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Part I. Setting the scene
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Chapter 1
Introduction: Urban interventions, street art and public space
Pedro Costa, Paula Guerra e Pedro Soares Neves

The relation between urban interventions, street art and public space have been marked by wide debates and 
academic discussions in recent years, which have been fueled by diverse moves in several artistic art worlds, 
PUJS\KPUN�[OL�L_WHUZPVU�VM�ZP[L�ZWLJPÄJ�HY[PZ[PJ�PU[LY]LU[PVUZ��[OL�TV]LTLU[Z�[V^HYKZ�JVTT\UP[`�PU]VS]LTLU[�VU�HY[�
WYVK\J[PVU��[OL�PUJYLHZPUN�]PZPIPSP[`�VM�NYHɉ[P�HUK�Z[YLL[�HY[�HUK�[OL�KP]LYZPÄJH[PVU�VM�P[Z�WYHJ[PJLZ��VY�[OL�PTIYPJH[PVU�
IL[^LLU�HYJOP[LJ[\YHS�̂ VYR�HUK�HY[PZ[PJ�PU[LY]LU[PVU�VU�W\ISPJ�ZWHJLZ��HTVUNZ[�THU`�V[OLY�L_HTWSLZ��:WLJPÄJHSS �̀�
whether they are ephemeral or temporary, or whether they come from within or outside the communities in which 
they are developed, these interventions in public space have been introducing in recent years a new perspective 
VU�^OH[�PZ�[OL�JP[ �̀�HUK�[OL�\YIHU�SPML��[OYV\NO�JYLH[P]L�K`UHTPJZ�[OH[�YLÅLJ[�[LYYP[VYPHSS`�LTILKKLK�TLJOHUPZTZ��
but also particular social and cultural process which need to be better studied. Public space, being a privileged 
WSHJL�MVY�PU[LYHJ[PVU�HUK�LUJV\U[LY�I\[�HSZV�MVY�ZLSM�L_WYLZZPVU�HUK�Z`TIVSPJ�HɉYTH[PVU��PZ�UH[\YHSS`�[OL�HYLUH�MVY�
[OL�KL]LSVWTLU[�VM�PU[LYLZ[PUN�WYVJLZZLZ�PU�[OPZ�ÄLSK�

Often transformed in an entertainment and consume-based place and understood through the lens of the tourist 
NHaL��HUK�ILPUN�HU�L_WYLZZPVU�VM�[OL�JVU[LTWVYHY`�NSVIHSPaLK�^VYSK��W\ISPJ�ZWHJL�JHU�HSZV�IL�ZLLU�HZ�[OL�WSHJL�
MVY�[OL�L_WYLZZPVU�VM�[OL�KPɈLYLUJL��[OL�[YHUZNYLZZPVU�HUK�[OL�HYLUH�MVY�SPTPUHSP[`�WYVJLZZLZ�HUK�MVY�[OL�L_WYLZZPVU�
of the diversity of identities, as it always have been through history. While the boundaries between time and 
space, public and private, real and virtual are being blurred by contemporaneity, the importance of the territorially 
LTILKKLK�TLJOHUPZTZ�[OH[�Z\WWVY[�HY[PZ[PJ�WYHJ[PJL�HUK�VM�[OL�ZPNUPÄJHUJL�[LYYP[VYPHSP[`�JVUKP[PVUZ�VM�[OL�ZVJPHS�
and cultural processes that are beneath them do not cease to increase, and drive us to the need of further inquire 
on these problematics.

The progressive change in the relation of the artistic practices with territories and, mostly, with urban space, 
YLÅLJ[Z�^OH[�,��:VQH��� � ��KLZJYPILZ�HZ�[OL�¸ZWH[PHS�[\YU¹�VM�[OL�HY[Z�HUK�ZJPLUJLZ�PU�[OL�� ��»Z��JVUÄN\YPUN�H�
renewed understanding of the relation between the social and the spatial, which translates in a wide diversity of 
urban interventions in the public spaces of the cities.

The territoriality of the artistic phenomena, profusely described in the literature which studies the relation between 
cultural activities and territorial development (cf. e.g, Scott, 2000, 2014; Costa, 2008; Costa and Lopes, 2013), 
proves that artistic urban intervention has become increasingly linked to local attributes of place, which is assumed 
^P[O�JVUZ[P[\[P]L�ZPNUPÄJHUJL�P[ZLSM��ILPUN�\YIHU�PU[LY]LU[PVUZ�JVUJLYULK�[V�KPHSVN\L�^P[O�[OL�[LYYP[VYPLZ�PU�^OPJO�
they are developed, in order to question, refunction and contest prevailing norms and ideologies, and to create 
UL^�TLHUPUNZ��L_WLYPLUJLZ��\UKLYZ[HUKPUNZ��YLSH[PVUZOPWZ�HUK�ZP[\H[PVUZ��7PUKLY��������

It is important to remember that the territoriality of artistic practices owes much to the work of Howard S. Becker 
through his pioneer concept of the art world (Becker, 1982; Crane, 1992; Guerra and Costa, 2016). Many of the 
chapters of this edited book transport us likewise to the concept of scene - one which was developed later, 
by the end of the XXth century. Through post-subcultural theory, in which the defense of artistic, musical and 
cultural scenes played a tremendous role, the territory came in as a crucial variable of artistic production) (Bennett 
and Peterson, 2004; Bennett, 2008). The notion of cultural scene was developed from the concept of art world, 
such as Howard S. Becker proposed it (see Bennett and Peterson, 2004: 3). According to several authors, this 
concept can articulate very functionally the dimensions of local and global contemporary dynamics. It is born in 
[OL�JVU[L_[�VM� [OL�[OLVYPLZ�JHSSLK� ºWVZ[�Z\IJ\S[\YHS�Z[\KPLZ»�� [V�KL[LYTPUL�ZL]LYHS�ZVJPVJ\S[\YHS�HJ[P]P[PLZ�^OPJO�
HYL�JS\Z[LYLK�I`� SVJH[PVU� �UVYTHSS`�H�ULPNOIVYOVVK��JP[`�VY�\YIHU�HYLH��HUK�VY� [`WL�VM�J\S[\YHS�WYVK\J[PVU� �MVY�
instance a style of music) (Bennett, 2004: 223; Straw, 2004: 411). The work of Straw (1991) was seminal in this. 
/L� VɈLYZ� H� ZVWOPZ[PJH[LK� HUHS`ZPZ� VM� [OL� PU[LYHJ[PVU� IL[^LLU�T\ZPJ�� [HZ[L� HUK� PKLU[P[ �̀� L_WSVYPUN� [OL� PKLH� VM�
[YHUZSVJHSPZT��[OH[�PZ��OV^�JS\Z[LYZ�VM�KPɈLYLU[�HNLU[Z�T\ZPJHSS`�HUK�NLVNYHWOPJHSS`�KPZWLYZL�JHU�IL�PU]VS]LK�PU�
collective cultural practices thanks to the ability music has to transcend physical barriers. Since then the concept 
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has been progressively used in the analysis of the production, performance and reception of popular music, taking 
into account time and space coordinates (see Guerra and Costa, 2016).

Space is truly a critical factor when approaching musical scenes (Guerra, 2013, 2014 and 2015). Its practices and 
relationships are inscribed in space, and in constant articulation with other social processes. Cultural scenes have 
a very urban nature (Blum, 2001: 10), but are not circumscribed to cities. Due to new communication technologies 
HUK�[V�[OL�TVIPSP[`�VM�WO`ZPJHS�Z\WWVY[Z�¶�Z\JO�HZ�JHZZL[[LZ��*+»Z�HUK�]PU`S�¶�HZ�^LSS�HZ�NPNZ�HUK�[V\YZ��[OL�SPTP[Z�
VM�LHJO�ZJLUL�OH]L�L_WHUKLK��6U�[OL�VUL�OHUK��TVYL�WLVWSL�JHU�HJJLZZ��MVY�PUZ[HUJL��YLJVYKLK�T\ZPJ��6U�[OL�
other hand, nowadays technology, besides making processes more accessible, warrants a quality similar to the 
old recording processes. Thus, musicians and bands do not need the support of major labels to get the attention 
of the public, doing all things needed autonomously, from recording to publicizing their music. The development 
of the Internet made the communication between bands and fans easier – accelerating the scene dynamism, its 
ILNPUUPUN�HUK�KL]LSVWTLU[��\W�[V�P[Z�KPZHWWLHYHUJL��:JLULZ�JHU�IL�IYV\NO[�\W�PU�\YIHU�JVU[L_[Z�HZ�^LSS�HZ�PU�
rural ones, and in areas of rural-urban contiguity. They can come up in both centers and periphery. Moreover, the 
IVUK�IL[^LLU�ZJLUL�HUK�Ä_LK�WO`ZPJHS�SVJH[PVU�OHZ�ILJVTL�TVYL�[LU\V\Z�¶�[VKH`�H�ZJLUL�JHU�IL�[YHUZSVJHS�HUK�
even virtual (Bennett and Peterson, 2004; Guerra, 2014 and 2015).

The “urban intervention and street art” “scenes” and “creative milieus” are undoubtedly marked by these 
processes. On one hand, this importance of space and of territory is clearly marked in the way the attributes 
VM�WSHJL�HUK� P[Z�ZVJPV�LJVUVTPJ�HUK�J\S[\YHS�JVU[L_[Z� PUÅ\LUJL� [OL�HY[PZ[PJ�JYLH[P]L�WYHJ[PJLZ�HUK� [OL�J\S[\YHS�
MY\P[PVU��)\[�VU�[OL�V[OLY�OHUK��[OL�PTWVY[HUJL�VM�WSHJL�HUK�VM�P[Z�ZWLJPÄJP[PLZ�JHU�IL�[YHUZSH[LK�PU�[OL�HZZ\TW[PVU�
of an embedness in territorially-based processes which are themselves in the genesis of creative processes 
�PUJS\KPUN�[OL�JOHYHJ[LYPZ[PJZ�VM�[OL�SVJHS�WYVK\J[PVU�JVUZ\TW[PVU�Z`Z[LTZ��[OLPY�NV]LYUHUJL�TLJOHUPZTZ��HUK�
their representations systems), where aspects such as the symbolic attributes of place and its morphologic 
JOHYHJ[LYPZ[PJZ�HYL�JLU[YHS��HUK�[OL�PUMVYTHSP[`�IHZLK�WYVJLZZLZ�HUK�SPTPUHSP[`�TLJOHUPZTZ�[OH[�ZWLJPÄJ�WSHJLZ�
JHU�VɈLY�JHU�IL�[OL�KPɈLYLUJL�VU�\USVJRPUN�WHY[PJ\SHY�NH[LRLLWPUN�WYVJLZZLZ�PU�[OL� SVJHS�NSVIHS�HY[�^VYSKZ�VM�
contemporaneity, through the development of creative atmospheres and reputation building processes that anchor 
local creative milieus in global dynamics (cf. Costa, 2008, 2012; Costa and Lopes, 2013) and that are particularly 
ZPNUPÄJHU[�MVY�[OL�KL]LSVWTLU[�VM�^OPJO�(��:JV[[�KLZPNUH[LZ�HZ�[OL�JVNUP[P]L�J\S[\YHS�JHWP[HSPZT��JM��:JV[[��������
2014).  

;OL�VYPNPUZ�VM�[OPZ�IVVR�HUK�HSS�[OL�WYVJLZZ�[OH[�JVUK\J[LK�[V�P[�YLÅLJ[�[OPZ�YLHSP[ �̀�0[�OHZ�P[Z�KPYLJ[�VYPNPU�VU�HU�
international call for papers, issued by Pedro Costa and Paula Guerra, which aimed to give body to a publication 
on the thematic of creative milieus and cultural scenes in contemporary urban spaces. The organizers of that 
publication were surprised by the great quality and interest of the proposals for papers which were presented, 
L]LU� PM�THU`�VM� [OLT�^LYL�UV[� MVJ\ZLK�ZWLJPÄJHSS`�HUK�KPYLJ[S`�VU� [OL�¸JYLH[P]L�TPSPL\Z¹�HUK�¸\YIHU�ZJLULZ¹�
approach they were looking for. Interestingly, many of the papers raised the issue of the relation between urban 
interventions (particularly street art approaches) and public space. That was so stimulating that the authors, 
drawing also upon previous work on that area, decided to give birth to another project, complementary to the 
LKP[PVU�VM�[OL�VYPNPUHS�PKLH�VM�IVVR��^OPJO�^V\SK�IL�ZWLJPÄJHSS`�MVJ\ZLK�VU�PZZ\LZ�VM�\YIHU�PU[LY]LU[PVUZ��Z[YLL[�
HY[�HUK�W\ISPJ�ZWHJL��-VY�[OH[��[OL`�QVPULK�7LKYV�:VHYLZ�5L]LZ��^OPJO�OH]L�ILLU�^VYRPUN�MVY�`LHYZ�PU�[OL�ÄLSK�VM�
Z[YLL[�HY[�HUK�\YIHU�PU[LY]LU[PVUZ��PZ�L_LJ\[P]L�KPYLJ[VY�VM�<YIHUJYLH[P]P[`�PU[LYUH[PVUHS�YLZLHYJO�[VWPJ�VU�.YHɉ[P��
:[YLL[�(Y[� HUK�<YIHU�*YLH[P]P[ �̀� [OH[� HTVUN�V[OLY� W\ISPZO� [OL�:[YLL[�(Y[� �<YIHU�*YLH[P]P[`�:JPLU[PÄJ� 1V\YUHS�
(Neves, P.S. Ed. 2015, 2016). The diversity of contributions put together in this book acknowledges the variety of 
debates and perspectives that mark contemporary discussions on the relation between art and public space, with 
WHY[PJ\SHY�YLMLYLUJL�[V�[OL�JHZL�VM�NYHɉ[P�HUK�Z[YLL[�HY[��^OPJO�H[[YHJ[LK�TVZ[�VM�[OL�JVU[YPI\[VYZ�[OH[�JHTL�MYVT�
various disciplines and backgrounds.

