian artists, 
such as Agostino Iacurci (parking lot in via Lugaro, in front 
of La Stampa headquarters) (Figure. 4), Moneyless (via Ros-
mini) (Figure. 5), as well as by international names including 
Z�(SL_HUKYL�-HY[V�HRH�=OPSZ��]PH�5PaaH���-PN\YL�����

���)�(Y[��(Y[L�PU�)HYYPLYH
(M[LY�7PJ;\YPU�PU������HUK�5Paa(Y[�PU�������H�UL^�SHYNL�ZJHSL�
intervention project arose in 2014. B.ART Arte in Barriera , 
in which features urban art as an opportunity to re-interpret 
and transform degraded areas of the city by promoting 
shared collaborative work of artists, administrators and citi-
aLUZ��^P[O�H�]PL^�[V�NP]PUN�UL^�]HS\LZ�[V�[OL�\YIHU�ZWHJL��
0U�[OPZ�JHZL��YH[OLY�[OHU�PU]VS]PUN�KPɈLYLU[�WHY[Z�VM�[OL�JP[ �̀�
attention was given to a single historic district, Barriera di 
Milano, one of the most complex and varied areas of Turin. 
The main aim of B.ART was that of making the Barriera di 
Milano a more welcoming place without altering its original 
historical and social vocations. This neighborhood was born 
on the road to Milan in the second half of the 19th century 
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and became, in the following decades, the industrial hub of 
[OL�JP[ �̀�HZ�VWWVZLK�[V�[OL�4PYHÄVYP�HYLH�HUK�-PH[�PUK\Z[YPLZ»�
headquarters. It saw the birth of textile mills, workshops 
and confectioneries, as well as foundries, car, transport 
and logistics companies, many of which have since closed 
down leaving behind abandoned and disused areas. An in-
ternational public art call (expiring on 30 June 2014) was 
launched. It was aimed at increasing the quality and attrac-
tiveness of the urban environment through the creation of 
13 artistic interventions spread across the district. The call, 
sponsored by the City of Turin and the Urban Barriera Com-
TP[[LL�HUK�VYNHUPaLK�I`�-VUKHaPVUL�;VYPUV�*VU[YHKH��^HZ�
open to artists, graphic designers and architects, who were 
assigned the task of designing a unique concept to be real-
PaLK�VU����MHJHKLZ�� �WYP]H[L�HUK���W\ISPJ���^OPJO�OHK�ILLU�
ZLSLJ[LK� PU� HK]HUJL� I`� [OL� VYNHUPaPUN� JVTTP[[LL� HZ� [OL�
most representative of the history and characteristics of the 
Barriera di Milano. Two juries, one of experts, and one of the 
[LYYP[VY`�¶���JVTWVZLK�I`����SVJHS�YLZPKLU[Z��YLWYLZLU[H[P]LZ�
VM�HZZVJPH[PVUZ��HUK�ZJOVVSZ�¶� ��KPZJ\ZZLK� [OL����WYVWVZ-
als received. In September, after consultation with the local 
YLZPKLU[Z»� YLWYLZLU[H[P]LZ�� [OL�^PUUPUN�HY[PZ[��4PSSV�� Z[HY[LK�
to paint the 13 walls. This announcement follows the track of 
many constructive experiences of public art previously oc-
curred in Turin, but it introduces some innovative aspects as 
^LSS!� PUZ[LHK�VM�JVTTP[[PUN� [OL� MHJHKLZ� [V�KPɈLYLU[�HY[PZ[Z��
a unique concept elaborated by a single artist was chosen. 
0U�[OPZ�^H �̀�[OL�^VYRZ�\UMVSK�H�UHYYH[P]L�HUK�KLÄUL��MVY�[OL�
ÄYZ[�[PTL��H�\UPMVYT�HUK�L]VJH[P]L�PTHNL�[OH[� PZ�KP]LYZPÄLK�
according to the various spaces. It is not an isolated action, 
but it is part of a series of actions developed by the Urban 
Barriera program, including a series of redevelopment inter-
ventions on deteriorated infrastructure and public spaces.

The winning project, by the artist Francesco Giorgino, aka 
Millo (born in Mesagne, near Brindisi, in 1979), is titled Habi-
[H[�HUK�JVUZPZ[Z�VM�[OPY[LLU�KYH^PUNZ�JOHYHJ[LYPaLK�I`�ISHJR�
and white lines and some disruptive color spaces. The com-
mon thread in the scenarios is the analysis of the relationship 
between man and the urban fabric, which invariably acts as 
a background for each work. Each mural features one or 
TVYL�VɈ�[OL�ZJHSL�NPHU[�JOPSKYLU��SPRL�ZVTL�ZVY[�VM�.\SSP]LYZ�
in the land of Lilliput) performing simple gestures and inter-
acting with what is around them and with the elements of the 
architecture on which they are painted. As the artist says: 
¸)LPUN�VɈ�[OL�ZJHSL�PZ�PU�MHJ[�H�TL[HWOVY�VM�V\Y�OHIP[H[�HUK�

VM�OV^�[OL�WSHJLZ�^OLYL�^L� SP]L� PU�OH]L�ILLU�[YHUZMVYTLK�
V]LY�[OL�`LHYZ�HUK�HYL�UV �̂�WHYHKV_PJHSS �̀�UV�SVUNLY�O\THU�
MYPLUKS �̀� ;OL�\S[PTH[L�OVWL� PZ� [OH[��IL`VUK� [OL� SL]LS� VM� [OL�
TLYL�LTILSSPZOTLU[� PU[LY]LU[PVU��LHJO�JH[LNVY`�VM�]PL^LYZ�
JHU�ÄUK�[OLPY�V^U�ZWHJL�MVY�YLÅLJ[PVU�HUK�HJJLZZ�UL^�WVZ-
ZPIPSP[PLZ��)�(9;������!�U�W���¹
Millo is a trained architect and, therefore, the design of the 
city with its buildings and infrastructures plays a paramount 
role for him. His works are arguably conceived/designed 
with the eye of an architect who works on the city using the 
means of an artist. Seemingly, his architectural background 
OHZ�H�Z[YVUN� PUÅ\LUJL�VU� [OL�^H`�OPZ�T\YHSZ�HYL� PUJVYWV-
rated into the urban environment, thus creating a sort of 
game of mirrors or semantic loop in which the city hosts the 
murals, which in turn represent the city, which is in turn is 
transformed by the murals themselves. As Millo said in a re-
cent interview: 
¸4\YHSZ� JOHUNL� [OL�\YIHU� ZWHJL�HUK� [OL�^H`�WLVWSL�WLY-
JLP]L�[OVZL�HYLHZ�^P[OPU�[OL�JP[ �̀�<YIHU�HY[�THRLYZ�KV�P[�HSZV�
[V�PTWYV]L�HUK�THRL�TVYL�PU[LYLZ[PUN�HUK�SP]LS`�H�ZWHJL�[OH[�
ILMVYL�^HZ�UV[�ZV��>OLU�`V\�[OPUR�HIV\[�P[��YH[OLY�[OHU�IL-
PUN�HJJLZZVY �̀�KLJVY\T�PU�HYJOP[LJ[\YL�^HZ�H�RL`�WHY[�VM�[OL�
^HSS�Z\YMHJL�� 0�HT�UV[� Q\Z[�YLMLYYPUN�[V�WPJ[VYPHS�VY�NYHWOPJHS�
LSLTLU[Z"�HYJOP[LJ[\YHS�VYKLYZ�[OLTZLS]LZ�OHK�IV[O�H�Z[Y\J-
[\YHS�HUK�HU�HLZ[OL[PJ� M\UJ[PVU��-VY�TL��T\YHSZ�NP]L�H�UL^�
HLZ[OL[PJ�]HS\L�[V�TLYLS`�ISPUK�Z\YMHJLZ��B���D�;OL`�HYL�HU�HK-
KP[PVUHS�SH`LY�[V�[OL�L_PZ[PUN�VUL��HUK�^L�IHZPJHSS`�L_WSVP[�H�
I\N�PU�[OL�I\PSKPUN�WYVJLZZ��>OLU�`V\�I\PSK�PU�HKOLYLUJL�[V�
HUV[OLY�LKPÄJL�HSVUN�H�IPNNLY�U\TILY�VM�ÅVVYZ��`V\�OH]L�[V�
SLH]L�H�ISPUK�^HSS�MYLL�[V�HSSV^�[OL�HKQVPUPUN�V^ULY�[V�I\PSK�
\W�HUV[OLY�Z[VY �̀�;OPZ�Y\SL�JYLH[LZ�H�^OVSL�ZLYPLZ�VM�\U\ZLK�
Z\YMHJLZ�PU�V\Y�JP[PLZ�[OH[�SLUK�[OLTZLS]LZ�[V�ILPUN�\ZLK�HZ�
JHU]HZLZ��;OPZ�ZLLTZ�[V�TL�H�NVVK�^H`�[V�\ZL�H�Z`Z[LTPJ�
MHPS\YL��VY� PU�V[OLY�^VYKZ��HU�\U^HU[LK�ZPKL�LɈLJ[�� [V�JYL-
H[L�ZVTL[OPUN�UL^�HUK�WVZP[P]L��(YJOP[L[[PZLUaH[L[[V������!�
U�W��¹��

4PSSV»Z�^VYKZ�VɈLYZ�;V�Z\T�\W��HH�UL^�HUK�MHZJPUH[PUN�PU[LY-
pretation of urban art as a symbiotic and parasitic life -form 
that exists by exploiting the inconsistencies of the urban 
VYNHUPZT�TLYNLZ�MYVT�4PSSV»Z�^VYKZ��/PZ�]PZPVU�HɉYTZ�[OL�
impossibility of urban artworks to live outside their architec-
tural support and, on the other hand, their urge to strike a 
balance between the mutual needs of the city and of artistic 
expression. When this compromise appears achieved, all 
VM� [OL�WHY[PLZ�^PSS�ILULÄ[� MYVT� P[Z�WVZP[P]L�HUK� SHZ[PUN�V\[-
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comes. When, instead of participation and a commitment  
to sharing, rules are imposed or spaces and artists are used 
for non-shared aims, the resultant work will remain an end 
in itself, with no positive impact on the context and on the 
people who live those spaces.

���+VJ\TLU[PUN�HUK�:\Y]L`PUN�

The analysis I present here derives from an ongoing research 
projectI started at the Faculty of Architecture of Pescara in 
2012. TheIts goal of the project is to study and survey urban 
art in Italy through the tools and methodologies of urban and 
architectural survey. My choice to study urban murals in cit-
PLZ��^OL[OLY�[OL`�HYL�NYHɉ[P�VY�\YIHU�HY[^VYRZ��ZWYPUNZ�MYVT�
[OL�H^HYLULZZ�[OH[�[OL`�YLWYLZLU[�H�]HU[HNL�WVPU[�[V�HUHS`aL�
and understand how city architecture can become an open 
ground for discussion and social evolution, beyond its mere-
ly functional aspect and aesthetic and formal implications.
I started this research following my desire to know better 
those who act with lightness and irony on the subtle line be-
tween shared rules and arbitrary expression. It is a journey 
into the contemporary urban space, fuelled by an urge to 
walk through the streets, step by step, observing the way 
in which drawing fosters the dialogue between space, ar-
JOP[LJ[\YL��HUK�WLVWSL��4`�]LY`�ÄYZ[�JHZL�Z[\K`�^HZ�.YV[[H-
glie, near Taranto, and the works carried out during the vari-
V\Z�LKP[PVUZ�VM�-HTL�-LZ[P]HS��ZLL�*HɉV���������0U�[OPZ�ÄYZ[�
study, I gave special attention to the surveying and drawing 
methodology of the mural works, with an aim to establish a 
WYHJ[PJHS�JHUVU�[V�IL�HWWSPLK�[V�ZWLJPÄJ�VJJHZPVUZ�HUK�[OH[�
would overcome some of the commonly adopted settings in 
urban art representation.
Urban artworks are often appreciated for their visual and 
aesthetic quality, which is surely essential but somehow ob-
scures other important features. Murals owe their success to 
the media thanks to their extraordinarily photogenic power; 
nevertheless, photography does not do justice to all their 
features. When reduced to two-dimensional images, ex-
changed and disseminated in the web as disposable iconic 
material, murals tend to become blank signs used by dif-
ferent communication systems such as politics, institutions 
or advertising. Even though there is not a unique attitude 
towards these works, they are usually judged by categories 
[OH[�JHU�IL�Z\TTHYPaLK�HZ�[^V�JVUÅPJ[PUN�WVZP[PVUZ��6U�[OL�
one hand, they are regarded as artworks and therefore may 
IL�HUHS`aLK�[OYV\NO�[OL�PU[LYWYL[H[P]L�[VVSZ�HSYLHK`�HWWSPLK�

to works of art. On the other hand, rather than artworks, they 
may be seen as illegal acts of vandalism to be suppressed 
and erased. In both cases, these considerations do not give 
space to alternative interpretations, and they avoid the most 
challenging questions that may arise around urban art. For 
example, in the critical analysis and in the representation and 
documentation of this type of work, the fundamental impor-
tance of the physical, architectural, and urban environment 
in which the works are settled is often overlooked, if not 
JVTWSL[LS`� PNUVYLK��>OLU� KLHSPUN�^P[O� NYHɉ[P�� IVVRZ� HUK�
monographs very often just select photographs of murals 
closing in up on the drawing itself detached from its con-
text. If this approach is useful to spotlight the aesthetic and 
compositional content of a mural, it tells us nothing about 
the space in which it is located and the materiality of the 
TLKP\T�VU�^OPJO�P[�^HZ�YLHSPaLK��0U�V[OLY�^VYKZ��[OPZ�RPUK�VM�
representation, having photography as its main instrument, 
ensures a complete documentation of the work in its pri-
marily aesthetic and visual aspects, but it often neglects the 
relationships between the mural and its surrounding space. 
Such photographs  shoots erroneously prompt us to con-
ceive of the mural as a pictorial representation, almost like a 
painting exhibited on a wall, forgetting that a mural is instead 
H�TVYL�JVTWSL_�Z`Z[LT�[OH[� SP]LZ� PU�H�ZWLJPÄJ�HUK�\UPX\L�
space and provides observers with a more articulated in-
[LYHJ[PVU�[OHU�[OVZL�VɈLYLK�I`�H�T\ZL\T�NHSSLY �̀�;V�[OPZ� 0�
add the paradox of documentation: although indispensable 
to the temporary and ephemeral character of these works, 
documentation in fact distorts their essence by transforming 
them into two-dimensional and incorruptible objects. In the 
search for a methodology of documentation that respects 
the values of the process as well as the work itself, it is nec-
essary to consider the walls as artefacts inseparable from 
the space in which they are located, from the material sub-
strate that supports them, and from the time conditions in 
which they were made.
In this sense, the examination and documentation process 
necessarily requires observation in situ, through which we 
can understand the reasons that led to the choice of a spe-
JPÄJ�SVJH[PVU�HUK�[OL�^H`�PU�^OPJO�HY[PZ[PJ�HJ[PVU�HYPZLZ�PU�YL-
lation to the historical, social, and political environment that 
[VNL[OLY�ZVTLOV^�JVUKP[PVULK�JVUZ[P[\[L�[OL�JVUKP[PVUZ�VɈ�
its creation. This kind of information is so complex and elu-
sive that it can hardly be represented simply by means of 
photographs and , as is known,furthermore, works do not 
always show their deep meanings and relationships  through 
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their materiality alone.y Photography, however, has the un-
KLUPHISL�TLYP[�VM�ILPUN�HISL�[V�MYLLaL�PU�[PTL�̂ VYRZ�[OH[�VM[LU�
go beyond their own pictorial technique, so as to become 
happenings and performances (aAnd in this respect, video 
HWWLHYZ�[V�IL�[OL�TVZ[�LɈLJ[P]L�TLHUZ���7OV[VNYHWO`�HSZV�
VɈLYZ�H�ZLUZL�VM�H\[OLU[PJP[`�HUK�KYHTH[PJ�\YNLUJ`�[OH[� PZ�
often at the base of the artistic gesture. Following these in-
tuitions, the artist is not a mere executor of an artifact, rather 
the director of a theatrical action in which space interacts 
with its inhabitants.
(� T\YHS� PZ� H� JH[HS`[PJZ[� L]LU[� HYV\UK� ^OPJO� [OL� KPɈLYLU[�
JOHYHJ[LYZ� PU]VS]LK�¶� PUZ[P[\[PVUZ�� PUOHIP[HU[Z��HUK�JYP[PJZ�¶�
introduce new elements of dialogue and participation. A mu-
ral thus goes beyond its material essence and becomes the 
document of an event that takes place over time, the trace 
of a Situationist provocation. Photography, therefore, should 
avoid facile aestheticism to document, in a clear way, the 
H\[OVY»Z�WVPU[�VM�]PL �̂�[OL�ZWHJL�PU�^OPJO�OL�ZOL�HJ[LK��OPZ�
OLY�HJ[PVUZ�HUK�OPZ�OLY�PU[LU[PVUZ�¶�[OL�[YHJLZ�VM�^OPJO�YL-
main only as an echo in the drawing. Moreover, photography 
should not fail to investigate the complex net of implications 
that the artist has decided to weave between the work and 
its surroundings: some works are incomprehensible if we do 
UV[�SVVR�[OYV\NO�ZWLJPÄJ�]PL^WVPU[Z��HZ�PM�P[�^LYL�HU�HUHTVY-
phic drawing. 
(UV[OLY� ZWLJPÄJ� HZWLJ[� VM� T\YHSZ� PZ� [OL� KPZJV]LY`� VM� [OL�
^VYR��^OPJO�JH\ZLZ�[OL�]PL^LY»Z�L_WLYPLUJL�VM�^VUKLY�HUK�
interest. In this respect, photography can hardly convey the 
]PL^LY»Z� L_JP[LTLU[� H[� KPZJV]LYPUN� HU� \UL_WLJ[LK� PTHNL��
;OPZ�JVUZPKLYH[PVU�JSHYPÄLZ�[OL�WHYHKV_�VM�WOV[VNYHWOPJ�YLW-
YLZLU[H[PVU��0U�MYLLaPUN�H�JVTWSL_�HUK�L]HULZJLU[�L]LU[�VU�
H� [^V�KPTLUZPVUHS� Z\WWVY[�� WOV[VNYHWO`� QLVWHYKPaLZ� HUK�
permanently alters the relationship between drawing, mate-
rial support, and environment. Once this connection is lost, 
the masonry becomes an independent and autonomous ob-
ject, ready to be circulated and exchanged as a pure image 
on the Internet, as a page in a catalogue or a framed print 
hanging on the walls of a gallery. With these considerations 
0�KV�UV[� PU[LUK�[V�KLTVUPaL�VY�KPZJYLKP[�WOV[VNYHWOPJ�YLW-
resentation. On the contrary, I am perfectly aware of how its 
contribution has been crucial to the study of the evolution 
of urban art over the years. Without important documenta-
tion work, such as that by Martha Cooper and Henry Chalf-
ant (1988) , now we could not now appreciate and study 
[OL�NYHɉ[P�THKL�VU�5L^�@VYR�Z\I^H`�JHYZ�I`�[OL�LHYS`�LWPJ�
writers, nor would this artistic expression have had a strong 