At a time when disciplinary boundaries are progressively blurred and new creative dynamics are emerging with new 
approaches in public space, we aim naturally to emphasize the importance of these themes in the development 
of the contemporary city, as well as in the current work of artists, urban planners and cultural mediators. This 
must acknowledge the increasing diversity of (artistic) urban intervention on public space. On one hand, this 
KP]LYZP[`� PZ�L_WYLZZLK� PU�[OL�]HYPL[`�VM�HY[PZ[PJ�L_WYLZZPVUZ�[OH[�LTIVK`�[OLZL� PU[LY]LU[PVUZ!�Z[YLL[�HY[���NYHɉ[P��
performing arts, visual arts, sculpture, (ephemeral) architecture, festivals, etc. On the other hand, this diversity is 
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L_WYLZZLK�VU�H�]HYPL[`�VM�MVYTZ�[OH[�LTIVK`�[OLZL�WYVJLZZLZ!�MVYTHS�PUMVYTHS��PUZ[P[\[PVUHSPaLK�VY�UV[��SLNHS�VY�UV[�
THPUZ[YLHT�HS[LYUH[P]L��SLNP[PTPaLK�VY�UV[��L[J��>L�HYL�UV[�PU[LYLZ[LK�[V�LU[LY�OLYL�PU�[OL�O\NL�JVUJLW[\HS�KLIH[LZ�
HIV\[�^OH[�HYL�\YIHU�PU[LY]LU[PVUZ�HUK�^OH[�PZ�Z[YLL[�HY[��VY�HIV\[�[OL�KPɈLYLU[�[`WVSVNPLZ�^L�JV\SK�KLÄUL�^P[OPU�
JVU[LTWVYHY`�HY[PZ[PJ�\YIHU�PU[LY]LU[PVUZ�VU�W\ISPJ�ZWHJL��-VY�ZPTWSPÄJH[PVU��^L�HZZ\TL�[OH[�^L�HYL�NLULYHSS`�
ZWLHRPUN�VM�PU[LY]LU[PVUZ�[OH[�OH]L�HU�HY[PZ[PJ�W\YWVZL��[OH[�PZ��[OH[�TVIPSPaL�PU[LU[PVUHSP[`�VU�[OH[�ÄLSK��HUK�[OH[�
HYL�KL]LSVWLK�VU�\YIHU�[LYYP[VY �̀�ZWLJPÄJHSS`�PU�^OH[�JHU�IL�JVUZPKLYLK�[OL�W\ISPJ�ZWHJL�

It is worthwhile to notice that these artistic urban interventions became progressively “central” in contemporary 
ZVJPL[PLZ�HUK� PU�HJHKLTPJ�YLÅLJ[PVU� �I\[�HSZV� PU�WVSPJ`�HUK�WSHUUPUN�WYHJ[PJLZ���WHY[PJ\SHYS`� PU� YLJLU[�KLJHKLZ��
due to a diversity of mechanisms, which include (i) the increasing centrality of public space on daily life practices, 
through more hedonistic and conviviality oriented lifestyles; (ii) the progresses on art history and artistic schools 
trajectories, giving space to more open and de-sacralized practices, as well as to more community and site-
ZWLJPÄJ�VYPLU[LK�[`WLZ�VM�HY[PZ[PJ�^VYR"��PPP��[OL�YPZPUN�H^HYLULZZ�I`�WVSPJ`�THRLYZ�HUK�W\ISPJ�HKTPUPZ[YH[PVU�VM�[OL�
social, cultural and economic importance of urban intervention movements as well as of their impacts and their 
usability as tool for development; and (iv) the growing social demand for these practices, linked to the movements 
[V^HYKZ�[OL�KL�ZHJYHSPaH[PVU�VM�HY[Z��[OL�LUOHUJLTLU[�VM�WLYMVYTH[P]P[ �̀��ZLSM�L_WYLZZPVU�HUK�J\S[\YHS�KP]LYZP[`�HUK�
the development of civic participation and grassroots community building processes.

Naturally it is not our aim to cover all these debates and discussions in this introduction, but just to set the 
scene for the discussions that will be made in the following chapters. In order to enable a better framing of those 
discussions, there are just three main alerts which we would like to highlight prior to entering in those debates.
-PYZ[��PZ�[OL�UV[PVU�VM�[OL�Å\PKP[`�VM�[OL�JVUJLW[�VM�W\ISPJ�ZWHJL��^OPJO�JYVZZLZ�^P[O�[OL�KLIH[LZ�VU�[OL�UV[PVUZ�
VM� W\ISPJ� ZWHJL� HUK�W\ISPJ� ZWOLYL��4VYL� L_HJ[S �̀�^L� ZOHSS� IL� H^HYL� VM� [OL�T\S[PWSL� JYVZZPUNZ� �W\ISPJ�WYP]H[L"�
JVSSLJ[P]L�WLYZVUHS��^OPJO�JVUK\J[�\Z�MYVT�[OL�UV[PVU�VM�W\ISPJ�ZWHJL�[V�[OL�VUL�VM�W\ISPJ�ZWOLYL���0U�WYHJ[PJL��
^L�OH]L�H�W\ISPJ�ZWOLYL�^OPJO�JYVZZLZ�[OL�W\ISPJ�WYP]H[L�KP]PKL�VY�[OL�JVSSLJ[P]L�WLYZVUHS�KP]PKL�^P[O�[OL�ZL]LYHS�
H[[YPI\[LZ�^OPJO�\Z\HSS`�KLÄUL� [OL�W\ISPJ�ZWHJL!� �P�� P[Z�WYVWLY[`�VY�THUHNLTLU[� �L�N�W\ISPJ�ZWHJL� PM�THUHNLK�
or owned by public institutions); (ii) the way it is appropriated or used (e.g, public space if there is access or 
conditions of appropriability in it); and (iii) the interested in the name of which it is used (e.g, public space as a 
public good, or as a common asset, mobilized for public interest).

(ZZ\TPUN�[OPZ�KLNYLL�VM�JVTWSL_P[ �̀�\YIHU�PU[LY]LU[PVUZ�JHU�IL�ZLLU�HZ�KL]LSVWLK�PU�H�]HYPL[`�VM�W\ISPJ�ZWHJLZ��
^P[O�KP]LYZL�JOHYHJ[LYPZ[PJ��^OPJO�HYL�PU�WYHJ[PJL�KPɈLYLU[�JVTWVULU[Z�VM�[OL�W\ISPJ�ZWOLYL��)LZPKLZ��[OL�SP]LSPULZZ�
and multiplicity of uses of public sphere is conditioned and determined by a diversity of factors, such as urban 
morphology, (sub)cultures, socio-demographic composition, socio-economic conditions, artistic skills and 
knowledge, conviviality and sociability practices, regulations and norms, etc.

A second alert which we would like to leave here relates to the debates on the relation between urban interventions 
on public space and territorial valorization. Naturally urban interventions are not neutral and any artistic intervention 
OH]L�PTWHJ[Z�PU�ZVJPHS��LJVUVTPJ��J\S[\YHS�VY�LU]PYVUTLU[HS�ÄLSKZ��^OPJO�HYL�KP]LYZLS`�MLS[�HUK�WLYJLP]LK�I`�[OL�
diverse stakeholders involved in that process, in that territory (the artist, the community, the urban authorities, the 
cultural institutions, the cultural mediators, their art worlds, etc.). The discussion on this relation between urban 
PU[LY]LU[PVU�HUK�]HSVYPaH[PVU�JHU�IL�ZLLU�H[� [^V�KPɈLYLU[� SL]LSZ��6U�VUL�OHUK��JVUZPKLYPUN�[OL�JVU[YPI\[PVU�VM�
artistic urban interventions to urban development and the mechanisms of transmission of that (that is, considering 
the multiple functions of urban intervention at the light of the several dimensions of sustainable development: 
WYVTV[PVU�VM�LJVUVTPJ�LɉJPLUJ �̀�ZVJPHS�LX\P[ �̀�LU]PYVUTLU[HS�X\HSP[ �̀�JP]PJ�WHY[PJPWH[PVU��PKLU[P[`�L_WYLZZPVU�¯���
On the other hand, considering the ways urban intervention lead to the valorization of place, in diverse (material 
HUK�Z`TIVSPJ��HYLUHZ��HY[PZ[PJ�PU[LY]LU[PVU�WYVTV[LZ�[LYYP[VYPHS�]HSVYPaH[PVU�¶�VY�KL�]HSVYPaH[PVU�¶�H[�T\S[PWSL�ÄLSKZ!�
economic, symbolic, cultural, etc.). The wide debates around the contemporary trends to instrumentalization of 
HY[Z��VY�[OL�KPZJ\ZZPVUZ�VU�[OL�YVSL�VM�HY[PZ[Z�HUK�JYLH[P]LZ�HZ��THYNPUHS��NLU[YPÄLYZ�VM�V\Y�JP[PLZ�HYL�JLY[HPUS`�SPURLK�
to this umbilical relation between artistic intervention and valorization of place.

Thirdly, we would like to alert to the need to understand and cope with the territoriality of the dynamics associated 
[V�\YIHU�PU[LY]LU[PVU��*YLH[P]L�K`UHTPJZ�HYL�VM[LU�LTILKKLK�PU�ZWLJPÄJ�[LYYP[VYPHS�YLHSP[PLZ��L�N�J\S[\YHS�X\HY[LYZ��
IYV^UÄLSK�SVJH[PVUZ��YLNLULYH[PUN�HYLHZ��L[J���HUK�PU�ZWLJPÄJ�NV]LYUHUJL�MVYTZ��ZLL��L�N��*VZ[H�HUK�3VWLZ��������
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which are fundamental for the vitality and the sustainability of those territorial systems through time. This implies 
that there are fragile equilibria which can be compromised by artistic intervention in the public space if these 
interventions are not solidly grounded on a deep knowledge of that territorial system. The relationships between 
these urban interventions and the reputation building mechanisms that are generated on those systems; between 
[OLZL�\YIHU� PU[LY]LU[PVUZ�HUK� [OL�\ZL�JVUÅPJ[Z� [OH[� HYL� ]LYPÄLK�VU� [OVZL� Z`Z[LTZ"� HUK�IL[^LLU� [OLZL�\YIHU�
interventions and the institutionalization process that can occur triggered by those practices; all of them are crucial 
to the sustainability of those areas as loci of creativity and artistic dynamic. As several studies have shown (e.g. 
*VZ[H�HUK�3VWLZ������������H���JVUÅPJ[�HUK�PUMVYTHSP[`�HYL�PTWVY[HU[�KYP]LYZ�MVY�HY[PZ[PJ�]P[HSP[`�PU�WHY[PJ\SHY�WHY[Z�
of urban space, such as cultural quarters or other, and public sphere plays there an important role in the nurturing 
of the creative milieu, which need to be constantly managed through the power relations between the agents 
involved. Besides, these kind of regulatory processes, in their diversity, have naturally also implications, both to 
[OL�W\ISPJ�WVSPJPLZ�HZ�^LSS�[V�[OL�HY[�^VYSKZ�[OLTZLS]LZ��HZ�JHU�IL�L_LTWSPÄLK�I`�[OL�HUHS`ZPZ�VM�[OL�JHZL�VM�SVJHS�
WVSPJ`�[V^HYKZ�NYHɉ[P�PU�3PZIVU��*VZ[H�HUK�3VWLZ������"�5L]LZ��7�:��������

/H]PUN�[OLZL�HSLY[Z�PU�TPUK��ZL]LYHS�IYHUJOLZ�VM�KPZJ\ZZPVU�JHU�IL�PKLU[PÄLK�HUK�JHU�Z[Y\J[\YL�[OL�KLIH[LZ�^OPJO�
will be held in this book. We draw our attention to four of them:

a) the way urban interventions confront the concept of public space (or public sphere) and the current 
challenges to its broadening (e.g, with social media networks,…); public space notion is constantly 
JOHSSLUNLK�H[�ZL]LYHS�SL]LSZ!�PU�[OL�ZVJPHS�WYHJ[PJLZ�HZ�TLHU�VM�HY[PZ[PJ�^VYR�HUK�ZLSM�L_WYLZZPVU��L�N��UL^�
art work platforms), as mediation mechanism (e.g., photo reproduction and documentation of street art), 
VY�HSZV�HZ�YLÅL_P]L�PUZ[Y\TLU[�PU�[OL�KPHSVN\L�^P[O�[OL�JP[`��L�N��MVY�LK\JH[PVUHS�W\YWVZLZ�"

b) the way artistic urban interventions and street art contribute to the production of urban spaces and 
shape the social practices that occur in them and contribute to the evolution of the collective and individual 
representations of those places;

c) the way artistic interventions and art practices transform and symbolically shape urban spaces, that is, 
[OL�^H`Z�[OL`�JVU[YPI\[L�[V�[OL�YLZPNUPÄJH[PVU�VM�W\ISPJ�ZWHJLZ��HUK�^OPJO�HY[PZ[PJ�TLJOHUPZTZ�HYL�\ZLK�
to that);

K��[OL�^H`�[OL`�LUHISL�YLÅL_P]L�WYVJLZZLZ�HUK�JV�JYLH[PVU�VM�RUV^SLKNL��LTWV^LYPUN�[OL�JVTT\UP[PLZ�
HUK�WYVTV[PUN�KL]LSVWTLU[�WYVJLZZLZ��L�N���\ZPUN�\YIHU�PU[LY]LU[PVUZ�YLÅL_P]LS`�MVY�LK\JH[PVUHS�W\YWVZLZ��
academic and research targets, or urban planning processes).

These four reasoning lines are the backbone for the analysis conducted in this book. Following this introductory 
JOHW[LY��^OPJO�Q\Z[�ZL[Z�[OL�IYVHK�ZJLUL�MVY�[OL�KPZJ\ZZPVU�[OH[�^PSS�IL�OLSK�PU�[OL�UL_[�[L_[Z��^L�OH]L�MV\Y�KPZ[PUJ[�
parts in this book, which refer to each of those four thematic branches in the analysis of the relation between 
artistic urban interventions and public sphere.