impact on the worldwide audience.
However, it is important to highlight the danger of delegat-
ing the entire documentary task only to photography, with-
out taking into account its limitations. De Certeau (1984), 
MVY� L_HTWSL�� KLZJYPILZ� [OL� KPɉJ\S[`� VM� MYLLaPUN� [OL� HJ[� VM�
drawing on the walls in a single picture. Speaking about 
the movements of passers-by in the city streets, the French 
scholar compares pedestrian trajectories to rhetorical exer-
JPZLZ��Z\JO�HZ�Z`ULJKVJOL�HUK�HZ`UKL[VU��;OLZL�ÄN\YLZ�VM�
ZWLLJO�^V\SK�JVYYLZWVUK�[V�[OL�KPɈLYLU[�^H`Z�PU�^OPJO�^L�
move through the streets editing the scene. But, De Certeau 
(1984: 102) adds:, 
¸[OL`�JHUUV[�IL�Ä_LK�PU�H�JLY[HPU�WSHJL�I`�PTHNLZ��0M�PU�ZWP[L�
of that an illustration were required, we could mention the 
ÅLL[PUN� PTHNLZ��`LSSV^PZO�NYLLU�HUK�TL[HSSPJ�IS\L�JHSSPNYH-
WOPLZ� [OH[� OV^S�^P[OV\[� YHPZPUN� [OLPY� ]VPJLZ� HUK� LTISHaVU�
themselves on the subterranean passages of the city, ‘em-
IYVPKLYPLZ»�JVTWVZLK�VM� SL[[LYZ�HUK�U\TILYZ��WLYMLJ[�NLZ-
tures of violence painted with a pistol, Shivas made of writ-
[LU�JOHYHJ[LYZ��KHUJPUN�NYHWOPJZ�^OVZL�ÅLL[PUN�HWWHYP[PVUZ�
are accompanied by the rumble of subway trains: New York 
NYHɉ[P�
De Certeau considers the drawings on the walls as moments 
in which sign and action collide. For this reason, they are im-
portant traces of individual and uncontrollable tactics within 
the regulated space of the city. In these acts, the form and 
power of drawings are inseparably linked to the material they 
are made of, both the drawing tools and the support; by the 
same token, the tracing gesture leaves a trail of intentions 
ILOPUK� P[�HUK�H�THYR�VM� [OL�WYLJPZL�TVTLU[�VM� YLHSPaH[PVU��
>L�^PSS�[OLU�ÄUK�IY\[HS�HUK�KPY[`�[YHP[Z�^OLU�[OL�^VYR�PZ�JHY-
YPLK�V\[�^P[OV\[�H\[OVYPaH[PVU"�JVU]LYZLS �̀�^L�^PSS�ÄUK�WYL-
cise and clean traits when the artist creates under calmer 
conditions of consent.

���0UZ[Y\TLU[Z�HUK�9LWYLZLU[H[PVU�4L[OVKZ
6UJL�YLHSPaLK��[OL�KYH^PUN�SP]LZ�PU�H�Z`TIPV[PJ�^H`�^P[O�[OL�
building on which it is painted. Instead of being randomly 
chosen, the site or architecture on which a mural is painted 
YLZWVUKZ�[V�ZWLJPÄJ�YLX\PYLTLU[Z�VM�]PZPIPSP[ �̀�HJJLZZPIPSP[ �̀�
and dangerousness of execution. Each of these features in-
Å\LUJLZ�[OL�^H`�PU�^OPJO�[OL�^VYR�^PSS�IL�YLJLP]LK�IV[O�I`�
the community of artists and by the wider audience of the 
JP[`»Z� PUOHIP[HU[Z�� 0[� PZ�WYLJPZLS`� [OL�NLVNYHWOPJHS�HUK�[LT-
WVYHS�]HYPHISLZ�[OH[�NP]L�H�ZWLJPÄJ�HUK�\UPX\L�TLHUPUN�[V�HU�
urban artwork, not just its aesthetic qualities, performative 
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techniques, or the presence of a more or less shouted politi-
cal message. Given the complexity of internal and external 
relationships and references in a mural work, I propose think 
a documentation and representation process that includes 
H� ]HYPL[`� VM� [VVSZ��TL[OVKZ�� HUK� PU[LNYH[LK� [LJOUPX\LZ� ¶� ��
^OPJO� HYL� KPɈLYLU[� MYVT� [OVZL� UVYTHSS`� \ZLK� MVY� HY[� JH[H-
logues. For what concerns the material phase of documen-
tation, the proposed instruments are the following:
- Cameras;
- Video cameras, which are particularly useful for document-
ing all the stages of the making of a work;
- Direct and indirect survey instruments borrowed from ar-
JOP[LJ[\YHS� Z\Y]L �̀� :PUJL� H�T\YHS� SP]LZ� PU� H� ZWLJPÄJ� ZWHJL�
of the city, it is important to document the proportional as 
well as the dimensional and spatial relationships with sur-
rounding architectures. In the documentation process, 
alongside photographing a mural, it is also helpful to detect 
the basic architectural volumes, assuming that in the future 
H� SHZLY�ZJHUULY�JHWHISL�VM�Ä_PUN�[OYV\NO�H�JSV\K�[OL�ZWH-
tial and chromatic characteristics of each measured point 
will be available. Laser scanners can be a powerful tool to 
document urban art because they allow us to store the ur-
ban space and the photographic texture of the painting in a 
ZPUNSL��+�TVKLS��/V^L]LY����[OL�J\YYLU[S`�\UHɈVYKHISL�JVZ[�
of this instrument, along with the general prejudice towards 
this kind of art, prevents its  use in it in a survey campaign. It 
is my conviction, nevertheless, that when new and more af-
fordable tools are available, they will become indispensable 
[V�ÄLSK�YLZLHYJO"
- A new experimental tool based on the use of cameras for 
stereometric or 360° recording. As regards methods of rep-
resentation, I propose the following: 
- Photographic representation, provided that it describes the 
^VYR�H[�KPɈLYLU[�ZJHSLZ!�
      - The environment as a whole;.
      - The work;
       - The material, technical, and stylistic details of the work.
- Graphical representation illustrating the spatial and metric 
characteristics of the work, in particular maps (for example, 
VUSPUL�THWZ� HSSV^PUN� \Z� [V� NLV�SVJHSPaL� WOV[VNYHWOZ� HUK�
ÄST�^P[O� Q\Z[�H�ML^�JSPJRZ���ÅVVY�WSHUZ��VY[OVWOV[VZ��VY[OV-
graphic and isometric projections.
- Three-dimensional digital models, possibly to be explored 
in an interactive mode obtained through metric data or pho-
to-modeling.
- Representations obtained by cylindrical or spherical pro-

jections, as is the case with digital panoramas.

���*VUJS\ZPVU
Since the end of the 1990s, Turin has been a key contem-
WVYHY`� ^VYRZWHJL� ^OLYL� KPɈLYLU[� WVSP[PJHS� HUK� HLZ[OL[PJ�
approaches have come into contact. Turin has proved a 
ZPNUPÄJHU[� JHZL� Z[\K`� MVY� [^V�THPU� YLHZVUZ!� [OL� [LTWVYHS�
Z[YH[PÄJH[PVU�VM�P[Z�PU[LY]LU[PVUZ�HUK�[OL�VUNVPUN�[YHUZMVYTH-
[PVU� PU�^OPJO� [OL�ÄUHS� YLZ\S[� PZ�HZ� PTWVY[HU[�HZ� P[Z�WYVJLZZ�
HUK�YLHSPaH[PVU��
To study the case of Turin, therefore, allows us to under-
Z[HUK�[OL�L]VS\[PVU�VM�JVU[LTWVYHY`�0[HSPHU�NYHɉ[P�V]LY�[OL�
WHZ[�ÄM[LLU�`LHYZ��HZ�^LSS�HZ�[V�HKKYLZZ�[OL�MVSSV^PUN�PZZ\LZ�
at stake in the theoretical and critical debate: the power of 
mural art to trigger urban renewal processes; the relationship 
between the various administrations over the years and the 
once illegal artistic practices; the relationship between a lo-
cal context and a global art movement spread through the 
^LI"�HUK�ÄUHSS �̀� [OL�ULLK� [V�KLZPNU�HUK�VYNHUPaL�H�KVJ\-
mentation system for works that are ephemeral by their own 
nature. The experiences of urban art in Turin examined here 
also show how an artistic practice can serve as a means to 
re-appropriate the city, thanks to the cooperation between 
PUZ[P[\[PVUZ��JP[PaLUZ�HUK�J\S[\YHS�JVTT\UP[PLZ�

(JRUV^SLKNLTLU[Z�
This research on Italian urban art is being carried on in col-
laboration with the architecture photographer Pippo Marino. 
The ideas concerning the creation of a standard process to 
photograph urban artworks within their context are the result 
of an ongoing dialogue on theoretical principles and of prac-
[PJHS�ÄLSK^VYR��(SS�[OL�WOV[VNYHWOZ�MLH[\YPUN�PU�[OPZ�WHWLY�HYL�
by Pippo Marino.

Notes

1 - For more on urban art in Italy, see Mastroianni (2013); 
Brighenti (2009); Caputo (2009); Gargiulo (2011);  Castelvec-
chi, Naldi and Musso (2013); Omodeo (2014);  and Tomassini 
(2012).
2 - The starting point of this new communication vision of 
Turin was the adoption in 2000 of a Strategic Plan, which 
was followed by another plan prepared in 2006 on the occa-
sion of the Winter Olympic Games. For further reading, see 
[OL�VɉJPHS�Z[YH[LNPJ�WSHU�H]HPSHISL�H[!�^LI�ZP[L�<93�O[[W!��
www.torinostrategica.it and P. Bondio (ed.), 2007. A giochi 
MH[[P��3L�LYLKP[n�KP�;VYPUV�������9VTH��*HYVJJP���
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Figure 1.ROA, Lungo Dora Savona n.30, PicTurin 2010. ph Pippo Marino
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Figure 3. Millo, c.so Vigevano n. 2. B.ART 2014. ph. Pippo Marino
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Figure 4. Millo, via Cherubini n. 63. B.ART 2014. ph. Pippo Marino

-PN\YL����4PSSV��WPHaaH�)V[[LZPUP�U�����
B.ART 2014. ph. Pippo Marino

Figure 5. Millo, via Cruto n. 3. B.ART 2014. ph. Pippo Marino.
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This article intends to clarify both the construction of the ob-
ject of analysis and the methodological options within a soci-
ological PhD research project about the production of street 
art in Lisbon. In this research, street art was approached as 
H�MVYT�VM�JVUZ[Y\J[PVU�VM�W\ISPJ�ZWHJL�PU�3PZIVU»Z�TL[YVWVSP-
[HU�JVU[L_[��:WLJPÄJHSS �̀�[OL�VIQLJ[P]L�VM�[OL�YLZLHYJO�PZ�[V�
understand how a public space can be constructed through 
the ways in which it relates to the city and the art it features 
W\ISPJS`�¶�WHY[PJ\SHYS �̀�Z[YLL[�HY[�HZ�HU�HY[PZ[PJ�HUK�L_WYLZZP]L�
manifestation of an ephemeral nature.

At the present moment, street art is the object of several dis-
tinct interventions in Lisbon, through not only the individual 

PUP[PH[P]L�VM�HY[PZ[Z��I\[�HSZV�[OYV\NO�[OL�WYVNYHTTPUN�LɈVY[Z�
of associations, projects and the municipality. The assump-
tion underlying this research is that the analysis of the con-
texts of production of street art in this metropolitan ambit 
HSSV^Z�\Z�[V�YL]LHS�UV[�VUS`�KPɈLYLU[�MVYTZ�VM�JVUJLP]PUN�HUK�
constructing public urban space, but also tensions and con-
ÅPJ[Z�HIV\[�P[�

This article aims to focus on the methodological aspects 
VM�[OPZ�YLZLHYJO��IHZLK�VU�H�WYVNYHTTL�VM�ÄLSK�^VYR�[OH[��
besides the extensive collection of images and other doc-
umentation, also includes a set of interviews not only with 
street artists, but also with other actors connected to the 
programming of street art initiatives.
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Abstract

;OPZ�HY[PJSL�ZL[Z�V\[�[V�ZOV^�OV^�H�ZVJPVSVNPJHS�YLZLHYJO�WYVQLJ[�VU�[OL�WYVK\J[PVU�VM�Z[YLL[�HY[�PU�3PZIVU�^HZ�I\PS[��MYVT�[OL�
JVUZ[Y\J[PVU�VM�HU�VIQLJ[�VM�YLZLHYJO�[V�[OL�KL]LSVWTLU[�VM�H�TL[OVKVSVNPJHS�HWWYVHJO�[OH[�LUHISLK�[OL�JVSSLJ[PVU�VM�H�KP-
]LYZL�ZL[�VM�L_WYLZZP]L�KH[H��;OL�UV[PVU�VM�ºYV\[L»�ZLY]LZ�UV[�VUS`�HZ�H�]HS\HISL�PUZ[Y\TLU[�VM�YLZLHYJO�PU�[OL�ÄYZ[�Z[HNLZ�VM�
HU�PU]LZ[PNH[PVU�PU�\YIHU�ZVJPVSVN �̀�I\[�HSZV�HZ�H�WV^LYM\S�]PZ\HS�KLWPJ[PVU�VM�[OL�KL]LSVWTLU[�VM�H�ZWLJPÄJ�TL[OVKVSVN`�HUK�
[OL�ZL[�VM�[LJOUPX\LZ�HKVW[LK��;OL�KP]LYZL�ZL[�VM�PU[LYYVNH[PVUZ�HIV\[�[OL�VIQLJ[�[OH[�Z[LT�MYVT�[OLZL�PUJ\YZPVUZ��HZ�^LSS�HZ�
[OL�ZWLJPÄJ�\YIHU�JVU[L_[�H[�OHUK��HSSV^LK�[OL�YLZLHYJOLY�[V�JVUJLW[\HSPaL�Z[YLL[�HY[�HZ�H�JVTWVULU[�VM�JVU[LTWVYHY`�\YIHU�
ZWHJL�HUK�HZ�H�]PZ\HS�TLHUZ�[V�YL]LHS�ZVJPHS�K`UHTPJZ�IL[^LLU�[OL�ZL]LYHS�HJ[VYZ�PU]VS]LK�PU�P[Z�WYVK\J[PVU��HUK�[OL�JP[`�P[-
ZLSM��;OLYLMVYL��PU�[OPZ�WHWLY�P[�PZ�IYPLÅ`�ZOV^U�OV^�[OPZ�VIQLJ[�PZ�[OLVYL[PJHSS`�MYHTLK��UHTLS`�PU�^OH[�JVUJLYUZ�[OL�Z[YLL[�HY[-
PZ[Z�HUK�[OL�^H`�[OL`�I\PSK�HU�HY[PZ[PJ�WH[O�HUK�H[[YPI\[L�TLHUPUN�[V�[OL�HJ[�VM�PU[LY]LUPUN�HY[PZ[PJHSS`�PU�[OL�Z[YLL[Z�VM�[OL�JP[ �̀�
HUK�OV^�[OPZ�JVUULJ[Z�^P[O�[OL�^VYSKZ�VM�JVU[LTWVYHY`�HY[�HUK�[OL�ZL]LYHS�JVU[L_[Z�VM�WYVK\J[PVU�VM�Z[YLL[�HY["�[OL�JVU[L_[Z�
PU�^OPJO�Z[YLL[�HY[�PZ�J\YYLU[S`�JYLH[LK�PU�3PZIVU��MYVT�PUKP]PK\HS�PUP[PH[P]LZ�[V�[OL�HJ[PVUZ�VM�HZZVJPH[PVUZ�VY�JVSSLJ[P]LZ��HUK�[OL�
T\UPJPWHSP[`"�HUK�[OL�^H`�PU�^OPJO�[OL�JP[ �̀�[OYV\NO�P[Z�PUZ[P[\[PVUHS�WV^LYZ��JHU�PUZ[Y\TLU[HSPaL�Z[YLL[�HY[�HZ�H�^H`�VM�JYLH[PUN�
ºPTHNLZ�VM�[OL�JP[`»��HUK�OV^�[OPZ�JHU�IL�L_WSVYLK�PU�[LYTZ�VM�[V\YPZT�HUK�[OL�THYRL[PUN�VM�JP[PLZ��HUK�[OL�JVUÅPJ[�VY�VWWVY[\-
UP[PLZ�[OH[�[OLZL�WYVJLZZLZ�YL]LHS�MVY�[OL�HJ[VYZ�PU]VS]LK��

 
2L`^VYKZ!�Urban Sociology, Street Art, Routes, Multidisciplinarity, Field Work.
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These methodological options, explored in depth in this 
HY[PJSL��THKL� P[�WVZZPISL� [V�LSHIVYH[L�H� YLÅLJ[PVU��UV[�VUS`�
about what street art reveals about the construction of pub-
lic space, but also about the mechanisms through which this 
ZWLJPÄJ�HTIP[�VM�JYLH[P]P[ �̀�[OYV\NO�P[Z�UL^�JVU[L_[Z�VM�WYV-
duction, connects with the construction of an artistic career, 
and with the world of contemporary art and its markets. 

���;OL�WYVK\J[PVU�VM�Z[YLL[�HY[�PU�3PZIVU!�YV\[L�[V^HYKZ�
HU�VIQLJ[�VM�HUHS`ZPZ

;OPZ�YLZLHYJOLY»Z�ÄYZ[�JVU[HJ[�^P[O�Z[YLL[�HY[�[VVR�WSHJL��ZPT-
ply, with the daily experiencing of Lisbon, through walking in 
the streets of the city and through the experience of its sev-
eral public spaces. Posters, stickers, cutouts, stencils, col-
orful murals showcasing diverse styles, despite appearing to 
OH]L�H�JLY[HPU�HɉUP[`�̂ P[O�[OL�NYHɉ[P�[OL�JP[`»Z�̂ HSSZ�OHK�SVUN�
RUV^U��ZLLTLK�[V�JVUZPZ[�VM�ZVTL[OPUN�LU[PYLS`�KPɈLYLU[�
;OPZ�TH[LYPHS�\UP]LYZL�Z\NNLZ[LK�H�KPɈLYLU[�PU[LU[PVU��UV[�ZV�
T\JO�YLSH[LK� [V� [OL�¸ZWYLHKPUN�VM� [OL�UHTL¹��I\[� [V�JVT-
municate a message to an audience much broader than the 
PUZPKLYZ� PU� [OL�NYHɉ[P�^VYSK��^P[O� [LJOUPX\LZ�HUK� MVYTZ�VM�
expression much more diverse than the intricate elaboration 
of letterings. 
Meanwhile, the observation of the mdf panels that had been 
placed near the Bairro Alto area by a recently created orga-
UPaH[PVU�^P[OPU�[OL�T\UPJPWHS�H\[OVYP[ �̀�LHJO�VUL�WYLZLU[PUN�
aerosol paintings, colorful and with various themes, allowed 
for further questioning. Namely, what this initiative could re-
veal about relationships of power in public space, and how it 
could itself signify an attempt of the municipal institution to 
control the unpredictable and spontaneous, and also what 
WV[LU[PHS�KPK�P[�ZLL�MVY�[OL�WYVK\J[PVU�VM�Z[YLL[�HY[�T\YHSZ�¶�H�
WYHJ[PJL�̂ P[O�PUJYLHZPUN�]PZPIPSP[`�PU�3PZIVU�¶�MVY�[OL�JVUZ[Y\J-
tion of a carefully curated image of the city. Along with this 
initiative came several others, in the form of associations, 
projects or workshops, to promote street art events and in-
terventions throughout the city.
Some authors include street art in a set of practices that 
YL]LHS� ¸HY[PZ[PJ�THYNPUHS�\YIHU�V[OLYULZZ¹� �(UKYHKL���������
VM�LWOLTLYHS�HUK�H\[VUVTV\Z�UH[\YL��KPZ[PUJ[�MYVT�¸SLNP[P-
TH[L¹�W\ISPJ�HY[�HUK�^P[O�Z\WWVY[�MYVT�SVJHS�VY�JLU[YHS�HK-
ministration, or private entities. On the other hand, observing 
the diversity of contexts in which street art is made - from 
individual and spontaneous initiatives, to projects within in-

stitutional, collective or associative initiatives - also implies 
diversity in what concerns the actors, strategies and forms 
of cooperation within its production.
As for the street artists, I wondered about the ways they 
^V\SK�THUHNL� [OL� KPɈLYLU[� HUK� HWWHYLU[S`� ]HZ[� MVYTZ� VM�
expression at their disposal, concerning the diversity of con-
texts for these practices, legal or illegal. The consequences 
of their options and the way in which they build a personal 
HY[PZ[PJ�WH[O�¶�^OLU�[OH[�PU[LU[PVU�L_PZ[Z�¶�^HZ�HUV[OLY�PU[LY-
rogation that this initial observation revealed. The increasing 
number of street art initiatives in Lisbon, in legal contexts, 
and with an increasing scale, as well as the opening of an 
active street art commercial gallery, broadens the outline of 
this question. Namely, what relationship could exist between 
street art and the world of contemporary art, with its mech-
anisms of artistic recognition, markets and exhibition con-
[L_[Z&� ;̂ V�KPɈLYLU[�TVTLU[Z�OLSWLK� [V�I\PSK� [OLZL�X\LZ-
tions: the exhibition of OSGEMEOS at CCB and the Vhils 
retrospective, a remarkable moment for the visibility and 
recognition of a Portuguese street artist.2 Both illustrate the 
increasing presence of street artists in museums, and their 
insertion in the world of contemporary art.

Acknowledging this diversity of the object led to research on 
these perspectives to understand the purposes that these 
KPɈLYLU[�HJ[VYZ���HY[PZ[Z�HUK�WYVK\JLYZ���THUPMLZ[�[V^HYKZ�H�
WYHJ[PJL�^OVZL�TLHUPUN�SHYNLS`�V]LYÅV^Z�[OH[�VM�[OL�HY[PZ[PJ�
expression. 
All this indicates that here lays, undoubtedly, a particularly 
rich object of sociological investigation, as it reveals urban 
dynamics in the practices, the identities and the meanings, 
the art worlds, and the construction of public space in the 
context of Lisbon.

���;V^HYKZ�H�ZVJPVSVNPJHS�WLYZWLJ[P]L�VU�Z[YLL[�HY[

9LÅLJ[PUN� \WVU� [OL� IPISPVNYHWOPJHS� YLMLYLUJLZ� VU� [OL�
problematic of art in the public space, researchers Antoni 
Remesar and Pedro Brandão (2010) distinguish two types 
of approach: those that center on the art world and those 
[OH[�LTWOHZPaL�[OL�W\ISPJ�YH[OLY�[OHU�[OL�HY[��;OPZ�PKLHS�[`WL�
distinction makes possible to pinpoint some mistakes that 
H�^VYR�VU�Z[YLL[�HY[�JV\SK�PUJ\Y��;OL�ÄYZ[�^V\SK�YLZ\S[�MYVT�
HZZ\TPUN�[OH[�Z[YLL[�HY[�PZ�H�TLYL�L_[LUZPVU�VM�NYHɉ[P��[YHUZ-
WSHU[PUN�[OL�SP[LYH[\YL�HUK�WLYZWLJ[P]LZ�HIV\[�NYHɉ[P�[V�[OLZL�
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WYHJ[PJLZ�� HUK� [OLYLMVYL� SVZPUN� [OL�ZPNUPÄJHUJL�VM� H�^OVSL�
ZL[�VM�\UPX\L�HZWLJ[Z�[OH[�KLÄUL�Z[YLL[�HY[�

The second would result from the assumption that these 
street expressions all have a uniformly subversive intention 
to them, if not in their content, at least in the simple act of 
intervening in a public wall. This is not at all what is observ-
able, as there is considerable amount of negotiation and 
strategy in the practice of street art in legal contexts, though 
it might be true for the illegal and spontaneous interventions. 
Street art is therefore a visual vehicle to reveal social dynam-
ics between the several actors involved in its production, 
and between them and the city. The way each street artist 
builds themself as such, elaborating a career path, can be 
HUHS`aLK�HJJVYKPUN�[V�H�WLYZWLJ[P]L�[OH[�YLMLYZ�[V�:`TIVSPJ�
0U[LYHJ[PVUPZT!�[OH[�PZ��LTWOHZPaPUN�[OL�^H`�LHJO�Z[YLL[�HY[-
ist constructs and gives meaning to the act of artistically 
intervening in the streets of the city, and how that process 
PZ� PU[LYJVUULJ[LK�^P[O� H� IYVHKLY� Z`Z[LT� VM� ZPNUPÄJH[PVU� ¶�
namely the art world and the legal contexts of production of 
street art.  

The dramaturgical perspective that underlies works under 
[OPZ�WLYZWLJ[P]L���Z\JO�HZ�.VɈTHU���  �"��   "��������HUK�
<SM�/HUULYa��� �������PU�^OPJO�[OL�JP[`�ILJVTLZ�H�Z[HNL��PZ�
adequate for the analysis of the dynamics between the dif-
ferent actors in the context of the production of street art 
¶�HZ�H�ZJLUVNYHWOPJHS�LSHIVYH[PVU�VM�[OL�JP[ �̀�VU�VUL�OHUK��
and as identity construction, on the other. The context of the 
street art practices was a necessary starting point.

5V[PVUZ�Z\JO�HZ�̧ \YIHU�[YPILZ¹�VY�̧ `V\[O�J\S[\YLZ¹�HYL�VM�SP[[SL�
interest for this research, for the simple reason that the street 
art world presents such a diversity and complexity of practi-
tioners and contexts of production that these theoretical ap-
WYVHJOLZ�^V\SK�IL�PUHKLX\H[L��;OL�HWWYVHJO�[V�[OL�¸WYHJ-
[PJLZ¹�� OV^L]LY�� PZ�VM� PU[LYLZ[� MVY� [OPZ� YLZLHYJO��3xNPH�-LYYV�
������� JVUJLP]LZ� [OL� WYHJ[PJLZ� VM� NYHɉ[P� HUK� WHYRV\Y� PU� H�
ZL[[PUN�VM�J\S[\YHS�WYHJ[PJLZ�[OH[�L_WYLZZ�HU�¸PU[LYWLUL[YH[PVU�
of cultural spheres, that mirror the communicative condition 
of contemporary culture, in which diverse contextual identi-
[PLZ�HYL�JVUZ[Y\J[LK�¹¹�;OL�UV[PVU�VM�TLKPH[PVU�WYHJ[PJLZ�ZOL�
WYVWVZLZ��-LYYV��������PZ�HSZV�\ZLM\S�MVY�[OL�JVUJLW[\HSPaH-
tion of the ways that street art is produced, namely in the role 
of the agents that promote it and establish bridges between 
KPɈLYLU[�^VYSKZ!�IL[^LLU�Z[YLL[�HY[�HUK�[OL�HY[�THYRL[��[OL�

institutions, or the local communities, for example.
An additional research track was inspired by the work of José 
Guilherme Cantor Magnani (1994), about the esoteric prac-
[PJLZ�PU�[OL�)YHaPSPHU�\YIHU�JVU[L_[��;OL�^H`�[OPZ�HU[OYVWVSV-
gist chose to approach these practices, consisting of dislo-
cating the perspective from within the practices themselves, 
to the relationships these establish with the city, guided this 
research on street art. In that sense, Magnani (1994) opted 
[V�SPZ[�[OL�KPɈLYLU[�JVU[L_[Z�MVY�[OLZL�LZV[LYPJ�WYHJ[PJLZ�HJ-
cording to their characteristics, which also makes full sense 
in a research project on street art, in which the diversity of its 
contexts is also precisely one of the central aspects of this 
research.

The work of Sharon Zukin (1993) facilitates an understand-
ing of the relation between street art and the institutions and 
entities that allow and promote these new contexts for its 
WYVK\J[PVU�� WHY[PJ\SHYS`� A\RPU»Z� JVUJLW[� VM� SHUKZJHWLZ� VM�
power, that attempts to illustrate the way in which the au-
[OVYP[PLZ� [OH[�THUHNL� W\ISPJ� ZWHJL� ¶� HUK� HSZV� [OL� WYP]H[L�
LU[P[PLZ�[OH[��[OYV\NO�JHWP[HS��OH]L�[OL�WV^LY�[V�KV�ZV�¶�THYR�
it with images of said power, and of which public art, in a 
broader sense, is a classic example, as is some street art 
produced in institutional contexts. 
As counterpoint to this conception of the city, Alain Bourdin 
(2005) adds that the city is also a vast system of opportuni-
ties, in what concerns professional activities, jobs, services 
and products, relationships, meanings, possible behaviors, 
events and mobility structures. Hence the city, in the set of 
street art production contexts it presents, also represents a 
group of opportunities for the artists, who, according to their 
WLYZVUHS� HPTZ�� HUK�^P[O� ]HYPHISL� Z\JJLZZ�VY�KPɉJ\S[ �̀� JHU�
build from their activities on street art a surplus value for the 
construction of a career.

In order to theoretically frame the aspect of the construc-
tion of an artistic career, some reference to Howard Becker 
�������PZ�YLSL]HU[��-PYZ[S �̀�PU�OPZ�JVUJLW[�VM�¸HY[�^VYSK¹��^OPJO�
perceives artistic activity as collective, with several actors 
and respective roles. It is argued in this research that street 
art constitutes a particular art world. Secondly, Becker also 
associates career with a commitment to practices (1953), 
HZ�KVLZ�9PJOHYK�3HJOTHUU��� ����PU�[OL�JVU[L_[�VM�NYHɉ[P��
Becker connects the notion of career with a learning process 
of meanings and techniques. This idea of progression ap-
pears in the speeches of the interviewed street artists, relat-
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ing to the contexts in which they develop their practice and 
also on a technical level. On the other hand, street artists 
NP]L�TLHUPUN�[V�[OL�KPɈLYLU[�TVTLU[Z�VM�[OLPY�MVYTH[PVU�HUK�
learning. Therefore, it was possible to trace elements of a 
personal narrative of an artistic path in their discourses. 
As for the artistic work, the work of Nathalie Heinich (1996; 
2005) is important to consider when investigating the pas-
sage of the street artist to the contemporary art world and its 
market, particularly the concept of artistic singularity and the 
processes of recognition and celebration of artistic careers 
HUK�[OL�¸Y\SLZ�VM�[OL�NHTL�¹�

Raymonde Moulin (1997) is also a valuable reference, spe-
JPÄJHSS`�[OL�^H`�ZOL�JVUJLP]LZ�[OL�YVSLZ�VM�[OL�ZL]LYHS�KPɈLY-
ent actors in the art world that contribute to its transforma-
[PVU!�Z[H[L��THYRL[��T\ZL\TZ��NHSSLYPLZ�¶�HUK�HSZV��L]PKLU[S �̀�
the artists and the artistic movements. Moulin traces social 
WYVÄSLZ�HUK�L_WVZLZ�[OL�TLJOHUPZTZ�[OYV\NO�^OPJO�HY[PZ[PJ�
careers are built.
Therefore, the study of the forms and contexts of production 
of street art allows the formulation of another set of themes. 
These include: from the perspective of the institutions, the 
control of public space and the promotion of a certain im-
age of the city - the urban marketing of cities in a context of 
touristic competitiveness; from the perspective of the artists, 
[OL�JVU[L_[\HSPaH[PVU�VM�H�ZL[�VM�WYHJ[PJLZ�HUK�[OL�YLWYLZLU-
tations and expectations that connect with it, how an artistic 
career is built, what strategy there is in the choices artists 
make when collaborating with public institutions, and how 
[OPZ�YLÅLJ[Z�[OL�PUZLY[PVU�VM�Z[YLL[�HY[�PU�[OL�JVU[LTWVYHY`�HY[�
world and its markets.