First part, entitled “Arts, life and everyday live: broadening the public sphere(s)”, deals with the issue of the relation 
of creative practices with urban public sphere, deepening and deconstructing the notion of public space and the 
^H`�HY[PZ[PJ� HUK�KHPS`� SPML� JYLH[P]L�WYHJ[PJLZ� JOHSSLUNL� P[�� [OYV\NO� ZWLJPÄJ� [LYYP[VYPHSS`� LTILKKLK�TLJOHUPZTZ��
;OYLL�JOHW[LYZ�JVUZ[P[\[L�[OPZ�ÄYZ[�WHY[�VM�[OL�IVVR�

;OL� ÄYZ[� VM� [OLT�� LU[P[SLK� ¸;YHUZMLYZ� IL[^LLU� [OL�<YIHU� HUK� [OL�/\THU�� 0UOHIP[PUN� [OL�*P[`� MYVT� [OL� 7\ISPJ�
Art” (Chapter 2), delivered by Letícia Gonzalez Menéndez, brings us a discussion on artistic practice in public 
spaces, perpectivating public art practices from an anthropologic point of view, through which the author aims to 
KLTVUZ[YH[L�OV^�¸JYLH[P]L�HJ[PVU¹�YLTPUKZ�¸SH[LU[¹�[V�[OL�L_WLYPLUJL�VM�[OL�¸JVTTVU¹�[OH[�[OL�H\[OVY�JVUZPKLYZ�
YLKLÄULZ�W\ISPJ�WSHJL�HZ�H�ZWHJL�MVY�[OL�JVSSLJ[P]L�L_WLYPLUJL��HUK�KPZJ\ZZLZ�OV^�[OPZ�TLJOHUPZTZ�JHU�JVU[YPI\[L�
to the livability and the formation of alternative “communities of feeling” in the urban realm and to the production 
of the practices and the representations of ”living in the city”.

After this, the chapter delivered by Glória Diogenes (Chapter 3: Youth, Media and Social Networks: contemporary 
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Z\IQLJ[P]P[PLZ��HSSV^Z�\Z�[V�ZLL�[OPZ�IYVHKLUPUN�VM�[OL�YLSH[PVU�^P[O�[OL�W\ISPJ�ZWOLYL�PU�WYHJ[PJL�[OYV\NO�H�KPɈLYLU[�
point of view.  Basing on a ethnography of cyberspace research in Orkut social network, the author notices an 
O`IYPKPZT�IL[^LLU�[OL�]PY[\HS�W\ISPJ�ZWHJL�HUK�[OL�JP[`»Z�W\ISPJ�ZWHJL��L_WSVYPUN�[OL�WYHJ[PJLZ�HUK�YLWYLZLU[H[PVUZ�
VM�VYNHUPaLK�ZVJJLY�MHU�NYV\WZ�PU�[OPZ�KPNP[HS�ZVJPHS�UL[^VYR��[OYV\NO�[OL�HUHS`ZPZ�VM�[OLPY�WYVÄSLZ��;OYV\NO�H�Z\Y]L`�
VU�[OLZL�`V\[O�WYVÄSLZ��Z[\K`PUN�H�WVW\SH[PVU�^OPJO�SP]LZ��PU�[OLPY�THQVYP[ �̀�VU�[OL�V\[ZRPY[Z�VM�-VY[HSLaH��)YHaPS��[OL�
H\[OVY�L_WSVYLZ�[OL�^H`�[OL�YP]HSY`�IL[^LLU�ZVJJLY�[LHTZ»�MHUZ�NYV\WZ�TVIPSPaL�HUK�YLWYLZLU[�[OLPY�MLLSPUNZ�PU�[OL�
cyberspace and the way these youth groups represent and produce their public image.

-PUHSS �̀� JOHW[LY� �� �¸»0� JVTL� MYVT�7VY[V� HUK�IYPUN� H�7VY[V� PU�TL»!� LZZH`Z� VU� H� JHY[VNYHWO`� VM� HɈLJ[PVUZ� PU�VM�
[OL�JP[`¹���I`�7H\SH�.\LYYH��WYLZLU[Z�\Z�HUV[OLY�^H`�VM�L_WSVYPUN�[OL�IV\UKHYPLZ�VM� [OL�W\ISPJ�ZWOLYL�HUK�[OL�
impacts artistic practices can have on it. The author describes the result of a project which was developed in 
2012 in Sé neighborhood, at Porto, Portugal, which mobilized local inhabitants on a research action process 
which was based in the development of individual cartographies as a tool for the empowerment of young adults 
in their local communities. Drawing upon the situationist idea of derive and psycogeogrpahy practices, the youths 
involved in this project were producing a new relation with their community and their territorial insertion through 
[OL�YLJVSSLJ[PVU�VM�PTHNLZ�HUK�[OL�ZL[[PUN�\W�VM�HU�L_OPIP[PVU�̂ OPJO�JOHSSLUNLK�[OLPY�WLYJLW[PVUZ�HUK�PTHNLZ�HIV\[�
[OL�OPZ[VYPJHS�JLU[LY�VM�[OL�JP[`�^OLYL�[OL`�SP]LK�HUK�[V�YLJVUZ[Y\J[�[OL�Z`TIVSPJ�HUK�HɈLJ[P]L�SHUKZJHWL�VM�[OL�
spaces they were used to know.  

The second part of the book (“Urban interventions, representations, and the (re) production of urban space”) 
brings us three approaches to the way artistic practices and urban interventions in the public arena contribute to 
the production of urban space, and how they shape  urban landscape and the social practices that develop in it.
ÍNH[H�+V\YHKV�:LX\LPYH»Z�HY[PJSL� �*OHW[LY��!�¸,WOLTLYHS�(Y[� PU� 0TWLYTHULU[�:WHJLZ!�;OL�LɈLJ[Z�VM�Z[YLL[�HY[�
PU� [OL�ZVJPHS�JVUZ[Y\J[PVU�VM�W\ISPJ�ZWHJL¹��JLU[LYZ� PU� [OL�HUHS`ZPZ�VM�Z[YLL[�HY[� PU� [OL�\YIHU�JVU[L_[�VM�3PZIVU�
metropolitan area, in Portugal.  Through a study which inquires essentially the relation between street art, the 
image of the city and the spaces in which it is developed, and the role of the actors and institution which shape 
those practices, the author argues that street art can contribute both (and simultaneously) to the (re)creation of 
the image(s) of the city and to the promotion of critical discourses on the urban public space and the powers 
that shape it. It is argued that this is made in a way which is related to the increasing visibility and broader social 
SLNP[PTPaH[PVU�VM�[OPZ�HY[�^VYSK�HUK�[OH[�PZ��PU�WHYHSSLS��HJJVTWHUPLK�I`�H�YLJVUÄN\YH[PVU�VM�PUZ[P[\[PVUHS�WYVJLZZLZ��
involving a diversity of actors, from street artist to promoters or public institutions.

Departing from a diverse empirical reality, the city of Palermo, in Italy, Luisa Tuttolomondo, on chapter 6 (“Between 
formal and informal practices to manage the city: the role of street art in the Old town of Palermo”) deals with similar 
PZZ\LZ��/H]PUN�PU�TPUK�[OL�L]VS\[PVU�VM�[OL�6SK�;V^U�PU�[OL�JLU[LY�VM�7HSLYTV��[OL�H\[OVY�LTWOHZPaLZ�[OL�JVTWSL_�
dynamics of interaction between the more formal and the more informal practices of urban management and of 
civic participation which took place in this area of the city in recent years. It is particularly studied the discourse 
HYV\UK�ZVTL�VM�[OL�W\ISPJ�ZWOLYL�WYVISLTZ�RUV^U�HUK�PKLU[PÄLK�PU�[OPZ�WHY[�VM�[OL�JP[ �̀�JVUZPKLYPUN�[OL�WYHJ[PJLZ�
of the use of its public urban spaces, and the ways actors involved interact in public arena. Acknowledging the 
diversity of forms that the street art manifestations have assumed in the center of Palermo, the author recognizes 
[OL�KP]LYZP[`�VM�[OLPY�PTWHJ[Z�VU�[OL�W\ISPJ�ZWHJL��ZWHUUPUN�MYVT�[OL�JVUZVSPKH[PVU�VM�WYL�L_PZ[PUN�K`UHTPJZ��Z\JO�
HZ�[OL�JVUÄN\YH[PVU�VM�[OL�WSHJL�HZ�¸\UKLYNYV\UK¹�VY�IVOLTPHU¹��[V�[OL�WYVTV[PVU�VM�JOHUNL�PU�[OL�\ZL�VM�\YIHU�
spaces (and its symbolic ..) in other cases.

Finally, on chapter 7, Madalena Corte Real and Maria João Monteiro Gomes drive us through the case of “Camilla 
Watson photography and its impact in the social production of public space in a neighborhood (Mouraria) in the 
inner city of Lisbon”. The authors aim to investigate how the photographic work of Camila Watson in this changing 
VSK�ULPNOIVYOVVK�VM�JLU[YHS�3PZIVU�OHZ�HɈLJ[LK�[OL�ZVJPHS�WYVK\J[PVU�VM�ZWHJL�VM�[OPZ�KPZ[YPJ[��*VUMYVU[PUN�[OL�
L_WLYPLUJLZ�VM�[OL�YLZPKLU[Z�HUK�VM�[OL�]PZP[VYZ�VM�[OPZ�X\HY[LY�YLNHYKPUN�[OL�WYVQLJ[�HUK�P[Z�YLZ\S[Z��[OL�H\[OVYZ�
[Y`�[V�WLYJLP]L�OV^�KPɈLYLU[�JVUZ[Y\J[LK�YLHSP[PLZ�HYL�TVSKLK�I`�[OPZ�HY[PZ[PJ�WYHJ[PJL�HUK�[V�JVTWHYL�[OLT�H[�[OL�
SPNO[�VM�[OL�YLZWLJ[P]L�JVU[L_[Z��)V[O�UHYYH[P]LZ�HYL�HY[PJ\SH[LK�^P[O�[OL�JVU[PU\V\Z�HUK�VUNVPUN�JOHUNL�WYVJLZZ�
[OH[�HɈLJ[Z�[OL�ULPNOIVYOVVK�JVU[YPI\[PUN�[V��YL�JYLH[L�PTHNLZ�[OH[�JVUZVSPKH[L�HUK�]HSPKH[L�[OL��KP]LYZL��ZVJPHS�
representations of space.
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;OL�[OPYK�WHY[�VM�[OL�IVVR��¸7\ISPJ�HY[�HUK�[OL�YLZPNUPÄJH[PVU�VM�W\ISPJ�ZWHJL¹��KLHSZ�^P[O�[OL�TLJOHUPZTZ�[OYV\NO�
which artistic interventions transform and symbolically shape urban spaces, but now departing more from the 
¸HY[PZ[PJ�HJ[PVU¹�WLYZWLJ[P]L�� [OHU� MYVT�[OL�¸\YIHU¹�WVPU[�VM�]PL �̂�HUK�JVUMYVU[PUN�KPZ[PUJ[�L_HTWSLZ�HUK�JHZL�
Z[\KPLZ��PU�]LY`�KPɈLYLU[�WVPU[Z�VM�[OL�NSVIL��^OPJO�IYPUN�\Z�[OL�WV^LY�VM�HY[PZ[PJ�WYHJ[PJL�VU�\YIHU�ZWHJL�[OYV\NO�
[OL�ZWLJPÄJ�JHZL�VM�Z[YLL[�HY[�HUK�NYHɉ[P�PU[LY]LU[PVUZ�

7VSVUH�3\WPUZLR»Z�HY[PJSL��*OHW[LY��!�¸<U[P[SLK¹���SLHKZ�\Z�[V�@VN`HRHY[H��VU�1H]H��0UKVULZPH��[V�ZOV^�\Z�OV^�[OL�
HY[PZ[PJ�WYHJ[PJLZ�PU�[OPZ�ÄLSK�OH]L�ILLU�ZOHWLK�I`�[OL�ZWLJPÄJ�ZVJPV�WVSP[PJHS�HUK�J\S[\YHS�JVU[L_[�VM�[OL�JV\U[Y`�
and the local atmosphere of the city itself. The author argues that the artist relation with the community has 
L]VS]LK�IV[O�PU�[OL�LUNHNLTLU[�YLSH[PVU�[OH[�[OL`�I\PSK�^P[O�SVJHS�WVW\SH[PVU�HUK�H[�[OL�^H`�[OPZ�PZ�YLÅLJ[LK�PU�
artistic work they produce. The increasing on the visibility of street art, in very diverse forms, on a society where 
P[�^HZ�LZZLU[PHSS`�PU]PZPISL��SLHKZ�TVZ[S`�[V�ZVJPV�WVSP[PJHS�ILULÄ[Z��TVYL�[OHU�HY[PZ[PJ�VY�LJVUVTPJ��H[�[OPZ�WOHZL��
the author argues), contributing to the empowerment of the communities involved and the increase of social 
H^HYLULZZ�H[�KPɈLYLU[�SL]LSZ�

6U�*OHW[LY� ��¸<YIHU�=PZ\HSP[`�[OYV\NO�:[LUJPS¹���9HJOLS�:V\aH��KYH^PUN�\WVU�H�KP]LYZP[`�VM�L_HTWSLZ�VM�Z[LUJPS�
interventions throughout the world, puts herself in the point of view of investigating the aesthetics and semiotic 
K`UHTPJZ� VM� Z[LUJPSPUN� ^P[OPU� [OL� W\ISPJ� HYLUH�� L_HTPUPUN� [OL� HLZ[OL[PJ� LSLTLU[Z� [OH[� HYPZL� MYVT� [OPZ� HY[PZ[PJ�
WYHJ[PJL�HZ�W\ISPJ�ZWHJL�PU[LY]LU[PVU��<YIHU�]PZ\HSP[`�PZ�\ZLK�HZ�HU�LU[YHUJL�WVPU[�[V�L_WSVYL�JP[`�HZ�¸JVSSHNL¹�HUK�
the artist himself as a “bricoleur” in what refers to stenciling practices. Drawing upon this framework, the author 
PKLU[PÄLZ�Z`TIVSPJ�V]LYSVHKZ�HUK�[OL�YLZPNUPÄJH[PVU�VM�Z`TIVSPJ�HNNYLNH[PVUZ�HZ�[^V�ZPNU�SPUL�LSLTLU[Z�VM�[OL�
Z[LUJPS»Z�PUZLY[PVU�PU�[OL�JP[ �̀�����

Finally, on chapter 10 (“The Writing on the Wall: Embraced or Despised”), Voica Puscasiu drives us to the debate 
VU�[OL�KPɈLYLUJLZ�IL[^LLU�NYHɉ[P�HUK�Z[YLL[�HY[��KPZJ\ZZPUN�[OLZL�ZVJPHS�JVUZ[Y\J[LK�JVUJLW[Z�HUK�L_WSVYPUN�[OL�
Z`TIVSPJ�KPɈLYLUJLZ�HZ�̂ LSS�HZ�[OL�ZVJPHS��LJVUVTPJ�HUK�J\S[\YHS�LɈLJ[Z�[OH[�[OL�KP]LYZL�WLYJLW[PVUZ�HIV\[�P[�IYPUN�
to the respective communities, and confronting the potential for the “establishment” of these artistic practices in 
what concerns to the receptivity of art markets and institutions.  