���4L[OVKVSVNPJHS�HWWYVHJO�VM�H�Z[YLL[�HY[�YLZLHYJO�
WYVQLJ[

It is important to clarify the methodological approach that 
underlies this research, which is inherently sociological ap-
WYVHJO�� HZ� [OL� PUÅ\LUJL� VM� [OL� L[OUVNYHWOPJ� WLYZWLJ[P]L�
was crucial.
If the anthropological knowledge structures itself around the 
micro scale of daily life and the personal contact between 
the observer and the observed (Agier, in Cordeiro, 2003:15), 
for a sociological research project a certain connection to 
the macro level of reality is also unavoidable. While trans-
versal to daily life and human interaction, both levels of 
HUHS`ZPZ�HYL�PTWVY[HU[�[V�JVU[L_[\HSPaL�HWWYVHJOLZ�[V�\YIHU�

YLZLHYJO�� ;OLYLMVYL�� [OL� ÄYZ[� SL]LS� VM� HWWYVHJO� MVY� [OPZ� YL-
search is the representations of the street artists and their 
creative expressions in the walls of the city; the second is 
an intermediate level, that of the producers of street art and 
the agents that mediate their practices; the third level is that 
VM�[OL�VYNHUPaH[PVU�VM�\YIHU�ZWHJL�I`�P[Z�PUZ[P[\[PVUZ��[OL�PT-
ages of city that underlie their approach towards street art, 
and also the contemporary art world and the relation street 
artists have with it.
The general approach for this research relates to what Pierre 
Bourdieu (2001) called participant objectivation, which dif-
fers from the participant observation, that assumes the re-
ZLHYJOLY�JHU�ZPT\SH[L�H�TVTLU[HY`�HɉSPH[PVU�^P[O�[OL�NYV\W�
that is the object of research, to better understand it. On the 
other hand, participant observation considers the rupture 
with the subjective aspects of the proximity with the object. 
The challenge this perspective presented was of constant 
rupture with the eventual impulse of the researcher to arbi-
trarily judge and attribute value, objectifying instead her role 
within the research.  
Concerning the techniques that were used for this research, 
[OLZL�^LYL�ULJLZZHYPS`�ÅL_PISL��HZ��K\YPUN�[OL�JV\YZL�VM�ÄLSK�
work, some adaptation and experimentation is paramount. 
However, engaging in the collection of a set of interviews 
was soon determined to be a fundamental aspect for a quali-
tative research approach.
+\L�[V�[OL�ZWLJPÄJP[`�VM�[OL�JVU[L_[�VM�YLZLHYJO��HUK�[OL�T\S-
tiplicity of actors involved, the collection of personal testimo-
nies was considered adequate. Because it is also in the form 
of that speech and the singular manner in which each indi-
vidual articulates it, that a researcher can understand which 
aspects the interviewee attributes more or less importance 
[V��PU�H�WYVJLZZ�VM�¸ZVJPVSVNPJHS�PU[LSSPNPIPSP[`�JLU[LYLK�VU�[OL�
Z\IQLJ[¹��*VUKL���  �!�������;OLYLMVYL�SVUN�PU[LY]PL^Z�^P[O�
each of the subjects were privileged, resulting in detailed in-
formation. 
The collection of testimonies of the several actors involved in 
the production of street art in Lisbon, in the form of semi-di-
YLJ[P]L�PU[LY]PL^Z��^HZ�H�]HS\HISL�TVTLU[�PU�[OL�ÄLSK�^VYR��
The amount of information obtained through these exten-
sive interviews was considerable, allowing the researcher 
to clear their research doubts and to dissipate assumptions 
OLSK�WYPVY�[V�[OL�ÄLSK�^VYR��HZ�^LSS�HZ�[V�KL[LYTPUL�[OL�M\[\YL�
directions for the research.
Therefore, interviews were conducted with two sets of ac-
tors: on the one hand, who creates street art, that is, the art-



��

PZ[Z�PU�[OLPY�KP]LYZL�WYVÄSLZ"�VU�[OL�V[OLY�OHUK��̂ OV�WYVK\JLZ�
it, that is, actors connected with associations and collectives 
that promote street art in legal contexts, as well as the mu-
nicipal institution through Galeria de Arte Urbana. 
;LZ[PTVUPLZ� ^LYL�� [OLYLMVYL�� JVSSLJ[LK� MYVT� H� ZPNUPÄJHU[�
group of street artists, which allowed the researcher to trace 
[OLPY�PUKP]PK\HS�¶�HUK�KP]LYZL�¶�WH[OZ�PU�[OL�JVUZ[Y\J[PVU�VM�HU�
artistic career, to understand their perceptions of street art, 
and how its growing visibility is interpreted and sometimes 
taken as strategic by artists in the building of their career. 
On the other hand, the interviews with the actors involved 
in the production of street art, namely members of associa-
[PVUZ��VYNHUPaLYZ�VM�L]LU[Z�HUK�PUZ[P[\[PVUHS�YLWYLZLU[H[P]LZ��
allowed an understanding of how these mediating agents 
WVZP[PVU�[OLTZLS]LZ� PU�[OL�ÄLSK�VM�Z[YLL[�HY[��HUK�OV^�[OL`�
represent the role street art might have in the construction 
of public space in a contemporary and global urban context. 
Another aspect of the methodological approach for this re-
search is the one that concerns the collection of media data. 
;OL�YLZLHYJOLY»Z�H[[LU[PVU�[V�[OL�ZL]LYHS�LU[P[PLZ�HUK�HY[PZ[Z�
making or promoting street art in Lisbon allowed her to be 
aware of the events, initiatives, inaugurations, exhibitions 
and interventions throughout the city.
;OLYLMVYL�[OPZ�^HZ�HU�PU]HS\HISL�^H`�VM�ÄUKPUN�TVTLU[Z�MVY�
the observation of these initiatives, which also demonstrated 
[OL�PU[LUZL�HJ[P]P[`�HYV\UK�Z[YLL[�HY[�YLSH[LK�HJ[P]P[PLZ�¶�JVU-
cerning the period between 2010 and 2014. 
0U�H�ÄYZ[�TVTLU[�VM� MHTPSPHYPaH[PVU�^P[O� [OL�Z\IQLJ[�� P[�^HZ�
particularly relevant to explore websites that could show 
what was being currently done in terms of street art, and 
HSZV�^OV�^HZ�KVPUN�P[��9LMLYLUJL�[V�THNHaPULZ�HIV\[�Z[YLL[�
art was also important, such as the collection of online arti-
JSLZ��PU�[OPZ�LHYS`�MHTPSPHYPaH[PVU��:VTL�VM�[OLZL�HY[PJSLZ�ZVVU�
YL]LHSLK�H�TLKPH� [YLUK�HIV\[�Z[YLL[�HY[��UHTLS`� [OL�¸YHUR-
PUNZ¹�VM�[OL�¸ILZ[�JP[PLZ�[V�^H[JO�Z[YLL[�HY[�¹�;OPZ�Z[PT\SH[LK�
H�YLÅLJ[PVU�VU�OV^�Z[YLL[�HY[�JV\SK�IL�HJJYLKP[LK�^P[O�H�YVSL�
in media constructions for the marketing of cities. Another 
HZWLJ[�[V�LTWOHZPaL�KLYP]LZ�MYVT�[OL�WYLWVUKLYHUJL�VM�HY-
ticles about Banksy that were noticed, which contributed to 
H� YLÅLJ[PVU�HIV\[� [OL� YVSL�VM�TLKPH�HIPSP[`� MVY� ZVTL�Z[YLL[�
artists, and how the choice for anonymity, or the use of a 
personal name or a street name, is a very eloquent aspect of 
how the artist conceives his or her construction of an artistic 
career.
The Portuguese press was also an important resource, both 
online and in print form. This was not only a complementary 

way of taking notice of the several initiatives, but also a way 
of being aware of the impact that street art has on the media.

���*YLH[PUN�YV\[LZ�[OYV\NO�3PZIVU»Z�Z[YLL[�HY[!�H�TL[OVK-

VSVNPJHS�HWWYVHJO

Aside from the media resources collected and the group of 
interviews conducted, there were other processes of data 
collection for this research project: Tthe collection of visual 
KH[H� HUK� [OL� RLLWPUN� VM� H� ÄLSK� KPHY`�^LYL� HSZV� PTWVY[HU[�
HZWLJ[Z�VM�[OL�ÄLSK�^VYR�3

Recording annotations, questionings and interrogations 
[OH[� [OL�VIZLY]H[PVU�Z\NNLZ[LK� [V� [OL� YLZLHYJOLY�� [OL�ÄLSK�
diary proved to be a valuable resource, particularly in the 
moments of indecision between several possible directions 
MVY� [OL� YLZLHYJO� YV\[L�� ;OLZL� UV[LZ� HSZV� PUJS\KLK� [OL� ÄYZ[�
impressions and spontaneous thoughts that the moments 
VM�VIZLY]H[PVU�VM�TVTLU[Z�VM�Z[YLL[�HY[�WPLJLZ�¶�JVTWSL[LK�
or in the process of making - suggested to the researcher, 
concerning the pieces, the artists or the reactions of the 
passers-bys, for instances. 

;OYV\NOV\[�[OL�PUP[PHS�Z[HNLZ�VM�[OL�ÄLSK�^VYR��[OL�VW[PVU�[V�
make routes through the streets of the city with the purpose 
of observing became obvious, assuming the public space as 
a central element to this research.

The act of walking through the city, as a methodological 
approach, was pointed out by João Teixeira Lopes (2008; 
2013) as it allowing allows one to trace a proximity portrait of 
the city, and as it permits the researcher to observe it from 
within, through her senses. This is the core of the methodol-
ogy of the walker, (Lopes, 2008 e 2013), in which the act of 
^HSRPUN�[OYV\NO�[OL�Z[YLL[Z�VM�[OL�JP[`�Z\TTVUZ�[OL�YLÅL_-
P]L�[OV\NO[��JYLH[PUN�¸WYHJ[PJHS�WVL[PJZ�VM�[OL�ZWHJL¹®�HUK�
corresponding to an intensive learning process in what con-
JLYUZ�[OL�PU[LYHJ[PVU�PU�\YIHU�W\ISPJ�ZWHJL�¶�ZPT\S[HULV\ZS �̀�
that which observes and integrates ephemeral communities, 
in his/her encounters with others (Teixeira Lopes, 2008).1  
op.cit.). Hence, it is important to highlight the considerable 
amount of learning potential through the observation that is 
stimulated by the incursions of the researcher within urban 
space, as it allows him/her to unravel an analytical process 
of the elaboration of relations between the several aspects 
of the research object. 
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This methodology of the walker became an essential meth-
odological approach for this research. In order to compre-
OLUK�[OL�]PZ\HS�ZWLJPÄJP[`�VM�[OPZ�YLZLHYJO�JVU[L_[��[OL�Z[YLL[�
art of Lisbon, several incursions through the streets of the 
city were necessary.

Walking through these streets, in orderallowed the researcher 
to observe  street art pieces of whichthat the researchershe 
LP[OLY�HSYLHK`�RUL^�HIV\[�¶�MYVT�^VYK�[V�TV\[O��VY�OH]PUN�
ZLLU�PTHNLZ�PU�[OL�PU[LYUL[��THNHaPULZ�VY�UL^ZWHWLYZ�¶�VY�
KPKU»[OHK�ILLU�WYL]PV\ZS`�\UH^HYL�VM��PU�^OPJO�JHZL�ZOL�PU-
[LUKLK�[V�ÄUK�V\[���
There was not the intention of following a random order in 
these routes, but of trying, non-exhaustively, to cover sev-
eral areas of the city of Lisbon. From these routes resulted 
hundreds of photographs that constitute an invaluable part 
of the visual data collected, as they document the observed 
production of street art in this city, in its expressive diversity 
and contexts of production.

0[� PZ� HSZV� PTWVY[HU[� [V� LTWOHZPaL� [OL� ZL]LYHS�TVTLU[Z� PU�
which the researcher could observe the elaboration of street 
art interventions, namely in programmed contexts.
These moments of observation happened either by mere 
chance, or because the researcher had been informed, 
through social media or through the very artists involved. 
These were naturally very rich in terms of the information that 
they provided for the research, in what concerneds the dif-
MLYLU[�[LJOUPX\LZ�VM�THRPUN�Z[YLL[�HY[��[OLPY�ZWLJPÄJ�\ZL��[OL�
craft of creating an artistic intervention, and also, interest-
ingly, the interactions and the momentary sociabilities that 
take place within the moment of the intervention, between 
the street artists, the passers-bys and the observers.

Another observation concerns how the space surrounding 
the street art intervention can be momentarily transformed, 
namely through the placing of objects or grids, and how this 
creates situations that somehow resemble a stage, delimit-
ing the space of the artist and the public that observes what 
is, in fact, a strongly performative situation. Equally interest-
ing was to note that some of these intervention moments 
might attract media attention, with photographers and inter-
]PL^Z�MVY�THNHaPULZ�VY�VUSPUL�W\ISPJH[PVUZ��MVY�L_HTWSL��;OPZ�
Z\NNLZ[Z�H�YLÅLJ[PVU�HIV\[�[OL�T\S[PKPTLUZPVUHSP[`�VM�HU�VI-
ject that assumes forms of expressive and artistic interven-
tion in the public space that can be illegal and spontaneous, 

I\[�JHU�HSZV�IL�WLYMVYTH[P]L��M\SS`�L_WVZLK�[V�[OL�SVVR�NHaL�
of the passers-by.

���*VUJS\ZPVU

Street art involves a diversity of circuits with a diversity of 
protagonists that constitute key -elements into the produc-
tion and practices of street art in Lisbon. Therefore, the 
researcher opted to trace a topography, not only ofthat 
included, but was not limited to, the perceptions and rep-
YLZLU[H[PVUZ� VM� LHJO� VM� [OL� KPɈLYLU[� HJ[VYZ� PU]VS]LK� ¶� [OL�
street artists, the producers, andor the institutions and enti-
ties involved. The mapping of these inter-relations became 
the starting point forto understanding the process of social 
construction of public space (Low, 2014) through street art in 
the urban context of Lisbon.

(Z�H�ÄUHS�[OV\NO[��P[�JHU�IL�ZHPK�[OH[�[OL;OL�YVSL�VM�[OL�YL-
searcher while discovering this particular art world (Becker, 
2010) was one of observing the circumstances, people, 
WSHJLZ�� HUK� TLHUPUNZ� [OH[� JVU[L_[\HSPaLK� HUK� PU[LYHJ[LK�
with the object (Costa, 2001), in order to unveil the complex-
ity of the processes that underlie the production of street art 
in Lisbon, as well as its actors. 

A multi-methodological approach, including interviews and 
a vast set of visual and bibliographic resources, was a com-
WSLTLU[� [V� [OL�KL]LSVWTLU[�VM�HU� PU[LUZP]L�WLYPVK�VM�ÄLSK�
work, in which several moments of observations, the cre-
H[PVU�VM�H�ÄLSK�SVN��HUK�[OL�JYLH[PVU�KL]LSVWTLU[�VM�^HSRPUN�
routes were crucial aspects to the understanding and con-
JLW[\HSPaPUNH[PVU�[OPZ�VIQLJ[�¶���W7HY[PJ\SHYS �̀�OV^�Z[YLL[�HY[��
as an artistic expression in the public space of the city, can 
be expressive of appropriations, uses of space, processes of 
transgression and legitimation, and also dynamics of identity 
and memory.

Notes

1 - This article results from a research funded by Funda-
sqV�WHYH�H�*PvUJPH�L�;LJUVSVNPH��^P[O�YLMLYLUJL�-*;�:-9/�
BD/82506/2011
2 - OSGEMEOS: Pra Quem Mora Lá, O Céu é Lá, Centro 
Cultural de Belém, from 17/05  to 19/09/2010; Alexandre 
Farto aka Vhils: Dissection, Museu da Electricidade, from 
05/07 to 05/10/2014.
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����-VY�[OL�]PZ\HS�KH[HPHY �̀�H�JVTWL[LU[�WOV[V�JHTLYH�¶�HS-
though technically unambitious - was an indispensable item 
MVY�[OL�YLZLHYJOLY��;OL�ÄLSK�KPHY`�[VVR�[OL�MVYTH[�VM�H�UV[L-
IVVR��HUV[OLY�WYLZLUJL�PU�[OL�¸ÄLSK�^VYR�RP[�¹
����3VVZLS`�[YHUZSH[LK�MYVT�[OL�WVY[\N\LZL�TL[VKVSVNPH�KV�
HUKHU[L®�
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Linking the city to the concept never makes them identical, 
but it plays on their progressive symbiosis: to plan a city is 
both to think the very plurality of the real and to make that 
^H`�VM�[OPURPUN�[OL�WS\YHS�LɈLJ[P]L"�P[�PZ�[V�RUV^�OV^�[V�HY-
ticulate it and be able to do it (Michel de Certeau, 1984: 56).

5V[�[V�ÄUK�VUL»Z�̂ H`�HYV\UK�H�JP[`�KVLZ�UV[�TLHU�T\JO��)\[�
[V�SVZL�VUL»Z�̂ H`�HYV\UK�[OL�JP[ �̀�HZ�VUL�SVZLZ�VUL»Z�̂ H`�PU�H�
forest requires some schooling. Street names must speak to 
the urban wanderer like the snapping of dry twigs, and little 
Z[YLL[Z�PU�[OL�OLHY[�VM�[OL�JP[`�T\Z[�YLÅLJ[�[OL�[PTLZ�VM�KH �̀�
for him, as clearly as a mountain valley. This art I acquired 
YH[OLY�SH[L�PU�SPML"�P[�M\SÄSSLK�H�KYLHT��VM�^OPJO�[OL�ÄYZ[�[YHJLZ�
were labyrinths on the blotting papers in my school note-
books Walter Benjamin, 2006: 54).

Potential Labyrinths 

>HS[LY�)LUQHTPU�^YV[L�VM�H�NL[[PUN�SVZ[�PU�[OL�JP[`�¶�PU�)LYSPU�
H[�[OL�Z[HY[�VM�[OL�[^LU[PL[O�JLU[\Y`�¶�HZ�HU�HY[�PU�^OPJO�VUL�
must be schooled. This essay turns to Berlin today in an at-
tempt to get lost in familiar places. These are sites that have 
ILLU�WSHUULK�HZ�J\S[\YHS�JLU[LYZ�PU�)LYSPU�H[�KPɈLYLU[�WVPU[Z�
PU�[OL�JP[`»Z�OPZ[VY �̀�I\[�^OPJO�OH]L�SVZ[�[OLPY�MVJ\Z�[OYV\NO�

)LYSPU»Z�ZWH[PHS�[LTWVYHS�MYHNTLU[H[PVU��0U�VUL�SVJH[PVU��[OL�
area around the Kulturforum, the space is transitional in 
nature, it is comprised by the Berlin Philharmonic, various 
museums and cultural institutions and the State Library, but 
KVLZU»[�HWWLHY�HZ�H�KLZ[PUH[PVU��WSHJL�VM�YLZWP[L�VY�PU[LYLZ[��
Rather, it is an open urban landscape seen on the way to 
somewhere else. Still, in its initial conception, it was meant 
to be a cultural anchor of West Berlin. Drawing on plans by 
Hans Scharoun from 1946-57, it was to counter the regu-
larity and denseness of the nineteenth century city with an 
irregular urban landscape (Enke et al., 1999). Since Reuni-
ÄJH[PVU��[OL�WYVQLJ[�OHZ�MVYMLP[LK�P[Z�WSHJL�VM�Z[H[\Z�HUK�UV�
SVUNLY�Ä[Z�PU[V�HU�HY[PJ\SH[LK�\YIHU�LUZLTISL��;OL�V[OLY�ZP[L��
however, should stage a spatial-visual experience of Berlin, 
HZ�^PSS�IL�SH[LY�HY[PJ\SH[LK��)LILSWSH[a�Y\UZ�HSVUN�<U[LY�KLU�
3PUKLU�� HYN\HIS`� )LYSPU»Z�TVZ[� MHTV\Z� Z[YLL[� HUK� [OL� VUL�
that led to the Stadtschloß (Berlin City Palace), now under 
reconstruction. It is framed by the Staatsoper (State Opera) 
and was the site of the 1933 book burning and currently re-
mains constricted by long-running renovations on the opera 
house. 

As both spaces are highly visible, there is a strong tendency 
to contain them within conventions of seeing and to project 
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intended urban meanings onto them. While it would not be 
possible to physically get lost in either the Kulturforum area 
VY�)LILSWSH[a��0�HZRLK�[OL�HY[PZ[�2U\[�,JRZ[LPU�[V�LUNHNL�̂ P[O�
me in a labyrinth of associations in exploring them in August 
2014. Berlin does exist as a plurality of ideas on the planning 
level. It has been and is still constantly being thought and re-
thought and its urban fabric can reveal the condensation of 
representations. In the 1990s, for example, the question as 
[V�[OL�YLWYLZLU[H[PVU�VM�[OL�UL^�7V[ZKHTLY�7SH[a�^HZ�WVZLK�
and presented the challenge of inserting a new square into 
an historical and historically charged space (Ladd, 1997). 
4\JO�VM�[OL�H[[YHJ[PVU�VM�[OL�VYPNPUHS�7V[ZKHTLY�7SH[a�^HZ�
K\L�[OL�¸\UWSHUULK�SP]LSPULZZ¹�VM�[OL�LUZLTISL��^OPJO�^HZ�
then extinguished through the developments of National So-
JPHSPZT��[OL�LɈLJ[Z�VM�>VYSK�>HY�00�HUK�[OL�*VSK�>HY��3HKK��
1997: 121).  

Brian Ladd (1997: 1) describes Berlin as a haunted city in 
^OPJO� TLTVYPLZ� ¸VM[LU� JSLH]L� [V� [OL� WO`ZPJHS� ZL[[PUNZ� VM�
L]LU[Z¹�HUK�[OL�I\PSKPUNZ�HUK�WSHJLZ�OH]L�THU`�Z[VYPLZ�[V�
tell. New projects, therefore, are condensations between old 
and new and point simultaneously to the past and the future. 
The pasts to draw from, however, are diverse and the plural-
P[`�VM�[OL�TL[YVWVSPZ�PZ�VM[LU�MHJLK�^P[O�[OL�ZPTWSPÄJH[PVU�VM�
complex trajectories into a seemingly coherent urban image. 
In this paper the city is opened up as a train of associations 
in which the experience of the city may be situated between 
outer conditions and a playful engagement with them, al-
lowing for unseen but present meanings to be brought into 
focus.  This line of thought is informed by object relations 
theory and the ideas of Donald Winnicott (2005) of experi-
ence as a creative act in which the object of experience may 
be both materially present and created by the subject. Expe-
rience lies in a gulf between subject and object in a potential 
space in which the line between self and other is blurred. 
Understanding this transitional aspect of space allows for 
potential meanings to be brought into focus. 

Urban experience may be situated in a potential space in 
which the city is an imagined site for the projection of new 
architectures and urban ensembles, as alternative models 
contrasting or negating the present forms of the city. The 
WV[LU[PHS�JP[`�PZ�HSZV�H�JVSSLJ[PVU�VM�VIQLJ[Z�PU[LYUHSPaLK�HUK�
entering into new constellations.  Christopher Bollas (1992) 
speaks of a dream-like relationship with objects where an in-

termediate space is entered into and in which the subject is 
inhabited by inner constellations of psychic realities, so that 
while objects are fantastically charged, the experience of the 
subject is simultaneously fueled by outer reality. Thinking of 
the city in terms of a potential or intermediate space allows 
for it to be opened up to otherwise invisible trajectories so 
that the real in its totality is negated by what could be, what 
was, and what is present, but unarticulated. 

In� (Y[� HUK� (YJOP[LJ[\YL!� (� 7SHJL� )L[^LLU� Jane Rendell 
(2006) investigates the intermedial and engages with it as a 
methodology of spatial practice in which critical relationships 
VM�[PTL��ZWHJL�HUK�[OL�ZVJPHS�HYL�LTWOHZPaLK��(WWYVHJOPUN�
art and architecture through critical spatial practice, new in-
terdisciplinary points of contact are established. In discuss-
ing walking as spatial practice, Rendell (2006: 188) suggests 
[OH[��¸;OL�ZWH[PHS�Z[VY`�HJ[Z�HZ�H�[OLVYL[PJHS�KL]PJL�[OH[�HS-
lows us to understand the urban fabric in terms of narrative 
YLSH[PVUZOPWZ� IL[^LLU� ZWHJLZ�� [PTLZ� HUK� Z\IQLJ[Z�¹�>HSR-
ing can thus be understood as a thought process in which 
relationships between objects both present, covered over, 
and absent are continually being activated and re-thought 
by the subject. While such narratives may be idiosyncratic 
PU�UH[\YL��)VSSHZ�YLMLYZ�[V�ZWH[PHSPaH[PVU�HZ�¸[OL�\UJVUZJPV\Z�
development of space according to the evolution of any 
JP[`¹� HUK� KLÄULZ� ¸PU[LYZWH[PHS� YLSH[PVUZ¹� HZ� [OL� ¸WZ`JOVS-
VN`�VM�ZWHJLZ�HZ�[OL`�YLSH[L�[V�VUL�HUV[OLY¹��)VSSHZ����� !�
205-227; 216-217). Sites evoke dreamlike convergences of 
TV[PMZ� [OH[� HYL� Q\_[HWVZLK�^P[O� VUL� V[OLY� PU� [OL� Z\IQLJ[»Z�
movement through space.  Free from normal sense-making 
constraints, unexpected arrangements may be created. Ur-
IHU�ZP[LZ�TH`�WYVTW[�H�YLÅLJ[PVU�[V�HUV[OLY�[PTL��VY�[V�ÄN-
ures germane to them. In this sense, dreamlike engagement 
with the public sphere could call into focus issues of social 
relevance.  

Referencing Michel de Certeau, Henri Lefebvre and the phe-
UVTLUVU�VM�[OL�UPUL[LLU[O�JLU[\Y`�ÅoUL\Y��:VWOPL�>VSMY\T�
(2008) underlines the performative and productive aspects 
VM�Z\JO�ZWH[PHSPaPUN�HYYHUNLTLU[Z��:WHJL�PZ�[OL�WYVK\J[P]L�
medium of lived social dynamics, and therefore contingent 
upon an interactive subject. That is, sites are not only id-
iosyncratically charged, but are situated in a social chain 
of associations. The Situationist International practiced 
engagement with the social psychological nature of space 
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HZ� HU� PU]LZ[PNH[P]L�TL[OVK� �>VSMY\T�� ������� 0U� YLÅLJ[P]LS`�
walking through the city, a critical art practice advanced by 
the Situationists, objects of the city may be rearranged to 
[OPUR�[OLPY�]HYPV\Z�JVUÄN\YH[PVUZ�PU�[LYTZ�VM�^OH[�UVYTHSS`�
remains invisible. As Wolfrum notes, the Situationist investi-
NH[PVUZ�VM�\YIHU�ZWHJL�KPK�UV[�¶�MVY�[OL�TVZ[�WHY[�¶�YLZ\S[�PU�
artistic urban interventions. She, however, calls for an active 
engagement in the city through artistic-performative means 
to return space to the cultural memory of an urban society. 
In the following, Berlin will be considered in terms of its in-
terspatiality, as sites as potential spaces activated in drifting 
through them. Berlin will not only be re-imagined in terms of 
a critical and subversive thinking of the city, but the labyrinth 
of the potential city will be considered. Further, in collab-
oratively thinking about the city with Knut Eckstein, artistic 
practice will be presented as a means of urban investigation 
on a speculative level.

;OL�:WHJL�VM�2\S[\YMVY\T�

Walking through the city of Berlin along Potsdamer Street 
onto the Kulturforum one encounters a bleak space, current-
S`��(\N\Z[�������ZPNULK�HZ�ZWHJL�^P[O�[OL�NYHɉ[P�¸9H\T¹�¶�
ZWHJL�¶�ZWYH`LK�VU�H�Y\Z[LK�Z[LLS�WSH[L�VU�[OL�JVUJYL[L�IHUR�
of the forum square. The open area stretching from Hans 
:JOHYV\U»Z�)LYSPU�7OPSOHYTVUPL� �� ���� [V�3\K^PN�4PLZ�]HU�
KLY�9VOL»Z�5L^�5H[PVUHS�.HSSLY`�OHZ�ILLU�JVUJLP]LK�VM� PU�
THU`�KPɈLYLU[�^H`Z�

This ensemble of cultural institutions was intended to coun-
ter the Berlin Museum Island containing the Old National 
Gallery, which was included in the Soviet sector of the city.  
7V[ZKHTLY�7SH[a��VUJL�VUL�VM�[OL�I\ZPLZ[�JVTTLYJPHS�JLU-
ters in Europe, lies just north of the Kulturforum and became 
VUL�VM�[OL�TVZ[�WYVTPULU[�Z`TIVSZ�VM�[OL�JP[`»Z�KP]PZPVU��HZ�P[�
remained a vacant, desolate territory. The once vibrant cen-
[LY�^HZ�KP]PKLK�I`�[OL�)LYSPU�>HSS�HUK�^HZ�H�¸UV�THU»Z�SHUK¹�
until the opening up of the Berlin Wall in 1989 and German 
9L\UPÄJH[PVU�PU��  ����0[�[OLU�YLTHPULK�H�JVU[LZ[LK�ZP[L�MVY�
some time afterwards due to a shift towards the previous 
JLU[LY�¶�SP[LYHSS`�JHSSLK�4P[[L��VY�[OL�JLU[LY�¶�HUK�H�KLZPYL�[V�
YLI\PSK�7V[ZKHTLY�7SH[a� PU[V�HU�HJ[P]L�\YIHU�U\JSL\Z��HSZV�
encompassing a shift away from the Kulturforum. 

7V[ZKHTLY�7SH[a�PZ�[VKH`�H�I\ZPULZZ�HUK�LU[LY[HPUTLU[�KPZ-
[YPJ[��VM[LU�PKLU[PÄLK�̂ P[O�)LYSPU»Z�HUU\HS�ÄST�MLZ[P]HS��[OL�)LY-

linale and the Sony Center (Helmut Jahn, 1998-2000), one of 
the key festival cinemas and an evocative visitor destination. 
The area has become a collection of high-rises conveying 
KPɈLYLU[� \YIHU�JVUJLW[Z�� ;OL�OPNO�[LJO�NSHZZ� HLZ[OL[PJ� VM�
Sony Center, for instance, is strongly contrasted by the his-
[VYPJPaPUN�LJSLJ[PJPZT�VM�[OL�IYPJR�JSHK�2VSSOVɈ�;V^LY��/HUZ�
2VSSOVɈ�� �  ���   �� KPHNVUHSS`� HJYVZZ� MYVT� :VU`� *LU[LY��
(UK� ^OPSL� /HUZ� :JOHYV\UZ»Z� �� ������� :[HH[ZIPISPV[OLR�
(State Library) once looked out over the void surrounding 
[OL�)LYSPU�^HSS��P[�UV^�HI\[Z�[OL�IHJR�VM�9LUaV�7PHUV»Z�;OL-
H[LY�HT�7V[ZKHTLY�7SH[a� �ÄUPZOLK��  ����;OL�:[HH[ZIPISPV-
thek once stood as a border of the Kulturforum, separating it 
VɈ�MYVT�[OL�LTW[PULZZ�VM�[OL�IVTILK�V\[�7V[ZKHTLY�7SH[a��
5V^�[OL�:[HH[ZIPISPV[OLR�HUK�;OLH[LY�HT�7V[ZKHTLY�7SH[a�
HWWLHY�[V�[\YU�[OLPY�IHJRZ�VU�LHJO�V[OLY��(Z�7V[ZKHTLY�7SH[a�
has been re-designed and transformed into a tourist destina-
tion, the Kulturforum appears neglected. Furthermore, as an 
emphasis has been placed on the restoration and re-con-
JLW[\HSPaH[PVU�VM�[OL�T\ZL\TZ�VM�[OL�4\ZL\TZPUZLS�PU�4P[[L��
in the former Soviet sector, the purpose of the Kulturforum 
has been called into question.
The forum was planned by Scharoun in the 1960s as a type 
of Stadtkrone (City Crown) in which a utopian concentration 
of art and culture should evolve (Bernau, 2014). It was de-
signed according to the ideal of an open and automobile-ori-
entated urban space. Today the elements of the Kulturforum 
stand in isolation to each other, and as an automobile-orien-
tated space, it may not seem a place, as Nikolaus Bernauer 
�������UV[LZ��JVUNLUPHS�[V�[OL�ÅoUL\Y��*VUJLW[Z�VM�^OH[�[OL�
Kulturforum should be continue to be formulated and de-
bated, so that the utopian ideals of the Kulturforum sharply 
diverge from what the forum currently is and has been. And a 
type of potentiality transpires from this discrepancy between 
the lived and the envisioned space, which is characteristic of 
the city of Berlin and which speaks to the nature of space, as 
H�TV]LTLU[�IL[^LLU�[OL�WOLUVTLUHS�ZP[\H[PVU�HUK�H�ÄLSK�
of ideas and images. 

In�;OL�7YHJ[PJL�VM�,]LY`KH`�3PML��4PJOLS�KL�*LY[LH\ (1984: 
 ���^YP[LZ��¸;OL�KLZPYL�[V�ZLL�[OL�JP[`�WYLJLKLK�[OL�TLHUZ�
VM�ZH[PZM`PUN�P[�¹�;OL�WLYZWLJ[P]HS� PTHNL�VM�[OL�JP[`�HSSV^LK�
for a vision of it that at the time of its inception remained 
H�ÄJ[PVU��+L�*LY[LH\�\UKLYZ[HUKZ�[OL�KYP]L�[V�ZLL�[OL�JP[`�
HZ� PTHNL�¶�ZJVWPJ�KYP]L�HZ� [V[HSPaPUN��<YIHU�JVTWSL_P[`� PZ�
ZPTWSPÄLK�� I\[� ¸,ZJHWPUN� [OL� PTHNPUHY`� [V[HSPaH[PVUZ� WYV-
duced by the eye, the everyday has a certain strangeness 
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that does not surface, or whose surface is only its upper 
SPTP[��V\[SPUPUN� P[ZLSM�HNHPUZ[� [OL�]PZPISL¹� �KL�*LY[LH\��� ��!�
93). The space of the Kulturforum does as yet escape any to-
[HSPaPUN�]PZPVU�HZ�P[Z�L]VJH[P]L��I\[�KPZWHYH[L�LSLTLU[Z��5L\L�
Nationagalerie, Philharmonie, Gemäldegalerie, etc.) do not 
JVYYLSH[L�PU[V�H�\UPÄLK�]PZPVU��¸9H\T¹�NYHɉ[PLK�VU[V�H�Y\Z[`�
Z[LLS�NPYKLY� ZLWHYH[PUN� [OL�4H[[OpP�2PYJOWSH[a� ¶�H�WHYR�SPRL�
ZL[[PUN�VM�[OL�MVY\T�¶�MYVT�[OL�ZPKL^HSR�M\Y[OLY�LTWOHZPaLZ�
its disparate character. Stone and metal sculptures are scat-
tered around the sparse and seldom-visited park area. But 
¸9H\T¹��TLHUPUN�ZWHJL��PU]P[LZ�[OL�YLJPWPLU[�[V�ZLL�HUK�L_-
perience the open and non-spectacular space of the setting. 
6UJL�YLÅLJ[LK�\WVU��[OL�ZP[L�ILJVTLZ�H�ZLYPLZ�VM�KPZJV]LY-
ies, which the visitor is allowed to investigate on his/her own.  
The unassuming Gemäldegalerie, for example, houses one 
VM�,\YVWL»Z�WYLTPLY�I\[�PUMYLX\LU[S`�]PZP[LK�WHPU[PUN�JVSSLJ-
[PVUZ��:SVWPUN�\W^HYKZ� MYVT�4H[[OpP�2PYJOWSH[a�� [OL�L_[LU-
sive terrace leading into the museum complex (designed by 
Hilmer & Sattler und Albrecht, 1998) obscures the interior 
volume. While the terrace incline may seem inhospitable to 
the museum guest, it was once frequented by skateboard-
ers who appreciated the multiple levels and open space, but 
are now kept out through newly installed barriers, prohibiting 
this impermissible activity.  