To close the digression held on this book, part four (“Research action in practice: urban interventions and knowledge 
JV�JYLH[PVU¹��IYPUNZ�\Z�[^V�JHZLZ�^OPJO�PSS\Z[YH[L�PU�WYHJ[PJL�[OL�^H`Z�\YIHU�PU[LY]LU[PVUZ�JHU�LUHISL�YLÅL_P]L�
processes and the co-creation of knowledge with the communities, generating empowerment and enhancing 
development processes, through the use of image-based instruments.

;OL�ÄYZ[�VM� [OLZL�L_HTWSLZ� PZ�IYV\NO[�I`�,SLUPZL�*YPZ[PUH�7PYLZ�KL�(UKYHKL��,KP]HU�*HYULPYV�KL�(STLPKH�HUK�
4PSLUH�:HU[VZ�9VKYPN\LZ�PU�*OHW[LY�����¸.YHɉ[P��Z[YLL[��KLSPYP\T!�HY[Z�KLÄHUJLZ¹��;OL�H\[OVYZ��KYH^PUN�\WVU�H�
Deleuzian perspective, bring us the questionings that arouse by the confrontations which were enabled by three 
L]LU[Z�OLSK�H[������PU�-LPYH�KL�:HU[HUH��)(��)YHaPS!�H�NYHɉ[P�L]LU[�VU�H�W\ISPJ�ZJOVVS�^HSS"�HU�L]LU[�HIV\[�Z[YLL[�
HY[�VU�H�T\ZL\T"�HUK�HU�HJHKLTPJ�TLL[PUN�^OPJO�WYV]VRLK�[OL�JYVZZV]LYZ�IL[^LLU�KPɈLYLU[�RUV^SLKNLZ�HUK�
L_WYLZZPVUZ��TP_PUN�Z[\KLU[Z�� [LHJOLYZ�HUK�HY[PZ[Z�HUK�JVUMYVU[PUN� [OLT�^P[O� [OL�WS\YHSP[PLZ�VM� [OL�JP[`�HUK� P[Z�
WV[LU[PHS�MVY�H�KP]LYZP[`�VM�LUJV\U[LYZ��;OL�H\[OVYZ�L_WSVYL�[OL�WV[LU[PHS�VM�[OLZL�PTHNLZ�HUK�[OLPY�HUHS`ZPZ�[V�KLM`�
WYL�KLÄULK� [OV\NO[Z�HUK� [V� [OPUR� YLÅL_P]LS`�HIV\[� [OL�ÄLSK�VM� YLZLHYJO�HUK�\UP]LYZP[`�L_[LUZPVU�WYVNYHTZ�VU�
education and their relation to the city.  

Finally, on chapter 12 (“Beyond the visible on decoding the layers of a cultural quarter: Photo-essay on a 
YLÅL_P]L�\YIHU� PU[LY]LU[PVU¹��7LKYV�*VZ[H�HUK�9PJHYKV�3VWLZ� [HRL�\Z� [V� [OL� YLZ\S[Z�VM�VUL�\YIHU� PU[LY]LU[PVU�
they conducted in 2012, assuming a research-action based methodology, at Bairro Alto, the main cultural quarter 
VM�3PZIVU�7VY[\NHS��;OPZ� PU[LY]LU[PVU�HPTLK� [V�L_WSVYL� [OL� YLÅL_P]P[`�VM� [OPZ�KPZ[YPJ[�\ZLYZ»�HUK� [V�WYVTV[L� [OL�
KPZJ\ZZPVU�VU�[OL�JVKPÄJH[PVU�SH`LYZ�VM�H�J\S[\YHS�X\HY[LY��HZ�^LSS�HZ�VU�[OL�JVUÅPJ[Z�[OH[�HYL�PUOLYLU[�[V�[OLT��VU�
the appropriation of public space, both at material and symbolic arenas. In this paper, which is presented in the 
particular format of a photo essay, the authors bring us a set of images that show us some of the results achieved 
^P[O�HY[PZ[PJ�[OPZ�OHWWLUPUN��^OPJO�LUHISLK�[OLT�[V�L_WSVYL�[OL�KPɈLYLU[�SH`LYZ�VM��PU�]PZPIPSP[`�HUK�SPTPUHYP[`�[OH[�
HYL�WYLZLU[�PU�[OL�PUMVYTHS�\YIHU�JVU[L_[�[OH[�\Z\HSS`�JOHYHJ[LYPaL�[OL�JYLH[P]L�TPSPL\Z�^OPJO�KL]LSVW�PU�J\S[\YHS�
neighborhoods.
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Part II. 
Arts, life and everyday live:
broadening the public
sphere(s)
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Chapter 2

Transfers Between The Urban And The Human,
Inhabiting The City From The Public Art

Leticia González Menéndez

Abstract

;OL�JVU[LTWVYHY`�JP[`�OHZ�L_WLYPLUJLK�[YHUZMVYTH[PVUZ�[OH[�OH]L�JVUKP[PVULK�^H`Z�VM�[OPURPUN��WLYJLP]PUN�HUK�
living public spaces. The urban condition has an essential anthropological component that, in many cases, it is 
ignored; obviating the substantial transfers between the human and the urban. In this connection, we understand 
[OH[�HY[PZ[PJ�WYHJ[PJL�JHU�IL�HU�LɈLJ[P]L�JH[HS`Z[�MYVT�^OPJO�^L�YL[OPUR�[OL�JP[`�[OYV\NO�WLYZWLJ[P]LZ�JSVZLY�[V�HJ-
[PVU�HUK�L_WLYPLUJL��;OPZ�Z[\K`�W\[Z�MVY^HYK�H�NLULHSVNPJHS�JV]LYHNL�[OYV\NOV\[�[OL�WYPUJPWSL�VWLYH[P]L�TVKLSZ�
VM�[OL�HY[PZ[PJ�WYHJ[PJL�PU�W\ISPJ�ZWHJLZ�HUK��TVYL�ZWLJPÄJHSS �̀�[OL�PU[LU[PVU�PZ�[V�KLLWLU�PU�[OL�TL[OVKVSVNPJHS�
basis of public art from an anthropological point of view. For that, we defend the necessary reinterpretation of the 
JVUJLW[�¸SP]PUN¹�HUK��PU�WHY[PJ\SHY��[OL�WLYZWLJ[P]LZ�YLSH[PUN�[V�[OL�LTIVKPLK�L_WLYPLUJL�PU�^OPJO�[OL�IVK`�HUK�
[OL�HɈLJ[PVU�HYL�WHY[PJ\SHYS`�PTWVY[HU[��>L�^PSS�JOLJR�PM�Z\JO�WVZP[PVUZ�MYVT�[OL�KLJVUZ[Y\J[PVU�VM�W\ISPJ�HY[�JHU�
HJ[P]H[L�UL^�ZWH[PHSP[PLZ�THPU[HPU� SH[LU[�YLSH[PVUZOPWZ�IL[^LLU�WHY[PJPWH[PVU� PU�JYLH[P]L�WYHJ[PJL��[OL�YLKLÄUP[PVU�
of public spaces and the genesis of other aesthetic policies. Thus, we try to demonstrate how the creative action 
YLTHPUZ�SH[LU[�[OL�L_WLYPLUJL�VM�¸[OL�JVTTVU¹�[OH[�YLKLÄULZ�W\ISPJ�ZWHJL�HZ�H�WSHJL�MVY�[OL�JVSSLJ[P]L�L_WLYPLUJL�
as well as contributes to the livability an the formation of alternative “communities of feeling” and “living the city”.

Keywords: Art, public, inhabit, human, urban, spatiality, city

1. Transferences between subject, art and city

 Urban transformations that happened in the last decades have had the development of new production 
and reproduction models of the city1 as a fundamental consequence. Nowadays we keep witnessing an enlarge-
ment of the human condition that is Fostering other manners of inscription of territories and individuals2. From the 
JVU[LTWVYHY`�HY[�^VYSK�[OPZ�JOHUNLZ�OH]L�ILLU�L_WLYPLUJLK�PU�H�YLSL]HU[�^H �̀�*YLH[P]L�HJ[PVU�PZ�HU�LZZLU[PHS�WHY[�
of mechanisms and devices that move images, subjects, sign or spaces along.   

)LHYPUN�[OPZ�PU�TPUK��V\Y�WYVWVZHS�[YPLZ�[V�YLÅLJ[�VU�KPɈLYLU[�[YHUZ�KPZJPWSPUHY`�JVUULJ[PVUZ�IL[^LLU�[OL�
\YIHU�HUK�[OL�O\THU�MYVT�H�JVU[LTWVYHY`�HY[�WLYZWLJ[P]L��:WLJPÄJHSS �̀�^L�[Y`�[V�HUHS`ZL�[OL�¸W\ISPJ�HY[¹�JH[LNVY`�
which is understood as a model that links essential elements in the public space production and, what is more 
important, as a part that melds its symbolic reproduction. For this, we take the concept of “inhabiting” as a catalyst 
for the transferences between space and subject. We set out a critical point of view about the conceptual settings 
VM�¸W\ISPJ�HY[¹�^P[O�[OL�HPT�VM�L_WVZPUN�OV^�UL^�^H`Z�VM�L_WLYPTLU[H[PVU�JHU�IL�LZ[HISPZOLK�MYVT�[OL�JYLH[P]L�HJ-

1 The transformations experimented by cities since the decade of the 1960s have moved through such a extreme courses that, according to 
Soja, “what existed thirty years ago, today is in practice unrecognisable”.  However, we continue witnessing to a constant evolution that has 
favoured –thus, provoking interest– other study models for the city that have given way to new analysis models and conceptual settings.  
This way, “this process of geo-historical development is an integral question an a leitmotif in every study about human condition. What is 
suggested here is that wherever critical attention is focused, something new about postmodern urbanism is to be learnt”. Soja, Edward, 2000, 
pp. 17-24

2 We take this concept from Bruno Latour. This means that an “inscription” is a basic transformation given when “an entity materialises in a 
sign, in a archive, in a document, in a piece of paper, in a trace”. Latour, Bruno, 2001, pp. 365-366.
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tion, not only the building and appearance of the city but the heterogeneity of the urban. We take three action key 
SPULZ!�H��9LJVUZPKLYPUN�[OL�^H`Z�VM�¸JVUJLP]PUN¹�W\ISPJ�ZWHJL�[OYV\NO�WSHZ[PJ�HY[Z"�I��7YVTV[PUN�L_WLYPLUJL�HZ�[OL�
H_PZ�PU�[OL�JVUZ[Y\J[PVU�VM�ZWHJL�HUK�[OL�VYPNPU�VM�V[OLY�^H`Z�VM�JP[`�¸WLYJLW[PVU¹"�J��9LÅLJ[PUN�VU�[OL�HIPSP[`�VM�HY[�
as a means of inhabiting the urban that makes new forms of living and social interchange possible.

Summing up, we suggest a critical perspective about the ethical-aesthetic processes that happen in urban 
ZWHJLZ�HUK��ÄUHSS �̀�^L�X\LZ[PVU�[OL�WVZZPIPSP[`�VM�PUOHIP[PUN�[OL�JP[`�PU�H�JYLH[P]L�HUK�KPɈLYLU[�^H`�VM�\UKLYZ[HUK-
ing public art.

���;OL�\YIHU�ZWHJL�WYVK\J[PVU��7\[[PUN�ZWHJL�ÄYZ[

*P[PLZ�YLWYLZLU[�H�ZWLJPÄJ�^H`�VM�O\THU�ZL[[SLTLU[�PU�^OPJO�SPML�Z[`SLZ�HYL�Z[Y\J[\YLK�I`�TLHUZ�VM�H�ZL[�VM�
ZWLJPÄJHSS`�\YIHU�WYVK\J[PVU�TL[OVKZ��Soja, Edward, Op. Cit., p. 60.). The production of this speciality blends physi-
cal constructions and social relationships, thus creating a material and symbolic environment that is essential for 
life. This way, its social production3�PZ�NP]LU�I`�[OYLL�SL]LSZ��-PZ[��H�ÄLSK�[OH[�JVUZPZ[Z�VM�ZWH[PHS�WYHJ[PJLZ�¶ZWLJPÄJ�
forms that are “perceived” and can be mapped and measured–. Secondly, there are conceptualizations that at the 
same time activate a “conception” of the urban space by symbolic representations. Finally, a third level whose op-
LYH[PVU�PZ�IHZLK�PU�[OL�̧ L_WLYPLUJL¹�HZ�P[�WHY[PJPWH[LZ�PU�[OL�WS\YHSP[`�VM��O\THU�HJ[PVU��JVUÄN\YPUN�H�̧ ZWHJL�LU[PYLS`�
SP]LK��H�WSHJL�VM�L_WLYPLUJL�HUK�Z[Y\J[\YL�HNLUJPLZ��PUKP]PK\HSZ�HUK�JVSSLJ[P]LZ¹��Soja, Edward, Op. Cit, p. 40.). With 
all of this, following Henri Lefebvre assumptions (Cfr. Lefebvre,1974), we can realize that urban space –always in a 
KPYLJ[�YLSH[PVUZOPW�^P[O�[OL�Z\IQLJ[¶��PZ�JVTWVZLK�I`�H�ZPNU�UL[^VYR�¸^OVZL�ZPNUPÄLYZ�HYL�THKL�I`�ZWLJPHS�MVYTZ�
and whose meanings are ideology contents” (Castells,1972, p. 155.).

5L]LY[OLSLZZ�� [OL� [YHUZMVYTH[PVUZ� [OH[� [OLZL� ¸[OYLL�ZWHJLZ¹�OH]L�L_WLYPLUJLK� � ¶HJJVYKPUN� [V�,K^HYK�
:VQH��¸[OL�TVKLYU�TL[YVWVSPZ�[YHUZP[PVU�[V�[OL�L_WHUZP]L�WVZ[�TL[YVWVSPZ¹¶�Z\NNLZ[�[^V�IHZPJ�WYVISLTZ��6U�[OL�
VUL�OHUK��ZWHJL�WYVK\J[PVU�VM�[OL�J\YYLU[�JP[`�OHZ�ILJHTL�H�¸ULVSPILYHS�L_WYLZZPVU�[OH[�\UKLYZ[HUKZ�P[Z�KL]LS-
opment in production, distribution and massive consumption terms” (Naredo, 2000, p. 27). That is, space produc-
tion is based on the free accumulation and the dispossession4, being just one more consumer product –a space 
of control– that uses the instrumentalization of urban space “perception” and “conception”. On the other hand, 
[OLZL�JOHUNLZ�OH]L�HɈLJ[LK�[OL�YLSH[PVUZOPW�IL[^LLU�ZWHJL�HUK�PUKP]PK\HS��[OPZ�PZ��[OL�¸PUOHIP[HU[¹�PZ�[YHUZMVYTLK�
PU[V�HU�LU[P[`�^P[OV\[�YPNO[Z�VU�[OL�JVTTVU�ZWHJPHSP[PLZ�WYVK\JLK�HUK�L_WLYPTLU[LK�I`�P[ZLSM��*VUZLX\LU[S �̀�[OL�
modes of living, the anthropological dimensions of the urban condition, and in a special way, the “inhabiting” con-
cept, have been devaluated.

;V�[OPZ�JVTWSL_�WPJ[\YL�^L�ZOV\SK�HKK�[OL�IYVHK�WYVISLTZ�HZZVJPH[LK�^P[O�[OL�[LJOUVSVNPJHS�KL]LSVW-
TLU[�^OPJO�[\YU�[OL�TL[YVWVSPZ�PU[V�H�O`IYPK��]VSH[PSL�HUK�Å\PK�LU[P[`��Cfr. Castells, 1999). This condition of constant 
YLKLÄUP[PVU�RLLWZ�VWLU�[OL�KPɈLYLU[�HJ[PVU�JYP[PJHS�SPULZ�[OH[�KLMLUK�H[[LUKPUN�[OL�PUÄUP[L�JHWHIPSP[PLZ�[OH[�JHU��HUK�
must) happen in the urban reality. However, in this way, the urban continues to be an active being that  –and this 
is why it is interesting– can be described as sensitive5.  

0U�HU`�JHZL��MVSSV^PUN�9VILY[�-YHUR»�PKLHZ��¸PM�[OL�JP[`�PZ�[OL�^VYSK�^OPJO�[OL�O\THU�OH]L�JYLH[LK��P[�PZ�HSZV�
the world in which is henceforth to live” (7(92�� ����W���) and taking into consideration the fact that urban space 
PZ�HS^H`Z�H�WYVK\J[�VM�O\THU�HJ[PVU��[OL�X\LZ[PVU�PZ�JSLHY!�>OH[�PZ�[OL�KPɈLYLUJL�IL[^LLU�[OL�\YIHU�HUK�[OL�JP[`&�

3 The social space production is given thought the constant interaction between “macro” and “micro” perspectives; an inherent combination 
among large-scale buildings and other that blends in the common life. Such assumptions, essential in the contemporary cities, cannot be 
nested and, for this, both perspectives must cohabit without being nested.

4 David Harvey, according Robert Brenner, describes how global capitalism experiments different problems of overproduction. In this 
UHJDUG��+DUYH\�XQGHUVWDQGV�WKDW�WKLV�NLQG�RI�PHFKDQLVP�LV�QRWKLQJ�PRUH�WKDQ�WKH�GHPRQVWUDWLRQ�RI�D�ZKROH�VHULHV�RI�ÀQDQFLDO�RSHUDWLRQV�
that attack “the commons”. At the same time this methods threaten the public space dynamics, outperforming and privatising it thought 
different strategic. HARVEY, David, The new imperialism, Oxford, Oxford University Press, 2003. Spanish edition: “El nuevo imperialismo. 
Acumulación por desposesión”, en El nuevo desafío imperial, Buenos Aires, Clacso, 2005, pp. 99-129.

5 Martin Heidegger or Gaston Bachelard has used this sensitive condition to understand the space. In both perspectives the concept 
“inhabiting” is as a catalyst that makes sense, both conceptualizations of space –in the case of essential for the being-in and being-with– as 
the modes of production space in Heidegger. We cannot forget that “ (…) but poetically, man inhabits this earth”
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>OH[�ZLWHYH[LZ�[OL�O\THU�HUK�[OL�\YIHU&�(UK�TVYL�ZWLJPÄJHSS �̀�^OH[�PZ�[OL�KPɈLYLUJL�IL[^LLU�[OL�WYVK\J[PVU�
of urbanity and the urbanization?

3. Between the Human and the Urban conditions

+PɈLYLUJLZ�IL[^LLU�[OL�JP[`�HUK�[OL�\YIHU�OH]L�ILLU�KLÄULK�PU�H�WHY[PJ\SHY�^H`�I`�/LUYP�3LMLI]YL�K\YPUN�
the decade the 1960s. We start from a particular basis: While the city is a group of bodies (streets, roads, buildings, 
L[J����[OL�\YIHU�PZ�H�¸SPMLZ[`SL¹�[OH[�RLLWZ�P[Z�H\[VUVT`�[V�ZVTL�L_[LU[��¸3V�\YIHUV�LZ[m�THYJHKV�WVY�SH�WYVSPMLY-
HJP}U�KL�\YKPTIYLZ�YLSHJPVUHSLZ�KLZJVSVJHKHZ�̀ �SH�\YIHUPaHJP}U�LZ�LS�WYVJLZV�JVUZPZ[LU[L�LU�PU[LNYHY��WSHUPÄJHY��SH�
movilidad espacial de la vida cotidiana”6. In any case, the urban is given through energy transferences that behave 
and are reorganized constantly in spacialities and temporalities.

Nevertheless, the space and the time in the modern city are reproduced through urban space (public 
space) and its conception and perception are given through the agency of concrete locations and recognition pro-
JLZZLZ���0U�V[OLY�^VYKZ��[OLZL�WYVJLK\YLZ�HYL�ZWLJPÄJ�[V�[OL�\YIHUPaH[PVU��6U�[OL�V[OLY�OHUK��[OL�\YIHU�¶^OPJO�
HS^H`Z�NVLZ�IL`VUK�[LTWVYHSP[PLZ�HUK�KLTHYJH[PVUZ¶��[\YUZ�PU[V�H�ZVJPHS�WV^LY�^OLYL�WYHJ[PJLZ��L_WLYPLUJLZ��
situations or interactions are accumulated in a de-territorialised manner. Urbanization distances itself from urban-
ity inasmuch as the urban can and must “reconocerse como una labor, un trabajo de lo social sobre sí mismo, 
como la sociedad urbana haciéndose y deshaciéndose una y otra vez”7.

Thus, the urban is not only “used” but it must be “inhabited” in all its dimensions. Not in vain, according to 
4HY[PU�/LPKLNNLY��[OL�L_LYJPZL�VM�PUOHIP[PUN�PZ�JSVZL�[V�[OL�O\THU�JVUZ[Y\J[PVU�WYVJLZZ�I\[�P[�PZ�HS^H`Z�SPURLK�[V�
the basic “region” (Heidegger,1994, pp. 127-134��VM�[OL�L_PZ[LUJL���0M�O\THU�ILPUNZ�L_PZ[�P[�PZ�ILJH\ZL�[OPZ�¸YLNPVU¹�
PTWSPLZ�H�WV[LU[PHS��HU�\UJV]LYPUN��[V�NLULYH[L�HJ[PVUZ��L_WLYPLUJLZ�VY�ZLUZH[PVUZ��0U�V[OLY�^VYKZ��¸PUOHIP[PUN¹�PZ�
ILPUN�WYLZLU[��NP]PUN�ZWHJL��ILPUN�HɈLJ[LK��[V\JOPUN�HUK�ILPUN�[V\JOLK�I`�HSS�[OH[�Z\YYV\UKZ�\Z"�P[�PZ�WYVK\JPUN�
[OL�ZWH[PHSP[`��IV[O�JVSSLJ[P]L�HUK�PUKP]PK\HS��[OH[�[OL�Z\IQLJ[Z�JHU�L_WLYPLUJL�PU�T\S[PWSL�^H`Z��;OLYLMVYL��PUOHIP[-
PUN�PZ�Z\IQL[P]H[PVU��ILPUN�PU�HUK�ILPUN�^P[O�[OL�^VYSK��0U�[OPZ�VYKLY�VM�[OPUNZ��^L�JHUUV[�HɈVYK�[V�PNUVYL�[OH[�[OL�
construction of urbanity is at the same level as the construction of humanity. This gives way to a relevant question: 
^L�T\Z[�YL[OPUR�\YIHU�L_WLYPLUJLZ�HUK�\UKLYZ[HUK�[OLT�HZ�ZLUZP[P]L�L_WLYPLUJLZ��IL`VUK�[OLPY�YLWYLZLU[H[PVU��
in order to recode them as new models of representation and presentation of the common spaces in the cities. 
Taking into account that “the spatial practises are the ones which practice and segregate the space and make it 
social”8, it is advisable to raise one of the essential foundations in its construction: places. We must be aware that 
the actual order has used forms of territorialisation and re-territorialisation (other ways of perception and concep-
tion) and that places can no longer be inhabited –neither constructed in a Heideggerian sense– for this, critical 
theory understands that the only available potentiality of the concept is its condition of living and changeable force 
in which the citizen becomes in a mutable “user”. Consequently, is in the power of the urban where “gestures, 
words, memories, symbols and senses9” happen more freely.

«Todas estas corrientes coincidieron en entender que lo urbano debía ser al tiempo receptáculo 
y motor de la creatividad humana. La calle pasaba a ser, de su mano, un lugar plástico en el 
que la paradoja, el sueño, el deseo, el humor, el juego y la poesía se enfrentaban, a través 
de todo tipo de procesos azarosos y aleatorios, a la burocratización, el utilitarismo y la falsa 
espectacularización de la ciudad»10.

6 Delgado, 1999, p. 23. Translation: “The urban is marked by the proliferation of dislocated relational networks, and the urbanization is the 
process of integrating (and planning) the spatial mobility of everyday life”.

7  Delgado, 2000, p. 45. Translation: “recognize itself as a social work back on itself, as the urban society making and unmaking again and 
again”.

8 Delgado, 2013, [en línea] disponible en la url: http://www.oasrn.org/pdf_upload/el_espacio_publico.pdf

9 Delgado, Manuel, “El espacio social como patrimonio” en Arquitectura tradicional y entorno construido, Manuel Luna y Manuel Lucas 
(eds.), Roman, Trenti, 2002.
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4. The constructions of public spaces and the primacy of representation

;OL�JP[`�ZWHJL�WYVK\J[PVU�OHZ�L_WLYPLUJLK�^OH[�PZ�RUV^U�HZ�H�¸YLWYLZLU[H[PVU�Z`UKYVTL¹��;OH[�TLHUZ��
“la imagen de la ciudad se ha convertido en una cierta organización del espacio que muestra las condiciones de 
toda percepción, condiciones estéticas en todos los sentidos del término”11; this is, there is a priority of repre-
sentation over presence (Cfr. Trías, 1997) and, for that, a superior understanding of instrumentalization of things 
perceived and things conceived.

One of the basic action strategies in the construction of public space is the conceptualization of “urban 
SHUKZJHWL¹��;V�IL�JSLHY�VU�[OPZ��\YIHU�SHUKZJHWL�PZ�UV[�[OL�JP[`�I\[�[OL�PTHNL�VM�P[ZLSM��^OPJO�PZ�L_[YHJ[LK�I`�\Z��PU�
an individual or collective way (Maderuelo, p. 575). That means, through image-centrism and from what is notewor-
thy to watch contemplating the re-territorialisation of the spaces (Ibídem). In that way, urban landscape is formed 
by dominant symbolic structures that create an urban code that is stereotypical, apolitical and normalized urban 
JVKL��;OL�THJYVWO`ZPJZ�VM�[OPZ�VYKLY�YLK\JL�[OL�JVUJLW[�¸SHUKZJHWL¹�HUK�[YHUZMVYT�P[�PU[V�H�ÅVH[PUN�ZPNUPÄJHU[�
that structures the hegemony of the urbanization.

«La calle y la plaza son, en este sentido, objetos de un doble discurso. Uno es resultado de 
un diseño urbanístico y arquitectónico políticamente determinado, la voluntad del cual es orientar 
la percepción, ofrecer sentidos prácticos, distribuir valores simbólicos (…) Un segundo discurso es 
el de la sociedad urbana misma, la de los usuarios –productores– de lo urbano. Son ellos quienes 
[PLULU�ZPLTWYL�SH��S[PTH�WHSHIYH�HJLYJH�KL�J}TV�`�LU�X\t�ZLU[PKV�TV]LYZL®12.