;OL�;LUZPVU�VM�*YLH[P]L�:WHJL

:WYH`�WHPU[PUN�HUK�ZRH[LIVHYKPUN�\[PSPaL�[OL�MVY\T�PU�H�UVU�
intended and non-sanctioned manner. Discussing risk, pub-
lic space and skateboarding, Iain Borden (2008: 154-158) 
sees skateboarding as a means of creating tension in public 
space: 
For example, skateboarding implies that architecture can be 
micro-spaces and not just grand monuments, that we can 
produce not only things and objects but also desires and 
energies, that public space is for use rather than exchange, 
that one should use the public realm regardless of who one 
is or what one owns, and that the way we use public space 
is an essential factor of who we are. 
Non-intentional use of space creates a tension, as well as a 
sense of playfulness and discovery. In discussing image and 
TV]LTLU[� PU�JPULTH��.PSSLZ�+LSL\aL������!������ZWLHRZ�VM�
[OL�̧ WV^LY�VM�[OL�MHSZL¹�HZ�[OPURPUN�[OH[�̂ OPJO�PZ�UV[�[OV\NO[��
or seeing that which is not seen through disturbance. Irri-

[H[PVU� HZ� H� Q\_[HWVZP[PVU� VM� OLPNO[LULK� HY[PÄJPHSP[PLZ� TH`�
perform an inducement to thinking.  In the urban environ-
ment, the dissonance of spatial trajectories often contains 
a potentiality for experiencing beyond an exchange-value 
based vision. Art production as creative activity can involve a 
practice of space in such a potential sense. Potential space, 
understood in reference to Donald Winnicott (2005) lies be-
tween illusion and reality, between subjectivity and objectiv-
ity. It is a type of playing in that the creative dimension of 
forming the object world is accentuated and the subject is 
the creator of the objects, just as much as the objects exist 
in and of themselves. 

0UZ[HSSH[PVU�HZ�Kt[V\YULTLU[

Following in this direction, I would like to turn from urban 
space to art production based on a constructive under-
standing of ephemeral and base materials in the art of Knut 
Eckstein and then return with him in looking at the city as 
a potential and creative space. Bringing out the potentiality 
of space in his work, the Berlin-based artist Knut Eckstein 
KPZ[\YIZ� [OL� [V[HSPaPUN� MVYT\SH[PVU� VM� ZWH[PHS�]PZ\HS� VYKLYZ��
especially in terms of how the public realm is conceived. In 
2009, I collaborated with the artist in working on an exhi-
IP[PVU� [OLTH[PaPUN�W\ISPJ�ZWHJL� PU�.PLZZLU��.LYTHU �̀��>L�
asked him to contribute a work that would facilitate open 
KLIH[L� HUK� YLÅLJ[PVU� \WVU� W\ISPJ� ZWHJL� PU� [OL� L_OPIP[PVU�
a^�SMLPUOHSI��[^LS]L�HUK�VUL�OHSM���2U\[�,JRZ[LPU�WYVK\JLK�
spatial elements out of wood-supported cardboard boxes, 
covered over with car-paint. The main structure was a raft-
like platform that visitors could sit on during talks, or which 
podium discussions could be held on. While functioning as 
a meeting place, the object is also a representation of urban 
collectivity. It recalls the improvised kinds of meeting places 
found in the city where found objects can be occupied and 
transformed into makeshift gathering spots. 

*HYKIVHYK�IV_LZ�HYL�H�JVUZ[HU[�[OYV\NOV\[�2U\[�,JRZ[LPU»Z�
work. Cardboard is a material synonymous with market cul-
ture and the transport of goods. The modular disposable 
cube forms embody a type of transience representational of 
contemporary living. Signs and images are also interspersed 
in these constructions. The artist titled the Giessen project 
détournement in reference to the Situationist technique of 
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taking elements from commercial culture, subverting and si-
multaneously engaging with them in another context (Sadler, 
1988). Elements of the entertainment industry appear in 
Kt[V\YULTLU[��MVY�L_HTWSL�HZ�HK]LY[PZLTLU[Z�HUK�ÄST�HU-
nouncements attached to cardboard stele. Kino (Cinema) 
written in cable-light was hung from the ceiling at the en-
trance of the exhibition, suggesting that the ensemble could 
function as a theater, a place of spectacle, which it did on 
one occasion. But whereas commercial signs entice us to 
consume based on monetary exchange value, détourne-
ment invited the visitor to communicate in a social setting 
and to playfully engage with each other in using the space. 
In researching for the exhibition, the artist spoke with the 
university students regarding the history of the 1968 protests 
in Gießen, a city known for a certain leftist tendency. The 
[OLTL�VM�WYV[LZ[�HUK�ÄUKPUN�H�JVSSLJ[P]L�ZWHJL�OHK�ILJVTL�
very topical with the threat of tuition fees and cuts to the uni-
]LYZP[`»Z�I\KNL[��IYPUNPUN�Z[\KLU[Z�[V�WYV[LZ[�PU�[OL�/LZZLU�
state capital Wiesbaden.

*VTT\UPJH[PUN�PU�H�UVU�WYVÄ[HISL�ZLUZL�HUK�WYVWVZPUN�[OL�
idea of a collective space could be regarded as further quali-
ties of the subversive and I think this is an aspect brought 
V\[� PU�2U\[�,JRZ[LPU»Z� JVUZ[Y\J[PVUZ!� PTHNPUH[P]L� PU[LYZWH-
tial communication. But I have asked him to insert his own 
thoughts here on the notion of disobedience, urban space 
and his work. We will take this collaboration as a point of de-
WHY[\YL�MVY�M\Y[OLY�L_WSVYPUN�HUK�YLÅLJ[PUN�\WVU�W\ISPJ�ZWHJL�
in Berlin. 

Knut Eckstein Speaking on the Strategy of the Provisional3
I started thinking about the installation for Giessen from the 
WLYZWLJ[P]L� VM� [OL� PTWVY[HUJL� VM� [OL� ��»� Z[\KLU[� WYV[LZ[Z�
that occurred in this small university city that lacks any other 
JVTWHYHISL� IPN� L]LU[� [V� JVTTLTVYH[L�� ;OL� ÄYZ[� MVV[HNL�
PTHNLZ� 0� MV\UK� VU� [OL� ^LI� KPZWSH`LK� HU� VYNHUPaH[PVU� VM�
meetings in public space that can be formulated as a (re)
action of civil disobedience.  The demonstrators were even 
using signs and signals that are forbidden in public (e.g. the 
Swastika) to protest against the so-called leading class opin-
ion and power. This led to the contribution of an installation 
WPLJL�[OH[�Ä[Z�[OL�ULLKZ�VM�TLL[PUN�HUK�KPZJ\ZZPUN�PU�W\ISPJ�
at an exhibition hall. Insisting on the importance of entering 
[OL�HY[^VYR��ZP[[PUN�VU�P[��[O\Z�YLJHSSZ�¸ZP[�PUZ¹�MYVT�[OL���Z�[V�
make it work as a critical platform for thought and meaning. 
Making the surface like liquid and moldy, like scratched and 

tagged through the use of high-gloss car paint and other 
materials, I tried to get the user intrigued and disgusted at 
the same moment and to make him/her become aware that 
a user of the space has to possibly overcome his/her own 
IVYKLYZ�[V�THRL�H�JVUZJPV\Z�KLJPZPVU�VM�[OPURPUN�KPɈLYLU[S �̀�
Also to be inside or invited to a communicative open space, 
to commemorate the city itself in the installation, I also used 
the cable-light sign at the entrance of the exhibition reading 
¸2PUV¹�MYVT�P[Z�IHJRZPKL��

;V�TL�P[»Z�PTWVY[HU[�[V�[YHUZMVYT�H�NP]LU�MVYTH[PVU�VM�NYV\UK�
space or meaning in a way to work out new content beyond 
P[Z�SLNHSPaLK�\UKLYZ[HUKPUN�
Ephemeral materials, velocity and rawness get almost no 
common allowance in public, but point out the moment of 
transgression and transition into new orders, rules or align-
TLU[�� :LHYJOPUN� MVY� IVYKLYZ� [V� KLZ[HIPSPaL�� ]PL^Z� [V� ZOPM[��
Y\SLZ� [V� ZJY\[PUPaL� VY� [V� X\LZ[PVU�� PU� ����� 0� ZL[� \W� H� [LT-
porary large scale rope-light sign and deliberately vague 
JHYKIVHYK� IV_� PUZ[HSSH[PVU� VU� H� ZJHɈVSKPUN� ILHT�THYRPUN�
the entrance to a big construction site for a future fun park 
JHSSLK�ZWHJLWHYR��;OL�ZPNUPÄLK�JVYWVYH[L�PKLU[P[`�JVUM\ZLK�
the viewer in its layout and presentation and led to question-
ing the whole site.
The fun park actually closed down again after only 3 months 
of operating.

2010: After being invited to the show ‘open light in private 
ZWHJL»��0�KLJPKLK�[V�HS[LY�H�ZWHJL�PTWSPJP[S`�WYP]H[L��H�ZTHSS�
garden house) into a refreshment stand. Its deliberately pro-
visional sign of one of the best internationally known bev-
LYHNLZ�IYHUK�O\UN�MYLL�ÅVH[PUN�V]LY�[OL�YVVM[VW�VM�[OL�O\[�
PU]P[PUN�[OL�]PL^LY�[V�LU[LY�HUK�\ZL�HU�V]LYZPaLK�JVTTLYJPHS�
vending machine inside the small hut to get a self-labeled 
beverage from the above mentioned brand subverting its im-
age and philosophy.

������)\KHWLZ[!�0�ZL[�\W�H�OPNO�IHTIVV�ZJHɈVSKPUN�O\UN�VU�
the façade of a contemporary 5-story building displaying the 
multilayered logo of one of the biggest oil companies in the 
world and an accompanying double yellowish red star that 
is illegal in Hungary at the moment if it is displayed in red. 
This conveys a reading of corporate identities in ambiguous 
ways when connected to historical facts of both German and 
Hungarian history.



 �

0U�[OL�ZHTL�^H �̀�H�JVTWHYHIS`�ZTHSS�^VYR�IYHUKZH[a��IYHUK�
VY�ÄYL�HUK�ZLU[LUJL��MYVT�������TH[LYPHS!�JHISL�SPNO[��IHT-
IVV��^PYL����_���_���T��JVUZ\S[Z�[OL�YVSL�VM�ZPNUPÄLY�HUK�ZPNUP-
ÄLK�PU�P[Z�[P[SL�HUK�]PZ\HSPaH[PVU�

*VSSHIVYH[P]L�+YPM[PUN�H[�)LILSWSH[a

2U\[� ,JRZ[LPU»Z� PUZ[HSSH[PVUZ� HYL� J\YPV\ZS`� Q\_[HWVZLK� PU[V�
given situations. They draw from their environments, re-
arranging textual, visual and structural materials to stimu-
late alternative, but site-inherent modes of communication. 
In considering how a critically artistic approach to space 
could broaden conventional modi of perception, we ques-
tioned the role that signs play in charging spaces with con-
tent. We propose that a subversively playful approach to the 
built environment can detour meaning systems and open it 
up to thinking in terms of the provisional in which potential 
associations are brought into focus. Employing the method 
of the dérive, or the drift, the Situationists wandered about 
the city letting themselves be led by ambiences, discovering 
socio-psychological relations, often the result of unintend-
ed arrangements (Sadler, 1998). Exploring Berlin, we were 
KYH^U�[V�H�JV\U[LYWVSL� [V�7V[ZKHTLY�7SH[a!�)LILSWSH[a�VU�
<U[LY�KLU�3PUKLU��3PRL�7V[ZKHTLY�7SH[a��P[�PZ�PU[LUKLK�[V�IL�
a representational area, which is currently in a state of transi-
tion. Also known as the Forum Fredericianum, it evolved as a 
YLHSPaH[PVU�VM�2PUN�-YLKLYPJR�00»Z��-YLKLYPJR�[OL�.YLH[»Z��WSHUZ�
for a cultural center and consisted of the Royal Opera House 
�[VKH`�[OL�:[H[L�6WLYH�/V\ZL���:[��/LK^PN»Z�*H[OLKYHS��[OL�
Royal Library (today a part of the Humboldt University) and 
the Prince Heinrich Palais (today the main building of Hum-
boldt University) (Böhne and Schmidt, 2000). It represented 
Prussian Berlin as a cultural center and as a place of tol-
erance (the Catholic cathedral in the Protestant kingdom) 
and was later transformed into a site of intolerance when 
National Socialist students burnt the books of hundreds of 
writers, publicists, philosophers and scientists on May 10, 
1933 (Roth and Frajman, 1999). The event is now remem-
bered through the memorial Bibliothek (Library, 1995) by the 
Israeli artist Micha Ullman and a plaque with a quote by the 
.LYTHU�1L^PZO�^YP[LY�/LPUYPJO�/LPUL���������¸;OH[�^HZ�VUS`�
a prelude, there where they burn books, in the end they burn 
WLVWSL�¹�)PISPV[OLR�PZ�LHZPS`�V]LYSVVRLK�HZ�P[�JVUZPZ[Z�VM�HU�
\UKLYNYV\UK�HUK�LTW[`�SPIYHY`�¶�LTW[`�^OP[L�IVVRZOLS]LZ�

¶�[OH[�JHU�VUS`�IL�]PL^LK�[OYV\NO�H�NSHZZ�WSH[L��^OPJO�VM-
[LU�TVYL�YLÅLJ[Z�IHJR�[OVZL�SVVRPUN�PU[V�P[��-VSSV^PUN�>VYSK�
War II, the ensemble became part of the Soviet Sector and 
^HZ�YLUHTLK�)LILSWSH[a�PU�� ���HM[LY�(\N\Z[�)LILS��H�JV�
founder of the Social Democratic Party and publicist (Böhne 
and Schmidt, 2000). 

)LILSWSH[a�PZ�[O\Z�HUV[OLY�ZP[L�VM�SH`LYLK�HUK�JVUÅPJ[LK�OPZ-
tories, and is momentarily dominated by large construction 
containers used for the extensive and long renovations of 
[OL�:[H[L�6WLYH�/V\ZL��(�THPU�ZPNUPÄLY�VM�[OL�HYLH»Z�OPZ[VY �̀�
H�Z[H[\L�VM�-YLKLYPJR�[OL�.YLH[��PZ�UV^�JV]LYLK�̂ P[O�ZJHɈVSK-
ing, transforming it into a type of playground object. What 
interested us in the area was not in fact its representational 
character, but a new level of meaning which it momentarily 
JHSSZ�\W�[OYV\NO�[OL�JVU[HPULYZ�HUK�NYHɉ[P�VU�[OL�SHYNL�JSVJR�
PU� [OL�ZX\HYL� YLHKPUN� ¸YLM\NLLZ�^LSJVTL¹�HUK�¸�����)SLP-
ILYLJO[�¹�7HYHNYHWO����YLMLYZ�[V�[OL�¸YPNO[�VM�YLZPKLUJ`¹�MVY�
those seeking asylum for humanitarian reasons, which has 
been a very current theme throughout Europe with debates 
taking place on the rights of asylum seekers and also on the 
problem of appropriate housing for the refugees. 

:PUJL� PKLHS� ]PL^Z� VM� )LILSWSH[a� HYL� UV^� VIZJ\YLK� I`� [OL�
I\PSKPUN�JVU[HPULYZ�HUK�ZJHɈVSKPUN��PTHNLZ�VM�VWLYH�WLYMVY-
mances are being displayed around the construction area 
and remind the visitor that this is in fact the site of the famous 
opera house. This is a cogent contrast, as the construction 
objects also recall elements of makeshift dwellings, again 
calling into consciousness a current need for socially func-
tioning spaces and not just representational ones. Groups 
of tourists are guided through the square and told how to 
comprehend it, as its importance is not so readily apparent. 
There is a tension between how the area should be, how it 
now is, and how it could be. The subversiveness is a potenti-
ality inherent in the urban ensemble - as its objects now (pro-
visionally) relate to each other - that highjacks the vision of 
the space through an insertion of an opposed and imagined 
spatial experience. The current transitory character points 
both to an ideal future vision of the square, while also allow-
PUN� MVY�JYP[PJHS� YLÅLJ[PVU�VU� [OL�\ZL�HUK�W\YWVZL�VM�W\ISPJ�
spaces. Questions arise as to whom they are designed for, 
how such spaces can truly express a sense of inclusion, and 
how they can facilitate meaningful discourses. Inserted into 
OPZ[VYPJHSS`�HUK�J\S[\YHSS`�JOHYNLK�ZP[LZ�� [OL�WOYHZLZ� ¸YLM\-
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NLLZ�^LSJVTL�¹�¸�����)SLPILYLJO[¹�HUK�¸9H\T¹�ZSPW�[OYV\NO�
the cracks of staged spatial images, recalling the unique-
ness of the present spatial conditions. Subversive signs and 
acts, coupled together with the contingent provisional states 
[OL`�HYL�UV^�PU��[YHUZMVYT�THU`�VM�)LYSPU»Z�W\ISPJ�HYLHZ�PU[V�
WV[LU[PHS�ZWHJLZ�MVY�[OPURPUN�VM�[OL�JP[`�KPɈLYLU[S �̀�

Conclusion

With the opening up of the Berlin Wall in 1989 and with Ger-
THU�9L\UPÄJH[PVU�PU��  ���)LYSPU�ILNHU�H�WYVJLZZ�VM�[YHUZ-
formation in which past and forgotten associations resur-
faced and new ones were posited. Not only did repressed 
and neglected memories reemerge, but other histories were 
abased, such as with the destruction of the Palace of the Re-
public to be replaced by an attenuated modern reconstruc-
tion of the City Palace of Berlin (Berliner Stadtschloss). Pots-
KHTLY�7SH[a�YLJHSSZ�\YIHU�SLP[TV[PMZ��Z\JO�HZ�LHYS`�[^LU[PL[O�
century Chicago, rather than just the prewar ensemble. The 
city remains a kaleidoscope of contrasting spatial-temporal 
arrangements. Into what coherent form the city shall develop 
remains in question. Its still present transitional character is 
in fact the source of its evocative draw. Out of this complexi-
[`�LTLYNLZ�HU�PUJYLHZPUN�KYP]L�[V�\UPM`�)LYSPU»Z�\YIHU�]PZPVUZ��
`L[�[OL�JP[`�Z[PSS�VɈLYZ�[OL�WVZZPIPSP[`�MVY�JYLH[P]L�LUNHNLTLU[��
Such a rethinking has been proposed here in terms of a sug-
gestive expansion of sites which the recipient is called to 
self-consciously engage with and create. Artistic production 
has been understood as the playful production of space in 
which normative spatial arrangements are corrupted to give 
voice to a type of social dreaming. Public sites thus can be 
potentially produced in the activity of interspatial thinking. 

Notes

1 Work on this project was funded through a Presidential Fel-
lowship for Faculty Development from the Savannah College 
of Art and Design.

2 This was part of a series of exhibitions titled Kunstge-
ZJOPJO[L�\UK�aLP[NLU�ZZPZJOL�2\UZ[�¶�(Y[�/PZ[VY`�HUK�*VU-
[LTWVYHY`�(Y[�¶�VYNHUPaLK�I`�7YVM��4HYJLS�)H\TNHY[ULY�HUK�
the Institute of Art History at the Justus Liebig University 
in Gießen together with the Neuer Kunstverein Gießen un-
der the directorship of Markus Lepper. Available at: http://
www.giessen-tourismus.de/de/termine-tickets/ausstellun-

gen/269/

3 The following section encompasses remarks by Knut Eck-
stein from September 2014 regarding his work as a subver-
sion of normative spatial experiences.
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Figure 3: Knut Eckstein, spacepark, logosign and box accumulation, 2002 

Figure 4: Knut Eckstein, ‘unsicheres terrain (on a shaky ground), Budapest, 2012
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As a photographer and publicist, I have seen how the docu-
TLU[H[PVU�VM�NYHɉ[P�OHZ�ZOHWLK�NYHɉ[P�WYHJ[PJLZ�PU�H�KPHSLJ-
tical process. Since 1988, I have been a part of this, and I will 
OLYL�YLÅLJ[�VU�OV^�[OLZL�KPHSLJ[PJZ�OH]L�JOHUNLK�V]LY�[PTL��
Since my space is limited, I will build my case on personal, 
ÄYZ[�OHUK��L_WLYPLUJL��0�Z\NNLZ[�[OH[�[OPZ�JHU�IL�KL]LSVWLK�
in future analysis of empirical data.

4`�LHYSPLZ[�YLJVSSLJ[PVU�VM�NYHɉ[P�PZ�^OLU�0�HZ�H�JOPSK�]PZP[LK�
H�WPaaLYPH�^P[O�T`�IHI`ZP[[LY��6U�[OL�[LSL]PZPVU�TV\U[LK�VU�
[OL� WPaaLYPH� ^HSS�� H� Z[VY`�^HZ� HPYLK� HIV\[� `V\[OZ� WHPU[PUN�
the subway trains of New York. The creativity and energy 
[OH[�[OL�NYHɉ[P�^YP[LYZ�IYV\NO[�HIV\[�^HZ�WHPYLK�^P[O�HU�PU-
trinsic mix of individuality and community. This inspired me. 
0�^HZ�LSL]LU�`LHYZ�VSK�HUK�Z[HY[LK�ZRL[JOPUN�NYHɉ[P� SL[[LYZ�
and even wrote some signatures in the subway. However, my 
PU[LYLZ[�MHKLK�ILJH\ZL�0�KPKU»[�ÄUK�HU`�NYHɉ[P�JVTT\UP[`�VY�
NYHɉ[P�^YP[PUNZ�PU�T`�ULPNOIVYOVVK�H[�[OPZ�[PTL��@LHYZ�SH[LY��
I found out it was the documentary Style Wars (Chalfant and 
:PS]LY��� ����[OH[�OHK�ILLU�HPYLK�VU�VUL�VU�:^LKLU»Z�[OLU�
two national television channels that Friday evening in Sep-
tember 1984, thus making a nation wide impact.

0U� � ���� 0� ILJHTL� M\SS`� H^HYL� VM� [OL� ZPNUPÄJHUJL� VM� :[`SL�
>HYZ�� PU� HKKP[PVU� [V�H� ML^�V[OLY�KLWPJ[PVUZ�VM�NYHɉ[P� MYVT�

New York. By then this had made a huge imprint on teenag-
ers from distant parts of Stockholm who had built an infor-
THS�UL[^VYR�\ZPUN�[OL�JP[`»Z�Z\I^H`�HUK�JVTT\[LY�Z`Z[LT��
,]LU�PM�[OLYL�̂ HZ�H�ZPNUPÄJHU[�HTV\U[�VM�NYHɉ[P�PU�:[VJROVST�
by 1987, the amount of publications on both foreign and lo-
JHS� NYHɉ[P�^HZ� ZWHYZL�� ;OL� PUJYLHZLK�HTV\U[� VM� NYHɉ[P� PU�
:^LKLU�^HZ�YLÅLJ[LK�PU�H�THZZ�TLKPH�JV]LYHNL�JOHYHJ[LY-
PaLK�I`�TVYHS�WHUPJ��/HUULYa�HUK�2PT]HSS���������4`�MYPLUK�
Tobias Barenthin Lindblad and I were rookies,  or (according 
[V�[OL�NYHɉ[P�]LYUHJ\SHY�[OH[�^L�Z[\KPLK�PU�[OL�ML^�(TLYPJHU�
IVVRZ�H]HPSHISL��^L�^LYL�[V`Z��:PUJL�^L�OHKU»[�LZ[HISPZOLK�
YLZWLJ[LK�WVZP[PVUZ�^P[OPU�NYHɉ[P�J\S[\YL��^L�^LYL�HSZV��[V�H�
SHYNL�L_[LU[��J\[�V\[�VM�[OL�PUMVYTHS�PUMVYTH[PVU�ÅV �̂�

Despite our inexperience, we had an SLR camera each, 
^OPJO� ILULÄ[LK� \Z� NYLH[S`� HZ� ^L� Z[HY[LK� WYVK\JPUN� V\Y�
V^U�PUMVYTH[PVU�VU�JVU[LTWVYHY`�NYHɉ[P��;OL�WOV[V�X\HSP[`�
produced with our cameras also caught the interest of well-
established writers. Like many other kids we would watch 
out the windows of subway and commuter trains and where 
^L�ZH^�H�SV[�VM�NYHɉ[P��^L�^V\SK�^HSR�IHJR�HSVUN�[OL�[YHJRZ�
to study and document it. Our travels took us to parts of 
Stockholm and other cities across Europe we had never vis-
P[LK�ILMVYL� �HUK�WYVIHIS`�UL]LY�^V\SK�OH]L� PM� P[�^HZU»[� MVY�
NYHɉ[P���0UP[PHSS`�[OLZL�WOV[VZ�^LYL�\ZLK�MVY�WLYZVUHS�PUZWPYH-

  Invited author

 

;OL�KPHSLJ[PJZ�VM�NYHɉ[P�Z[\KPLZ
H�WLYZVUHS�YLJVYK�VM�KVJ\TLU[PUN�HUK�W\ISPZOPUN�VU�NYHɉ[P�ZPUJL�� ���

Malcolm Jacobson
Department of Sociology, Stockholm University
S-106 91 Stockholm, Sweden
mail@malcolmjacobson.org 

 

Abstract

;OLYL�PZ�HU�HI\UKHUJL�VM�IVVRZ��THNHaPULZ��ÄSTZ�HUK�PU[LYUL[�MVY\TZ�KLKPJH[LK�[V�NYHɉ[P��/V^�[OPZ�KVJ\TLU[H[PVU�OHZ�
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���

tion, but eventually our self-imposed vocation would lead us 
to professional careers in photography and publishing. We 
MV\UK�[OH[�NYHɉ[P�J\S[\YL�PZ�]LY`�^LSJVTPUN�HZ�SVUN�HZ�`V\�
are willing to prove your sincere commitment through hard 
work, usually through intensive bombing or a mastery of 
style painting (e.g. Barenthin Lindblad and Jacobson, 2011). 
5VUL[OLSLZZ��V\Y�JVTTP[TLU[�WYPUJPWHSS`�TH[LYPHSPaLK�P[ZLSM�
in printed matter as opposed to paintings on walls. 
There have been considerable changes in the available type 
and amount of published information since I began docu-
TLU[PUN� NYHɉ[P� PU� � ���� 0� Z\NNLZ[� H� JVUJLW[\HSPaH[PVU� VM�
[OL�KPHSLJ[PJ�YLSH[PVU�IL[^LLU�NYHɉ[P�HUK�W\ISPZOPUN�PU�MV\Y�
stages. These are theoretical ideal type constructions that 
will overlap in real life. Each new stage does not supersede 
the previous stages, rather it adds to them.1

���6\[ZPKL�VIZLY]LYZ�¶�HWWYV_��MYVT�� ��
���:LSM�W\ISPZOPUN�¶�HWWYV_��MYVT��  �
���:\IJ\S[\YHS�WYVMLZZPVUHSPaH[PVU�¶�HWWYV_��MYVT�����
���:VJPHS�TLKPH�¶�HWWYV_��MYVT�����

0�^PSS�JVUJLU[YH[L�VU�[OL�ÄYZ[�[OYLL�Z[HNLZ�ZPUJL�[OLZL�HYL�[OL�
ones I have had most experience of. I will then conclude with 
ZVTL�IYPLM�YLÅLJ[PVUZ�VU�[OL�J\YYLU[�MV\Y[O�Z[HNL��0�^PSS�KPZ-
cuss the stages in the perspectives of technique, participant 
HUK�VIZLY]LY�WVZP[PVUZ��HZ�^LSS�HZ�PUMVYTH[PVU�ÅV^�HUK�JVU-
trol. This can further be related to perceived and constructed 
audience and social borders, age, power, economics, infor-
mal learning processes, and several other aspects that I will 
only be able to foreshadow.

���6\[ZPKL�VIZLY]LYZ�HUK�SVJHS�NYHɉ[P�^YP[LYZ

Like most youths outside of New York who were interested 
PU�NYHɉ[P� PU�[OL���»Z��0�KL]V\YLK�L]LY`[OPUN�0�JV\SK�ÄUK�V\[�
HIV\[� P[��;OH[�JVUZPZ[LK�VM�HIV\[�Ä]L�IVVRZ��H� ML^� YLJVYK�
covers, a few movies, out of which a couple circulated on 
poor VHS copies, and occasional music videos one might 
happen to see blaring on a TV at some random fast food res-
taurant. The limited number of publications made my friends 
HUK�0�X\P[L�PUKPɈLYLU[�VM�NLUYL�IV\UKHYPLZ��>L�KPKU»[�THRL�
much distinction between a video on MTV or a book by a 
social anthropologist. 
;̀ WPJHSS`�H[�[OPZ�Z[HNL�PU�[OL�KPHSLJ[PJZ�IL[^LLU�NYHɉ[P�HUK�
W\ISPZOPUN��[OLYL�̂ V\SK�IL�H�IPN�KPZ[HUJL�IL[^LLU�[OL�NYHɉ[P�

^YP[LYZ�HUK�[OLPY�VIZLY]LYZ��;OPZ�^HZ�YLÅLJ[LK�PU�HNL��NLVN-
YHWO �̀�[PTL��HUK�WLYZWLJ[P]L�VM�NYHɉ[P��)\[�ZPUJL�[OL�HTV\U[�
of information was limited these distances were bridged over 
I`�V\Y�Z[YVUN�KLTHUK�MVY�PUMVYTH[PVU��;OPZ�PZ�^O`�^L��HZ�ÄM-
teen-year-old kids from Sweden and elsewhere, read Getting 
Up by Craig Castleman (1982), an American social science 
KPZZLY[H[PVU��>OH[�^L�KPKU»[�THZ[LY� PU� SHUN\HNL��^L� SLHYU[�
on the way. Us teens treated the available publications on 
NYHɉ[P�SPRL�JHUVUPJHS�KVJ\TLU[Z��)\[�K\L�[V�KPZ[HUJL��PU�HSS�
the aspects mentioned above, the information available did 
not quite correspond to our time and place. During the sec-
VUK�OHSM�VM�[OL�� ��»Z�[OLYL�^HZ�WSLU[`�VM�NYHɉ[P�PU�,\YVWL�
and elsewhere. By then youths were inspired by what they 
saw around them, rather than by documentations from New 
@VYR��HS[OV\NO�[OLZL�JVU[PU\LK�[V�WSH`�H�ZPNUPÄJHU[�YVSL���

;OL� SPTP[LK� HUK� ZSV^� PUMVYTH[PVU� J\S[P]H[LK� SVJHS� NYHɉ[P�
Z[`SLZ�� 0[�^HZ�WVZZPISL� MVY� H� [YHPULK� NYHɉ[P� JVUUVPZZL\Y� [V�
YLJVNUPaL�H�WHY[PJ\SHY�Z[`SL�HUK�[LSS�^OPJO�JP[`� �VY�WHY[�VM�H�
JP[`��P[�VYPNPUH[LK�MYVT��:[VJROVST�PU�[OL���»Z�KPZ[YPI\[LK�PU-
MVYTH[PVU�VU�YLJLU[�NYHɉ[P� PU�[OL�ZHTL�^H`�[OH[�5L^�@VYR�
OHK�KVUL�PU�[OL���»Z��0U�VYKLY�[V�Z[H`�J\YYLU[��`V\�OHK�[V�NL[�
on the train tracks to actually see what had been painted or 
THRL� [OL�LɈVY[� [V�TLL[�WLVWSL�^OV�^LYL�KVPUN� P[�� ;VIPHZ�
HUK�0�OHKU»[�THZ[LYLK�NYHɉ[P�Z[`SL�`L[��UVY�KPK�^L�OH]L�V\Y�
names up in the streets or on the trains. But we were lucky 
[V�Y\U�PU[V�H�NYHɉ[P�^YP[LY�[OH[�^V\SK�ZOV^�\Z�HYV\UK��HUK�
teach us the unwritten rules and codes: Jacob Kimvall who 
was a year older than us. He would eventually team up with 
\Z�PU�V\Y�PUMVYTHS�SLHYUPUN�WYVJLZZ�HZ�NYHɉ[P�W\ISPJPZ[Z�

0U�[OPZ�Z[HNL��KPYLJ[�LUJV\U[LYZ�^P[O�[OL�^HSSZ�VM�[OL�JP[`�ÄSSLK�
a cardinal function, i.e. to see which writers had style and 
^LYL�¸\W¹��0U�V[OLY�[LYTZ��^OV�THUPMLZ[LK�[OLPY�JVTTP[TLU[�
[V� [OL� NYHɉ[P� JVTT\UP[ �̀� *VTWSLTLU[HY`� [V� [OPZ�� [OL� VYHS�
HUK� ]PZ\HS� Z\IJ\S[\YHS� PUMVYTH[PVU� ÅV^� OHK� SPURZ� IL[^LLU�
many countries. At this time, information was treated like 
industry secrets, those who had photos of new styles from 
other cities and countries often kept them to themselves. 
Control over information gave a certain amount of power 
^P[OPU�SVJHS�NYHɉ[P�ZJLULZ�2 This power is still exercised, for 
instance, some writers choose not to put their pieces online 
and occasionally even ask others not to publish their work, 
VY�[V�YLTV]L�P[�MYVT�[OL�0U[LYUL[��/HUULYa��\UW\ISPZOLK��
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���:LSM�W\ISPZOPUN�HUK�PU[LYUH[PVUHS�UL[^VYR

0U�4HYJO��  ���0�WHY[PJPWH[LK�PU�W\ISPZOPUN�[OL�ÄYZ[�PZZ\L�VM�
Underground Productions (UP) in a print run of 320 black 
HUK�^OP[L�VɈZL[�WYPU[LK�JVWPLZ��[VNL[OLY�^P[O�;VIPHZ�)HYLU-
[OPU�3PUKISHK��1HJVI�2PT]HSS�HUK� [OL�NYHɉ[P�^YP[LYZ�)VU\Z�
and News. UP had an ambition: to give a true and just depic-
[PVU�VM�NYHɉ[P��;OPZ�^V\SK�JVTWSLTLU[�^OH[�^L�WLYJLP]LK�
HZ�H�IPHZLK�KLWPJ[PVU�VM�NYHɉ[P�PU�NLULYHS�THZZ�TLKPH�HUK�
H� SHJR�VM� PUMVYTH[PVU�HIV\[�JVU[LTWVYHY`�NYHɉ[P��>L�ZVVU�
KPZJV]LYLK�[OH[�ULP[OLY�[OL�LKP[VYPHS�Z[HɈ�UVY�[OL�YLHKLYZ�HS-
^H`Z� HNYLLK� VU�^OH[� [OPZ�TLHU[�� 5VUL[OLSLZZ� V\Y� LɈVY[Z�
were appreciated. Within the same year, two more issues 
were released in 1000 and 1500 copies. 