The urban landscape, by setting borders and demarcations, tries to establish a method that allows a correct 
YLHKHIPSP[`�HUK�Z\ɉJPLU[�¸HLZ[OL[PJ�ZWH[PHSP[`¹�PU�[OL�JP[ �̀�+PɈLYLU[�WH[[LYUZ�HYL�W\YZ\LK�PU�VYKLY�[V�NL[�[OL�¸WLHJL-
M\S¹�JVL_PZ[LUJL�HTVUN��MVY�L_HTWSL��TVU\TLU[HS�ZJ\SW[\YL�HUK�V[OLY�LSLTLU[Z�Z\JO�HZ�HYJOP[LJ[\YL��ZPNUWVZ[Z��
street furniture, gardens, etc. This encourages a tandem between plastic and urbanism whose clear goal is orga-
nizing and creating spaces and searching the aesthetic representation; in the words of Paul Zucker, the pictorial 
sensation (Zucker, pp., 232-237���/V^L]LY��KLZWP[L�VM�[OLZL�L_WLYPLUJLZ�SVVRPUN�MVY�H�SPUR�IL[^LLU�[OL�JP[PaLU��\ZLY�
HUK�]PL^LY��HUK�[OL�\YIHU�L_WLYPLUJL��[OL�SH[[LY� PZ� SPTP[LK�[V�TVUP[VYPUN�[OL�LKNLZ�WYVWLYS`�THYRLK�MVY� P[�VUS �̀�
Thus, the urban imaginary and the landscape have become standardized social facts and, in this way, “any place 
is potentially transformable into public or private space” (Deutsche, 2001, p. 320).

� 0U�[OPZ�JVU[L_[��[OL�HY[PZ[PJ�WYHJ[PJL�OHZ�NYHK\HSS`�ILLU�PU[LNYH[LK�PU�[OL�\YIHUPaH[PVU�ÄLSK��RLLWPUN�[OL�
task of developing cognitive maps, in a way that has helped the growth of the informational spatial (and aesthetic) 
JVUÄN\YH[PVUZ�WYLZLU[�IV[O�PU�PUKP]PK\HS�HUK�JVSSLJ[P]L�JP[`�TLTVYPLZ��/LUJL�[OL�PTWVY[HUJL�VM�[OL�HY[�[OH[�OHZ�
participated in a strategy development or in other processes such as ^H`ÄUKPUN13�VY�NLU[YPÄJH[PVU��;OPZ�HWWYVHJO�
has encouraged a clear idea: the public space art needs to be part of the landscape environmental cognition of 
[OL�TL[YVWVSPZ�[OYV\NO�KPɈLYLU[�JVNUP[P]L�HUK�WLYJLW[P]L�JVUUV[H[PVUZ14.

10 Delgado, Manuel, “En busca del espacio perdido”, en Territorios de la infancia: diálogos entre arquitectura y pedagogía”, Isabel Cabanel-
las y Clara Eslava (Coords.), Barcelona, Graó, 2005, p. 14. Translation: “All of these trends agree in understanding that the urban must be 
receptacle and motor of human creativity in both senses at the same time. The street becomes, in this way, a plastic space where paradox, 
dreams, desire, humour and poetry face all kinds of random and aleatory processes against bureaucracy, utilitarianism and the false spectacu-
larization of the city”.

11 Ibídem., p. 24 -25. Translation: “City image becomes in a certain organization of space that shows the coditions of all the perception pro-
cesses, aesthetic conditions in all the senses of the term”.

12 Delgado, 1999, p. 182. Translation: «Street and square are, in that sense, objects of a double discourse, one is the result of  politically 
determined architectural and urban design, which wants to guide the perception, to offer practical senses, distributing symbolical values (…) 
A second discourse is related to the urban society itself, the space of the users –producers–, they are those who always have the last word on 
how and in what direction to move”.

14 Understanding as perception the elements that operate directly in relation, dialectal or not, to the subject itself and its cognition (from the 
environmental point of view) refers to that “not present”, the memory or the inserts in that same process.
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*VUZLX\LU[S �̀�HY[� PU�W\ISPJ�ZWHJLZ�OHZ�VWLYH[LK�LZZLU[PHSS`�HZ�H�MYHTL^VYR�[OH[�LZ[HISPZOLZ�H�ZWLJPÄJ�
YLSH[PVUZOPW�^P[O�[OL�WSHJL��P[�OHZ�VYNHUPaLK�TVKLZ�VM�L_WLYPLUJL�HUK�OHZ�H�KPYLJ[�PUÅ\LUJL�VU�[OLPY�ZPNUPÄJHUJL��
In short, it has been used as a device of social and urban planning that provides a hierarchical aesthetization and 
processes of control, development planning and cultural policy.

5. The role of art in public spaces. Public Art category

>L�Z[HY[�MYVT�HU�LZZLU[PHS�MHJ[!�;OL�KPɈLYLU[�[LJOUVJYH[PJ�PKLHZ��Marchán Fiz, 1986, p. 279) and the artistic 
^VYSK�L_WLYPTLU[�HU�HWWYVHJO�[V�[OL�KL]LSVWTLU[�PU�[OL�SH[L�JHWP[HSPZT�TVKLS�^OPJO�PZ�WHYHSSLS�[V�[OH[�VM�[OL�SH[L�
JHWP[HSPZT��;O\Z��HS[OV\NO�PU�[OL�� ��Z��P[�^HZ�WVW\SHY�[V�SVVR�MVY�V[OLY�MVYTHS�HUK�L_WYLZZP]L�TVKLSZ�VM�\YIHU�
artistic creation (2YH\ZZ��pp. 30-44)  –we must remember the critical importance of  Situcionism in Europe– the 50s 
HSZV�WYV]LK�[V�IL�H�WLYPVK�VM�LJVUVTPJ�L_WHUZPVU�[OH[��HZ�^L�OH]L�ZLLU��NYHK\HSS`�LZ[HISPZOLK�[OL�Z[HUKHYK�\ZLZ�
and forms of public spaces.

In this regard, while contemporary art abandoned galleries and production centres, looking for new signi-
ÄJH[PVU�ZWHJLZ��H�JVTWSL_�WYVJLK\YL�ILNHU�[V�THUHNL�[OL�PUZ[HSSH[PVU�VM�[OPZ�HY[�WPLJLZ�PU�[OL�JP[`�MYVT�KPɈLYLU[�
points of view. Given the social scale –subsequently economical scale– of these actions, the management of the 
artistic practices was crucial. The government aim –they continue to be the manager of the “public” specialities– 
was relocated artistic practice in order to make it more participant of economic structures, embedded in large-
ZJHSL�KL]LSVWTLU[��[OH[�[OL�NYLH[�TL[YVWVSPZ�^HZ�L_WLYPTLU[LK15.

In many cases art has been used, from its monumental conception, to recover what was believed to be 
H�SVZ[�PKLU[P[ �̀�(U�PU[LYLZ[PUN�WHYHKV_�[OH[�NP]LZ�TLHUPUN�[V�H�WH[YPTVUPHSPaH[PVU�[OH[�[YPLK�[V�PTWVY[�H�UL^�JVSSLJ-
tive cultural heritage steeped in supposedly shared values and whose ultimate goal was to create new models 
of governance16. The strategy was to produce Art and to reproduce new values of the merging macroeconomic 
order. “Monumentos y ornamentos de los que, hoy, (tampoco) se cuestionan su lugar, su sentido y su función en 
el conjunto de la ciudad. Y de una ciudad de la que se olvida o ignora que no sólo es representación sino pres-
encia o que no sólo es arquitectura, si no estructura» (LANCEROS, 2000, p. 20). Therefore, a new artistic model, out 
of private spaces and typical of the new urban spaces, was encoded. “Art” and “Public”, two polysemic notions, 
were linked.

 In this way, a new perspective17 raises “public” as an adjective which should be attached to creative ac-
tion. Not in vain, one of the most common interpretations refers to, or a concept close to, “contrary to private” 
HY[^VYR��VY�[OVZL�^VYRZ�SVJH[LK�¸V\[ZPKL¹�[OL�Z[PW\SH[LK�]LU\LZ��.P]LU�[OH[�¸[OL�W\ISPJ¹�PZ�Z[PSS�H�ÅVH[PUN�ZPNUPÄLY18, 
“the attribute refers to the regulated operation of a control device that is equipped with the monopoly of the legiti-

15 We put this consideration and use the notion of “reintegration” consider the fact that certain practices and speeches had managed to 
distance themselves from their own institutional strategies.

16 Montaner, Josep María, “Traumas urbanos: la pérdida de la memoria”, Conferencia pronunciada en Traumas urbanos. La ciudad y los 
desastres desarrollado en el CCCB de Barcelona del 7 al 11 de julio de 2004, [on line], available in url: http://www.cccb.org/rcs_gene/
memoria_perdida.pdf. Translation: “Monuments and ornaments whose place, meanings and function in the city are not questioned nowadays, 
forgetting or ignoring the fact that they are part of a city which is not only representation but also presence, not only architecture, but structure”

17 The objectives of conceptual art remained so overshadowed by the lack of theory and art criticism that they did not hesitate to proclaim 
the end. Thus Benjamin Buchloh himself said that “The triumph of enlightenment of conceptual art, its transformation of audiences and 
distribution, its abolition of object status and commodity form, at best would only be short-lived and would soon give way to return of the 
ghost-like re-appropriation of (prematurely?) displaced painterly and sculptural paradigms of the past”. Buchloh, Benjamin H.D., “From the 
Aesthetic of Administration to Institutional Critique”, in Gintz, L´Art conceptuel, París, Musée d´Art de la Ville de París, 1989.

���:H�XQGHUVWDQG�WKH�´ÁRDWLQJ�VLJQLÀHUµ�DV�DQ�HQWLW\�WKDW�KDV�GLIIHUHQW�ORDGV�RI�VLJQLÀFDQFH�LQ�WKH�GLIIHUHQW�FRQWH[WV�LQ�ZKLFK�LW�DSSHDUV��$W�
certain times, those meanings can be diluted, transformed or lost. We should clarify that Chantal Mouffe and Ernesto Laclau in Hegemony 
and Socialist Strategy�VDLG�WKDW�WKHVH�VLJQLÀHUV�ZHUH�OLQNHG�WR�DWWHPSWV�WR�GRPLQDWH�WKH�ÀHOG�RI�GLVFRXUVH�DURXQG�´QRGDO�SRLQWVµ��7KH\�DUH�
SULYLOHJHG�GLVFXUVLYH�´HOHPHQWVµ�ZKLFK�SDUWLDOO\�À[�WKH�PHDQLQJ�RI�WKH�VLJQLI\LQJ�FKDLQ��IRUPHG�LQVLGH�´DQ�LQWHUWH[WXDOLW\�WKDW�RYHUÁRZVµ�
and whose main characteristic is its ambiguous and polysemic nature. Cfr���0RQWHUR�� 6ROHGDG�� ´6LJQLÀFDQW� JDSV� DQG� GLVSXWHV� RYHU� WKH�
meaning in political discourse: an argumentative approach.”, in Journal Identities, No. 2, December 2012 and Butler, Judith, Laclau, Ernesto, 
Zizek, Salvoj, Contingency, hegemony, universality. Left wing contemporary dialogues, Buenos Aires, Fondo de Cultura Económica, 2000. 
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mate use of spatial violence –and we add, symbolic violence” (Habermas, 1999, p. 56). We must remember that it is 
no longer possible to accept that such spaces are public, because “they are, like any other social space, restricted 
and dominated by private economic interests and controlled by the State through urban planning19.

6U�[OL�IHZPZ�VM�[OLZL�HZZ\TW[PVUZ��4P^VU�2^VU�THKL�H�YLSL]HU[�YLÅLJ[PVU�MVJ\ZPUN�PU�[OL�PU[LYLZ[�[OH[�HY[�
suddenly raises in the local governments from 1960: «while these shifts represent a greater inclusivity and democ-
ratization of art for many artists (…) there is also the danger of a premature and uncritical embrace of “progressive” 
art as an equivalent of “progressive” politics (…) Why is it now that it has become a favoured model in public arts 
programming and arts funding)» (2^VU��4P^VU���  ���WW�� ���� ).

¸(Y[�^PSS�ILJVTL�H�TLJOHUPZT�VM�KLO\THUPaH[PVU�HUK�YL�ZPNUPÄJHUJL�VM�[OL�UL^�ZWHJLZ�VM�[OL�
cities, used as a tool to legitimize urban policies in favour of the always acclaimed “recovery” or 
“appreciation” of the urban landscape and defended as an action in favour of the interest of the 
citizens. These artworks will receive the generic name of “Public Art”20.