We were teenagers without much knowledge of the printing 
industry. But the developing technique of desktop publish-
PUN�THKL�THNHaPUL�KLZPNU�HJJLZZPISL�MVY�SHYNLY�NYV\WZ�HUK�
ZW\YYLK�H�YHWPKS`�PUJYLHZLK�X\HSP[`�VM�THNHaPUL�W\ISPJH[PVUZ��
HZ�^LSS�HZ�YHPZPUN�[OL�ZRPSS�SL]LS�HUK�JVUÄKLUJL�VM�\Z�W\ISPZO-
LYZ��)`�[OL�TPK��  �»Z��[OL�U\TILY�VM�NYHɉ[P�THNHaPULZ�PU�
,\YVWL� HUK� LSZL^OLYL� OHK� PUJYLHZLK� ZPNUPÄJHU[S �̀� HUK� I`�
[OLU�P[�^HZ�Z[HUKHYK�[V�WYPU[�[OLZL�THNHaPULZ�PU�M\SS�JVSVY��

7YL]PV\Z�[V�[OPZ�THNHaPUL�IVVT��H�OHUK�M\SS�VM�WLVWSL�PU�NYHM-
Ä[P�ZJLULZ�HYV\UK�[OL�NSVIL�OHK�MLS[�[OL�ZHTL�\YNL�HZ�^L�[V�
WYVK\JL�WOV[VZ�VM�NYHɉ[P�PU�H�Z`Z[LTH[PJ�^H �̀�I`�[YH]LSSPUN�
the train lines of their cities. In his dissertation, Jacob Kimvall 
(2014: 39) suggests within-subculture-documentarians to be 
labeled chroniclers. We were not simply documenting an ex-
PZ[PUN� YLHSP[ �̀�I\[� YH[OLY�WHY[PJPWH[PUN� PU�JVUZ[Y\J[PUN�NYHɉ[P�
as a phenomenon. Kimvall also points out that the practice 
VM�JOYVUPJSPUN�^P[OPU�NYHɉ[P�PZ�\UKLY�[OLVYPaLK�

These images and this network served as a foundation for 
[OL�THNHaPULZ�[OH[�KLZR[VW�W\ISPZOPUN�OHK�MHJPSP[H[LK��4HU`�
of us chroniclers traded photos over national borders and 
continents. This was an informal reciprocal economy where 
an equal exchange of photos was expected. These photos 
were required to have the same quality (concerning both 
WOV[VNYHWOPJ� [LJOUPX\L� HUK� Z[`SL� VM� [OL� NYHɉ[P� KLWPJ[LK�"�
otherwise the established trade link would fade. In addition 
[V�[YHKPUN�WOV[VZ�[OL�LKP[VYPHS�Z[HɈ�H[�<7��PUP[PHSS`�TLL[PUN�PU�
T`�TV[OLY»Z�HWHY[TLU[��^HZ�UV^�ZLUKPUN�IV_LZ�VM�THNH-
aPULZ�MVY�PU[LYUH[PVUHS�[YHKL��>L�HWWSPLK�[OL�ZHTL�Y\SLZ�OLYL!�
VUL� THNHaPUL� VM� LX\HS� X\HSP[`� HNHPUZ[� HUV[OLY�� :VVU� ^L�

^LYL�Z\WWS`PUN�VWLU�TPUKLK�THNHaPUL�Z[VYLZ�HUK�OPW�OVW�
JSV[OPUN� ZOVWZ� ^P[O� KVaLUZ� VM� KPɈLYLU[� NYHɉ[P� THNHaPULZ�
MYVT�HYV\UK�[OL�^VYSK��+\YPUN�[OL�ZLJVUK�OHSM�VM�[OL��  �»Z��
ZLSM�W\ISPZOLK�NYHɉ[P�ÄSTZ�^LYL�HKKLK�

;OLZL� THNHaPULZ� ILJVTL� ZVTL^OH[� SPRL� UH[PVUHS� PUZ[P[\-
[PVUZ�HUK�O\IZ�PU�HU�PU[LYUH[PVUHS�UL[^VYR��;OL`�VɈLYLK�PU-
ternational fame to writers that had been local heroes and 
increased the speed and spread of information. This also 
JHTL�^P[O�H�^H]L�VM�JYP[PJPZT�[OH[�HJJ\ZLK�[OL�THNHaPULZ�
VM�UV[�YLÅLJ[PUN�[OL�ZJLUL�PU�H�JVYYLJ[�THUULY��;OL�JSHZZP-
JHS�KLIH[L�^P[OPU�NYHɉ[P�JVUJLYUPUN�[OL�WYPTHJ`�VM�X\HU[P[`�
or quality (with respect to placement and risk) was vivid at 
<7»Z�LKP[VYPHS�TLL[PUNZ��<7�^V\SKU»[�\Z\HSS`�WYPU[�H�M\SS�WHNL�
of images depicting the same tag, even if that writer totally 
dominated a city. Pieces that would be interesting to study 
in detail were preferred.

:VTL�^YP[LYZ�HYN\LK�[OH[�NYHɉ[P�ZOV\SK�IL�L_WLYPLUJLK�ÄYZ[�
hand, without mediation or someone editing and controlling 
PUMVYTH[PVU�ÅV �̂�;OPZ�PZ�H�UV[L^VY[O`�WLYZWLJ[P]L�I\[�KVLZ�
UV[�HJRUV^SLKNLTLU[�[OH[�MHTL�^P[OPU�NYHɉ[P�^HZ�I\PS[�MYVT�
long ago by telling stories, narrating myths, and creating leg-
LUKZ��H�WYHJ[PJL�PU�^OPJO�WLVWSL�HS^H`Z�OHK�KPɈLYLU[�ZRPSSZ�
and positions. 

;OPZ� Z[HNL� PU� ZLSM�W\ISPZOPUN� VM� NYHɉ[P�TLKPH�� PU�THU`� YL-
ZWLJ[Z�� Z[VVK� PU� VWWVZP[PVU� [V� [OL� Z[HNL� JOHYHJ[LYPaLK� I`�
outside observers.3 Compared to a few years earlier, the 
amount of information was abundant, the distance in time 
^HZ� ZOVY[LY�� [OL� WYVK\JLYZ� VM� [OL� THNHaPULZ� JHTL� MYVT�
^P[OPU� [OL� NYHɉ[P� J\S[\YL� HUK�^LYL� [OL� ZHTL�HNL� HZ� V[OLY�
NYHɉ[P� ^YP[LYZ�� ;OL� UL[^VYR� VM� NYHɉ[P� W\ISPZOLYZ� IYPKNLK�
over long distances (Macdonald, 2001). But since these dis-
tances in the dimensions mentioned above were shorter, the 
feeling of global community and closeness was enhanced. 
5V[�ILMVYL�SVUN��[OL�PUJYLHZPUN�ÅV^�VM�PUMVYTH[PVU�TP[PNH[LK�
[OL�HLZ[OL[PJ�KPɈLYLUJLZ�IL[^LLU�]HYPV\Z�JV\U[YPLZ�

���:\IJ\S[\YHS�WYVMLZZPVUHSPaH[PVU
.YHɉ[P�THNHaPULZ�^LYL�[`WPJHSS`�WYVK\JLK�I`�HTH[L\YZ�HUK�
^LYL�UVU�WYVÄ[�]LU\LZ��([�<7��^L�PU]LZ[LK�YL]LU\LZ�PU�YHPZ-
PUN�[OL�X\HSP[`�HUK�WYPU[�Y\U�VM�[OL�THNHaPUL��)`��  ���[OL�
print run was 4000 and by 1995, after three years in busi-
ness, the print run was 6000 copies, a considerate number 
MVY�HU�HY[�THNHaPUL�W\ISPZOLK�PU�H�ZTHSS�JV\U[Y`�SPRL�:^LKLU��
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What had started out as a hobby now looked much more like 
a profession. Along the way, we also had to learn sales and 
economics, but we still worked with this in our spare time. 
I had initiated a career as a freelance photographer and jour-
UHSPZ[��HSVUN�^P[O�[OL�W\ISPZOPUN�VM�THNHaPULZ��0U�[OPZ�SPUL�VM�
business, I had participated in publishing several books. By 
�  ���0�KLJPKLK�[V�W\ISPZO�H�IVVR�VU�:^LKPZO�NYHɉ[P�IHZLK�
on several years of documentation. This resulted in the book 
They Call Us Vandals (Jacobson, 2000) and a publishing 
OV\ZL�0�[OLU�MV\UKLK��+VR\TLU[�7YLZZ��H[�ÄYZ[�JHSSLK�+VR\-
ment förlag).

;OL�Z[HɈ�VM�<7�[VVR�HU�HJ[P]L�YVSL�PU�KPZ[YPI\[PUN�[OL�IVVR��
In 2003, Dokument Press published its second book, Over-
ground, which was edited by members of the UP editorial 
[LHT��;OL�UL[^VYR�[OH[�OHK�L]VS]LK�IL[^LLU�NYHɉ[P�THNH-
aPULZ�^HZ�KLJPZP]L�PU�[OL�KPZ[YPI\[PVU�VM�IVVRZ�PU�+VR\TLU[�
7YLZZ»Z� PUP[PHS� `LHYZ� ^OLU� IVVRZ� VU� NYHɉ[P� JVTWVZLK� [OL�
principal publishing program. 
6\Y� WYVMLZZPVUHSPaH[PVU� HNHPU� ^PKLULK� [OL� NHW� IL[^LLU�
[OL� VULZ� WYVK\JPUN� THNHaPULZ� HUK� [OL� NYHɉ[P� ZJLUL�� (Z�
the amount of work increased and more economic consid-
LYH[PVUZ� ^LYL� [HRLU� PU� W\ISPZOPUN� KLJPZPVUZ�� ¸[YHKP[PVUHS¹�
NYHɉ[P�IVVRZ�L]LU[\HSS`� JVUZPZ[LK�VM� H� ZTHSSLY�WHY[� VM� [OL�
W\ISPZOPUN�WYVNYHT��(TVUN� [OL� LKP[VYPHS� Z[HɈ� H[�<7�� [OLYL�
has been a movement from the perspective of insider to ob-
server that has increased over the course of twenty years. 
The last issue of UP was published in June 2012, twenty 
`LHYZ� HM[LY� [OL� ÄYZ[� PZZ\L��+VR\TLU[�7YLZZ�^HZ� \UHISL� [V�
ZWHYL�[PTL�[V�^VYR�VU�[OL�THNHaPUL��^OPJO�OHK�ILLU�H�WYV�
bono part of the publishing program) due to the workload 
with other publications. 

;OL�Z[HɈ�H[�<7�PZ�UV[�HU�L_JLW[PVU��THU`�VM�[OL�WLVWSL�[OH[�
WYVK\JLK�THNHaPULZ� HUK� ]PKLVZ� L]LU[\HSS`� \ZLK� [OLPY� HJ-
quired skills and network professionally as journalists, pho-
tographers, publishers, researchers, spray paint manufac-
turers and store owners. This should be discussed in relation 
[V�HU�PUJYLHZLK�WYVMLZZPVUHSPaH[PVU�HTVUN�NYHɉ[P�HY[PZ[Z��L�N��
Snyder, 2009).
Dokument Press and our professional careers might be de-
ZJYPILK� HZ� J\JRVVZ� YHPZLK� PU� [OL� Z\IJ\S[\YHS� ULZ[�� ÄUHSS`�
pushing the subculture out. But that is only a relevant de-
scription if you believe subcultures do possess some kind 
of static authenticity. Rather we, as subcultural publishers, 
embrace all the roles and stages we have experienced. We 

OH]L�TH[\YLK��HUK�ZV�OHZ�NYHɉ[P�� �>OLU�+VR\TLU[�7YLZZ�
published a book that Tobias Barenthin Lindblad edited with 
4HY[OH�*VVWLY»Z��������WOV[VZ�VM�LHYS`�5L^�@VYR�[HNZ�P[�^HZ�
like we entered a wormhole that brought us back to the roots 
MYVT�^OPJO�^L�OHK�ZLHZVULK�¶�*VVWLY»Z�WOV[VZ�OHK�ILLU�
amongst the most inspiring in the few American books that 
had reached Sweden when we where kids.

���:VJPHS�TLKPH�¶�IHJR�[V�ZLSM�W\ISPZOPUN

;OL�SHZ[�Z[HNL�0�OH]L�PKLU[PÄLK�PZ�[OL�WYLZLU[�ZP[\H[PVU�HUK�0�
^PSS�UV[�KL]LSVW�[OPZ�OLYL��V[OLY�[OHU�H�ML^�IYPLM�YLÅLJ[PVUZ�PU�
YLSH[PVU�[V�[OL�LHYSPLY�Z[HNLZ��;OL�YLN\SHY�W\ISPZOPUN�VM�NYHɉ[P�
THNHaPULZ�UV� SVUNLY�ÄSSZ� [OL�ZHTL�W\YWVZL�ZPUJL� [OL�TL-
dia landscape has shifted dramatically through the Internet 
HUK�ZVJPHS�TLKPH��;OPZ�^HZ�YLÅLJ[LK�PU�SV^LY�KLTHUK�MVY�<7�
HIYVHK�HUK�MVY�MVYLPNU�THNHaPULZ�PU�:^LKLU��

;OL� PUZ[P[\[PVUHS� YVSL� [OH[�THNHaPULZ� HUK� UPJOL� W\ISPZOPUN�
houses took forced editors like us to function as gatekeep-
ers deciding what to publish. Social media like Fotolog, 
Instagram, and Facebook do not have gatekeepers in that 
sense. Thus, the distance between the roles of document-
PUN�HUK�WHPU[PUN�NYHɉ[P�OHZ�KPTPUPZOLK��;VKH �̀�SV[Z�VM�WOV-
[VZ� MYVT� [OL� � ��»Z� HUK� �  �»Z� I`� JOYVUPJSLYZ�^OV� KPKU»[�
became publishers earlier surface on Internet, intermingled 
^P[O�H�[VYYLU[�VM�JVU[LTWVYHY`�NYHɉ[P�

At the same time the distance, in space and time, to the 
actual walls with paintings, has, in a sense, never been big-
ger. The need to actually travel and put yourself in front of 
a painted wall when it is still present has declined in op-
WVZP[L�WYVWVY[PVU�[V�[OL�PUJYLHZLK�W\ISPZOPUN�VM�NYHɉ[P��:[PSS�
[OL�Z`TIVSPJ�WV^LY�VM�ZP[L�ZWLJPÄJ�NYHɉ[P� PZ�HWWHYLU[�HUK�
VM[LU�YLÅLJ[LK�PU�[OL�WOV[VZ��.YHɉ[P� PZ�Z[PSS�HZ�T\JO�HIV\[�
context as style, something that Peter Bengtsen (2014) has 
discussed concerning street art. 

What is less apparent in the torrent of images on the Inter-
net is that the contemplative narration of stories has been 
pushed into the background in favor of a visual fragmentary 
ÅV �̂�/LYL��0�ILSPL]L�[OH[�^L�^OV�OH]L�KPZ[HUJLK�V\YZLS]LZ�
MYVT�[OL�Z\IJ\S[\YL�¶�I\[�Z[PSS�HYL�JSVZL�[V�P[�PU�[LYTZ�VM�L_-
WLYPLUJL�¶�OH]L�H� SV[� [V�VɈLY��LZWLJPHSS`� PU� [OLVYL[PJHS�WLY-
spectives. One topic to be studied in detail would be the 
KPHSLJ[PJZ�VM�NYHɉ[P�HUK�KVJ\TLU[H[PVU�[OH[�0�OH]L�ZRL[JOLK�
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above. The way I have discussed distance and closeness as 
well as participant and observer positions throughout this 
LZZH`�JHU�IL�YLSH[LK�[V�.LVYN�:PTTLS»Z��� ���B� ��D!�����
�����ZVJPHS�[`WL��¸[OL�Z[YHUNLY¹��HU�VIQLJ[P]L�VIZLY]LY�^P[O�H�
JVTWSPJH[LK�YLSH[PVU�[V�[OL�JVTT\UP[`!�¸[OL�KPZ[HUJL�^P[OPU�
this relation indicates that one who is close by is remote, but 
OPZ�Z[YHUNLULZZ�PUKPJH[LZ�[OH[�VUL�^OV�PZ�YLTV[L�PZ�ULHY�¹

4HSJVST� 1HJVIZVU� PZ� JV�MV\UKLY� VM� [OL� :^LKPZO� NYHɉ[P�
THNHaPUL� <UKLYNYV\UK� 7YVK\J[PVUZ� �<7�� HUK� MV\UKLY� VM�
Dokument Press, a leading international publisher on urban 
culture. Jacobson is currently graduate student in Sociology 
at Stockholm University.
More information on Dokument Press at www.dokument.org 
and Underground Productions at www.upmag.se.
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