+LZWP[L�[OL�PTWVZZPIPSP[`�VM�LZ[HISPZOPUN�H�JOYVUVSVNPJHS�H_PZ�PU�[OL�VYPNPU�VM�[OPZ�WSHZ[PJ�JH[LNVY �̀�[OL�JSHZ-
sic line of argument21 dates the origin of the concept in 1965, year of the birth of Art in Public Program, created 
by the National Endowment for the Arts��;OL�HPT�VM�[OPZ�PUZ[P[\[PVU�^HZ�¸[V�HZZPZ[�JVTT\UP[PLZ�PU�[OLPY�LɈVY[Z�VM�
increasing public awareness of contemporary art” (Fernández Quesada, Blanca, Op. Cit., p. 182.). The creation of the 
Art in Public Program also tried to implement cultural aspects and public artwork22. Therefore, it is particularly 
PTWVY[HU[�[V�UV[L�[OH[�[OL�KL]LSVWTLU[�VM�[OLZL�¸W\ISPJ¹�WYHJ[PJLZ�^HZ�Q\Z[PÄLK��PU�TVZ[�JHZLZ��ILJH\ZL�VM�[OL�
social and economic imbalance of the cities23. If the art and urbanization discourses continue to use the “public 
art” concept nowadays, it is precisely because of the emergence of institutions such as the General Services 
Administration (Cfr., Lovell, 1991, pp. 30-49) or the NEA (Ibídem.)�HUK��VI]PV\ZS �̀� [OL�LJVUVTPJ�ILULÄ[Z�VM� [OLZL�
processes of public works.
�� (�JVTWYLOLUZPISL�HUK�Z[YH[LNPJ�JSHZZPÄJH[PVU�^HZ�MV\UKLK�V]LY�[OL�KLJHKLZ��IHZLK�PU�[OYLL�M\UKHTLU[HS�
points24 of which we will highlight two. An “art in public places”, referred to those projects that bring together all 
kinds of urban sculpture or statuary; that is for «decorate or enriched urban spaces, especially plaza areas fronting 
MLKLYHS�I\PSKPUNZ�VY�JVYWVYH[L�VɉJL�[V^LYZ® (2^VU��4P^VU��Op. Cit., p. 20). On the other hand, an “art as a public 
ZWHJL¹��^OPJO�RLLWZ�H�JLY[HPU�PU[LYLZ[�PU�[OL�WSHJL�^OLYL�[OL�^VYRZ�HYL�SVJH[LK�¶H�NVVK�L_HTWSL�VM�[OPZ�PZ�[OL�
WYVSPMLYH[PVU�VM�:P[L�:WLJPÄJ�HY[^VYRZ¶�^OVZL�HPT�PZ�[V�«sought greater integration between art, architecture, and 
landscape» (Ibídem.). The main conclusion is that these programs have not questioned the intrinsic relationship 
IL[^LLU�[OL�\YIHU�HUK�[OL�O\THU�HUK��TVYL�ZWLJPÄJHSS �̀�[OL`�OH]L�HIHUKVULK�[OL�ULJLZZHY`�HU[OYVWVSVNPJHS�
dimensions between art, subject, and city.

After all the debates that have been generated around this issue over decades, a key question remaines: 
¸^L�[Y`�[V�ÄN\YL�V\[�[OL�KPɈLYLUJL�IL[^LLU�H�^VYR�^OPJO�PZ�¸W\ISPJ�HY[¹�HUK�VUL�[OH[�PZ�UV[��LZWLJPHSS`�PM�IV[O�HW-
pear in a (supposedly) public space” (Maderuelo, Javier, Op. Cit., p. 164.). So, following Rosalyn Deutsche, we con-
sider necessary to observe succinctly what is behind of the concept “public” and, especially, to try to understand 
the potential of certain creative urban practices.

19 Deutsche, Rosalynd, “Público”, Conferencia en el curso Ideas recibidas. Un vocabulario para la cultura artística contemporánea, en 
el Museu d’Art Contemporani de Barcelona (MACBA), 19 de noviembre de 2007.

���2WKHU�GHQRPLQDWLRQV��6WUHHW�DUW��DUW�LQ�WKH�FLW\��XUEDQ�DUW��FRQWH[W�DUW��VLWH�VSHFLÀF�DUW��SXEOLF�ORFDWLRQV��SXEOLF�VSDFH�GHVLJQ��HQYLURQPHQWDO�
art, landscape art, contemporary public sculpture, mural art, art: names as they appear ornamental, commemorative art, multimedia art, 
community art, art therapy, art heritage, political art, public art critic, art public interest or new genre public art. Quesada Fernández, 2005.

���2QH�WKDW�GHÀQHV�WKH�ERXQGDULHV�DQG�ERUGHUV�RI�DQ�RIÀFLDO�´SXEOLF�DUWµ��VWDQGDUGL]HG�DQG�LQVWLWXWLRQDO

22 As a state property.

23 The goal is to return to play attention to art in public spaces was again attend trends advocating the creation of places for citizens, they 
GLVVROYHG�WKH�SUHYLRXV�DWWDFNV�KDG�JURZQ�ÀHUFH�XUEDQLVP�
 
24 It should be noted that, despite being subjected to further review, this scheme continues to maintain its validity in the analysis and current 
studies.
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With this, in the late 1990s a new creative force appears with a democratic spirit. Its top priority was to re-
cover the “right to the city” and the creative construction of urban spaces. A new dimension of Public Art appears: 
art with public interest, which Suzanne Lacy called New Genre of Public art (Lacy, Suzanne (ed.),1994). This approach 
goes deeper into the social and anthropological dimensions, referring to the inherent link between artistic practice, 
space and subject. This holistic understanding moved the classic tendencies (urban statuary) with formal artistic 
ILOH]PV\YZ��HUK�MVJ\ZLZ�TVYL�VU�WYVJLZZLZ�[OH[�PTWYV]L�[OLPY�TVKLZ�VM�HJ[PVU�PU�TH[[LYZ�VM�L_WLYPLUJL�HUK�L_-
pertise. In other words, “inhabiting” common spacialities.

6. The strategies of the new public art

In this order of things, the decade of the 1990s started full of critical tendencies whose objective was to 
YLKLÄUL�[OL�JSHZZPJ�JVUJLW[\HSPaH[PVU�VM�JSHZZPJ�¸W\ISPJ�HY[¹��;OLYL�^HZ�VUL�V[OLY�WYHJ[PJL�[OH[�[YPLK�[V�WVPU[�H[�
[OL�OH]VJ�JH\ZLK�I`�[OL�UL^�HLZ[OL[PJZ�WVSP[PJZ�HUK��H[�[OL�ZHTL�[PTL��[V�OPNOSPNO[�P[Z�ZLSM�Z\ɉJPLU[�HUK�JYP[PJHS�
character:

«as a practice within the built environment, public art participates in the production of meanings, 
uses, and forms for the city. In this capacity, it can help secure consent to redevelopment and 
to the restructuring that make up the historical form of late capitalist urbanization. But like 
other institutions…it can also question and resist those operations, revealing the supposed 
contradictions of the urban process» (Deutsche, 1988, pp. 3-52.).

;OPZ�RPUK�VM�YLÅLJ[PVUZ�X\LZ[PVULK�[OH[�HY[�OHK�[OL�TPZZPVU�VM�JYLH[PUN�UL^�MVYTZ�VM�JVUJLP]PUN�VY�WLY-
ceiving the city. Further than that, the bet was an art with public interest and, obviously, the basic precepts for the 
creators and collectives were bring back the democratic assumptions to the urban spaces that should be common 
and public again. The users capacity to construct and inhabiting the city with urbanity (Ibídem., p. 11.) was looked 
for. In short, «public art should not be restricted to artworks placed in public plazas but should encompass rela-
tionships and dialogue» (VV.AA., 1984).

«¿is something common the public art?, ¿in which way public art could  represent the audiences, 
taking into account the audience multiplicity?, ¿is the public art community based the most 
HWWYVWYPH[LK�MVY� [OL�\YIHU�LU]PYVUTLU[� [OHU�[OL�TVU\TLU[HS�HY[&��^OH[� [OL�LɈLJ[�JV\SK�[OPZ�
artworks have over the cultural institutions, over the pubic art, over the contemporary art, over 
the education?, What could public art contribute to the community?, Could arte strengthen the 
JVTT\UP[`�HUK�PUÅ\LUJL�[OL�ZVJPL[`&® (Jacobs, p. 281).

The new public art strategies tried to recover the art capacities in communicative integration between the user and 
[OL�\YIHU�ZWHJLZ��0[�KVLZU»[�ZOV\SK�IL�MVYNV[[LU�[OH[�¸[OL�KLTVJYHJ`�PZ�\UKLYZ[VVK�HZ�H�VISPNH[PVU�[V�¸WYHJ[PZL¹�
the communication in the public arena (take the world and action)” (Wodiczko,1992). The famous “calls to action” of 
critics and artists as Lacy or Gablik sought to get back the human and ecological of what could already be under-
stood as an ethic-aesthetic turn of the urban artistic practise. The basic objective was bringing back the humanity 
[V�[OL�W\ISPJ�ZWHJLZ�PU�H�JVUZ[HU[�WYP]H[PaH[PVU�[OYV\NO�[OL�JP[PaLU»Z�WHY[PJPWH[PVU��;OH[�TLHUZ��[OPZ�[LUKLUJPLZ�
[YPLK�[V�YLJVKL�[OL�¸PUOHIP[PUN¹�[OL�JP[ �̀�;OL�WVSP[PJ�JVTWVULU[�^HZ�M\UKHTLU[HS�HUK��PU�T\JO�JHZLZ��KLÄUPUN��
/HS�-VZ[LY�\UKLYZ[VVK��HJJVYKPUN�[V�3HJSH\��[OH[�[OL�WYVJLZZLZ�HZ�¸KPɈLYLU[PHS�HY[PJ\SH[PVUZ¹��Laclau, 1983 and Cfr., 
Laclau, 2000��HZ�[OL`�UV[�VUS`�X\LZ[PVU�KV\I[�[OL�PTHNL�WYVK\J[PVU�WH[YVUZ�I\[�HSZV�OPNOSPNO[�[OL�KPYLJ[�L_WLYPLUJL��
0U�HU`�JHZL��[OL�HY[PZ[Z�HUK�JVSSLJ[P]LZ�PU�[OL�LHYS`� �Z�[YPLK�[V�YLJV]LY�[OL�KP]LYZP[ �̀�[OL�KLIH[L��HUK�[OL�JVUÅPJ[�
in contrast with concepts such as “urban planning” or “order” according to the classic public art. In such a way 
[OH[��PM�^L�¸JVUZPKLY�J\S[\YL�HZ�H�WSHJL�VM�JVUÅPJ[��[OL�Z[YH[LN`�[V�MVSSV^�PZ�UL^�NYHTZJPHU�YLZPZ[HUJL�VY�PU[LYMLY-
ence –right here and now- broke the hegemonic code of cultural representations and social regimens” (Foster, Hal, 
2003) That was the challenged.

The essential idea was inducing public art in the real public sphere; that means, a total “awareness of the 
Z[Y\J[\YHS�WVZP[PVU�VM�[OL�[OV\NO[�HUK�[OL�TH[LYPHS�LɉJHJ`�VM�P[Z�WYHJ[PZL�PUZPKL�VM�[OL�ZVJPHS�^OVSL��ZLLRPUN�[V�
produce a concept of politics relevant for the present” (Clark, p. 145). In other words, interweaving the urban and 
[OL�O\THU�JVUKP[PVU��JVUZPKLYPUN�[OH[�[OL�SH[LY�PZ�JSVZL�[V�[OL�HLZ[OL[PJ�L_WLYPLUJL!�¸�¯��[OL�ZLUZPIPSP[`�TVKLSZ��
the ways of perception due change and, at the same time, the object with which relates changes as well” (Michaud, 
2007, p. 17).
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Consequently, this practices tried to highlight a vital impulse that sleeked to transcend the powers over 
[OL�SPML��L_HS[PUN�¸[OL�WV^LY�VM�SPML�HZ�H�HUZ^LY�[V�[OPZ�WV^LYZ��¯��VWLUPUN�KVVYZ�[V�[OL�WYVSPMLYH[PVU�VM�MYLLKVT��
[OL�WYVK\J[PVU�VM�Z\IQLJ[P]P[`�HUK�[OL�PU]LU[PVU�VM�UL^�MVYTZ�VM�ÄNO[��>OLU�[OL�JHWP[HS�ZLPaLZ�[OL�^OVSL�SPML��SPML�
reveals as a resistance” 25.  

���9LKLÄUPUN�[OL�UL^�^H`Z�VM�PUOHIP[PUN�[OYV\NO�[OL�W\ISPJ�HY[��JVUJS\ZPVUZ

The operability of the new public art takes shape in front of a multitude (VIRNO, 2003, p. 14.) whose com-
TVU�IHZPZ�PZ�HS^H`Z�H�ZLYPLZ�VM�¸HɈLJ[P]L�YLHSP[PLZ�[OH[�YLWYVK\JL�KLZPYL�HUK�WSLHZ\YL¹��Cfr. Negri, 1993.), individual 
and collective. In short, if public art is articulated through changing orientations, it can be interpreted as  impulse 
TVK\SH[PVUZ�I\[�HS^H`Z�PU�H�K`UHTPJ�VM�HZZVJPH[P]L�T\S[P�JVTWVULU[�YLSH[PVUZOPWZ��(JJVYKPUN�[V�-LSP_�.\H[[HYP��
it is all part of a “subjective emancipation” or “heterogenesys” (Guattari, 1996. p. 47). A metamodel that generates 
KPɈLYLU[�UL^�^H`Z�VM�ZLSM�NV]LYUTLU[26 as well as helping to escape from certain biopolitical processes.

This way they insisted on the defence and the maintainment of collective enunciations, which came from 
a “multiplicity” closer to the socius more than the asignifying intensities, autopoiesis, a new concept of ethic-
HLZ[OL[PJ�H\[VUVT`�¸JSVZLY�[V�HU�HɈLJ[PVU�SVNPJ¹�TVYL�[OHU�[V�HU�L_WYLZZPVU�LUZLTISL�SVNPJ��HNHPUZ[�H�WVSPJ`�VM�
ZPNUPÄJHUJL��:V�[OL�^VYRZ�VM�H�UL^�W\ISPJ�HY[�ZOV\SK�VWLYH[L�HZ�NLU\PUL�OHJRLYZ��HZ�L_PZ[LU[PHS�¸YP[VYULSSV¹ (Guat-
[HYP��-tSP_��Op. Cit., p. 28). One way of understanding the spatiality and the environment from the gesture and the act 
and its subsequent repetitions which “always come back as another thing.” (Deleuze, p. 247.). That is, “the whole 
YHUNL�VM�HLZ[OL[PJ�L_WYLZZPVU�TH[[LYZ�[OH[�[YHJL�HU�HYLH�HUK�HYL�KL]LSVWLK�PU�[LYYP[VYPHS�TV[P]LZ¹ (Ibídem, p. 328). 
;OLZL�JVTWSL_�\UP]LYZLZ�OH]L�[YPLK�[V�WYVWVZL�HU�L_PZ[LU[PHS�ZOPM[�PU�VYKLY�[V�WYVTV[L�¸H�ZPUN\SHYP[`�VM�H�ZLTPV[PJ�
content –in a Dadaist way- to re-organize mutants focus of subjectivity” (.\H[[HYP��-tSP_��Op. Cit., p. 32).

New public art should be a “device for the articulation of a collective enunciation27. Thus, the molecular 
change of sensitivity should organize a new understanding and a new structure of art, going away from the param-
L[LYZ�[OH[�\Z\HSS`�Z\IQLJ[LK�P[��0[�ZOV\SK�IL�\UKLYZ[VVK�HZ�HU�L_[LUKPUN�HLZ[OL[PJ�WYVJLZZ�[OH[�HTWSPÄLZ�[OL�ZJVWL�
VM�[OL�HY[PZ[PJ�[V�HU�L_[LUZP]L�¸JYLH[P]P[`¹��UV[�ZLYPHSPaLK�VY�YLPÄLK�MYVT�[OL�]HYPV\Z�KL]PJLZ��;OPZ�L[OPJHS�HLZ[OL[PJ�
should propose new ways of living, of understanding, of collectivity; that is, it should be participate of the eco-
ZVWOPJHS�WHYHTL[LYZ�HJJVYKPUN�[V�.\H[[HYP!�JYLH[P]L�MVYTZ�VM�L_PZ[LUJL�^OVZL�\S[PTH[L�NVHS�PZ�[OL�ZLSM�LUYPJOTLU[�
of the subjective relationships with the world. In other terms: new forms of “inhabiting”.

 <UIYPKSLK�JYLH[P]P[`� PU�[OL�\YIHU�T\Z[�VWLYH[L��HZ�^LSS�HZ�W\ISPJ�ZWHJL��HZ�H�Z[YVUN�ÅV^�VM�LULYN �̀� 0[Z�
WV^LY�ZOV\SK�YLZPKL�PU�YLZOHWPUN�[OL�HJ[P]L�WHY[PJPWH[PVU�PU�[OL�ZVJPHS�ÄLSK��\ZPUN�L_WYLZZP]L�MVYTZ�VM�¸SP]PUN¹��[OH[�
should try to encourage those three key points of the Guattari Ecosophy: the subjective, transforming it into mul-
[PWSL�Z\IQLJ[P]P[PLZ"�[OL�LJVSVNPJHS��^P[O�UL^�^H`Z�VM�L_WLYPLUJPUN��YLHYYHUNPUN��HUK�\UKLYZ[HUKPUN�IV[O�WO`ZPJHS�
HUK�L_PZ[LU[PHS�[LYYP[VYPLZ��HZ�^LSS�HZ�ZVJPHS�YLSH[PVUZ�

Taking into account these transformations of the aesthetic condition, the levels of application, perfor-
mance, and functionality of art vary considerably, generating not only  ephemeral and critical practices but also a 
new emancipated “user” (Cfr. Rancière, 2010).�0U�[OPZ�JHZL��¸[OL�HLZ[OL[PJ�PZ�[OL�Z[Y\J[\YPUN�VM�H�ZWLJPÄJ�ZWHJL��[OL�
JVUZ[P[\LUJ`�VM�H�WHY[PJ\SHY�HYLH�VM�L_WLY[PZL��WVZLK�PU�[OL�VYKPUHY`�VIQLJ[Z�[OH[�YLZWVUK�[V�H�JVTTVU�KLJPZPVU�VM�
subjects considered capable of designating these objects and arguing about them (Ibídem.,  p. 14.).

25 Negri, Antonio, Interview in FSU-Nouveux Regards, august, 2004. [on line] in url: http://colaboratorio1.wordpress.com/2009/11/14/
sobre-foucault-toni-Negri-2004/.  

26 After noting the growth of emancipatory movements we can say that, two decades after the death of Guattari, society has a fundamental 
concern for reclaiming subjectivities. Therefore, it becomes necessary to remove the comprehensive visions and mechanisms of subjective 
HPDQFLSDWLRQ��HVSHFLDOO\�DW�D�WLPH�ZKHQ�PHFKDQLF�UHFRQÀJXUDWLRQV�DUH�LQFUHDVLQJO\�GHYDVWDWLQJ�

27 Holmes, Brian. “El dispositivo artístico, o la articulación de enunciaciones colectivas”, en Brumaria, nº 7, [on line]: in  url: http://www.
brumaria.net/textos/Brumaria7/12brianHolmes.htm
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*VUZLX\LU[S �̀�UL^�W\ISPJ�HY[�THPU[HPUZ�H�SH[LU[�YHKPJHSPZT�VM�[OL�L_WLYPLUJL�PU�[OL�\YIHU�ZWHJL��[YHUZ-
gressing the traditional discourses (Ibídem., p. 11.) and holding the idea, popularly led by Jacques Rancière, of 
YLKPZ[YPI\[PUN�[OL�ZLUZPISL�HNHPU��3L[»Z�UV[�MVYNL[�ZVTL[OPUN�M\UKHTLU[HS��¸[OL�VYPNPUHS�ÄLSK�VM�HLZ[OL[PJZ�PZ�UV[�HY[�
but reality” (Buck-Morss, 2005), so it follows that the aesthetic is always embedded in the public sphere, where the 
WVSP[PJ�ÄLSK�PZ�JSLHYS`�Q\_[HWVZLK�^P[O�[OL�L[OPJHS�ÄLSK��(Y[��[OLYLMVYL��YLHJOLZ�[V�[OL�ZWLJPÄJP[`�VM�P[ZLSM�HUK�YLMLYZ�
to the sensorium28 (Rancière, Jacques, Op. Cit., p. 20), again and again.

“Art is not the establishment of a common world through the absolute uniqueness of the 
form but the rearrangement of objects and images that form the already given common world, or 
the creation of situations aimed at changing our look and our attitudes towards this collective envi-
ronment. These micro-situations, barely distinguishable from those in ordinary life, presented in a 
more critical and denunciatory ironic and playful way, tend to create or recreate bonds between in-
dividuals, to provoke confrontation and new participation modes” (Ranciére, Jacques, Op. Cit., p. 11).

Therefore, public art should be part of building feeling communities. In any case, the objective of the public 
HY[�PZ�UV[�[V�¸KLJVYH[L¹�W\ISPJ�ZWHJLZ��[HJRSPUN�[OL�TVZ[�JVTWSL_�VIQLJ[P]L�VM�JYP[PJHSS`�WYVK\JPUN�VY�YLSLHZPUN�¶PU�
the public space–, in the public domain (BREA, 2004, p. 65). This seems to have an essential mission: to produce 
“devices capable of critically reorganizing these conditions of registration dissemination and social practice.” In 
ZOVY[��¸^L�JHU�UV[�KLÄUL�HZ�H�W\ISPJ�HY[�HU`�ILOLTV[O�[OH[�PZ�PUZ[HSSLK�PU�HU�\YIHU�LU]PYVUTLU[�I\[�VUS`�[OVZL�
artistic and cultural practices that have precisely the production of a public domain as a mission”29.

,]LU�ZV��H�WYVQLJ[� [OH[� PU]VS]LZ� [OL� MYHJ[\YL�VM� [V^U�WSHUUPUN� PZ�KPɉJ\S[��I\[� [OH[� PZ� [OL�TPZZPVU�VM�UL^�
public art: to try to search for new answers and not redeem itself of the urbanity discourse. So, it transforms into 
“devices, assemblages, abstract machines, which make the meeting between citizen and public dialogation as 
common as possible” (Ibídem).

���7KH�DUWZRUN�LV�GHÀQHG�E\�LWV�VHQVRULXP��7KXV��´WKH�SURSHUW\�RI�EHLQJ�FRQVLGHUHG�DV�DUW�GRHV�QRW�UHIHU�WR�D�GLVWLQFWLRQ�EHWZHHQ�PRGHV�RI�
doing, but a distinction between modes of being. This is what is meant by “aesthetic”: the property of being art in the aesthetic regime of art 
is no longer given by the criteria of technical perfection, but by the assigninment to some form of sensible apprehension. The statue is a “free 
ORRNµ��,Q�RWKHU�ZRUGV��D�VHQVLWLYH�KHWHURJHQHRXV�IRUP�LQ�FRQWUDVW�ZLWK�RUGLQDU\�IRUPV�RI�VHQVRU\�H[SHULHQFH��,W�DSSHDUV�WKURXJK�D�VSHFLÀF�
experience that suspends the ordinary connections not only between appearance and reality, but also between form and matter, activity and 
passivity, understanding and sensitivity. “

29 BREA, José Luis, “Transformaciones contemporáneas de la imagen-movimiento: postfotografía, postcinema, postmedia”, en Revista 
Acción paralela, nº 5, 1999,  [on line]: in url:http://www.accpar.org/numero5/imagen.htm
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Chapter 3

Youth, Media and Social Networks: contemporary subjectivities

Glória Diógenes

Abstract

A real youngster!!!
Doesn’t skip classes, kills the teacher straight away1;
Doesn’t eat honey, chews the bee;
Doesn’t drink milk, shakes the cow;
Doesn’t write, scribbles;
Doesn’t kiss, sucks the tongue;
Doesn’t hug, grips;
Doesn’t laugh, chokes;
Doesn’t speak, yells;
Doesn’t cry, shouts;
Doesn’t love, enjoys;
Doesn’t ask, demands;
Doesn’t sleep, naps;
Doesn’t wear condoms, has it plasticized! 
�(����`LHY�VSK»Z�6YR\[�WYVÄSL�¶�-VY[HSLaH��)YHaPS�

The present investigation is part of a trajectory I began trailing during my doctorate studies (on youth – gangs, 
urban groups) and in further research (on organized soccer fan groups and funk parties) carried out with CNPq 
NYHU[��4`�VIQLJ[P]L�PZ�[V�\UKLYZ[HUK�[OL�^H`Z�PU�^OPJO�`V\[O�HɈLJ[PVUZ�HYL�ZOHYLK�VU�[OL�>LI��;OPZ�WHWLY�WYLZ-
LU[Z�[OL�ÄYZ[�Z[LWZ�VM�H�Z\Y]L`�VU�`V\[O�WYVÄSLZ�PU�[OL�6YR\[�ZVJPHS�UL[^VYR��^P[O�TVZ[�TLTILYZ�SP]PUN�PU�[OL�V\[-
ZRPY[Z�VM�-VY[HSLaH��*LHYm��)YHaPS��;OL�YLZLHYJO�HPTZ�H[�PKLU[PM`PUN�JVUULJ[PVUZ��YLWYLZLU[H[PVUZ�HUK�L_WYLZZPVUZ�VM�
`V\[O�J`ILYZWHJL�WYHJ[PJLZ��LUJV\YHNLK�I`�L_[YLTL�MLLSPUNZ�Z\JO�HZ�SV]L�HUK�OH[L�HTVUN�VYNHUPaLK�ZVJJLY�MHU�
groups, supporters of the major teams in the state of Ceará. I intend to broaden a comprehensive research carried 
out earlier, now shifting its scope to the ethnography of cyberspace. In regard to the organized soccer fan groups, 
^L�UV[PJL�H�O`IYPKPZT�IL[^LLU�[OL�]PY[\HS�W\ISPJ�ZWHJL�HUK�[OL�JP[`»Z�\YIHU�ZWHJL��JVUKLUZPUN�WYV_PTP[`�HUK�KPZ-
[HUJL��>L�HZR�[OL�MVSSV^PUN�X\LZ[PVUZ!��OH]PUN�PU�TPUK�[OL�TVIPSPaH[PVU�VM�L_JP[LTLU[�HYV\ZLK�I`�YP]HSY`�IL[^LLU�
[OLZL�NYV\WZ��OV^�HYL�Z\JO�L_[YLTL�MLLSPUNZ�YLWYLZLU[LK�PU�J`ILYZWHJL�HUK�OV^�HYL�[OLZL�`V\[OZ»�WYVÄSLZ�HUK�
public images designed?   

Keywords: 7OV[VNYHWOPLZ��J\S[\YLZ��WOPSVZVWO`�VM�KPɈLYLUJL



28

1. Fragments of intense feelings

In the prelude of his A Lover’s Discourse: Fragments (1981, p. 1), Roland Barthes enounces the reasons for the 
JOVPJLZ�VM�^OH[�OL�UHTLZ�¸KYHTH[PJ¹�TL[OVK�¶�OLHYPUN�^OH[�[OLYL�PZ�VM�¸\UYLHS¹��[OH[�PZ��PU[YHJ[HISL��PU�[OL�SV]LY»Z�
voice. According to the author, Dis-cursus is, originally, the action of running here and there, comings and goin-
gs, démarches, intrigue – ÄN\YLZ, words that are not to be understood in their rhetoric sense, but rather in their 
N`TUHZ[PJ�VY�JOVYLVNYHWOPJ�HJJLW[H[PVU��PU�H�T\JO�SP]LSPLY�THUULY�¶�[OL�IVK`»Z�NLZ[\YLZ�JH\NO[�PU�HJ[PVU��(Z�HU�
0U[LYUL[�\ZLY��HTPKZ[�YPJO�YLZLHYJO�HUK�^VYR�L_WLYPLUJL�^P[O�`V\[O�NYV\WZ�� 0�^HZ�JVUZ[HU[S`�¸HKKLK¹�[V�6YR\[�
\ZLY»Z�WHNL�I`�[OL�TVZ[�KP]LYZL�WLVWSL�PU�[OL�\UP]LYZL!�Z[\KLU[Z��OPW�OVW�HJ[P]PZ[Z��[HNNLYZ��TLTILYZ�VM�VYNHUPaLK�
soccer fan groups, the homeless (yes, they go to cyber cafés), music bands and so many others. 

� 0U�[OL�ILNPUUPUN��V\[�VM�J\YPVZP[ �̀�0�]PZP[LK�WYVÄSLZ��VIZLY]LK�\ZLY»Z�UHTLZ��WOV[VZ�HUK�[OL�KLZJYPW[PVUZ�PU�
WYVÄSL�WHNLZ��-YVT�[OL�Z[HY[��ZVTL[OPUN�JH\NO[�T`�H[[LU[PVU!�^OLU�[OL`�^LYL�`V\UN��LZWLJPHSS`�[OVZL�^OV�PKLU-
[PÄLK�[OLTZLS]LZ�HZ����HUK�VSKLY��PU�[OLPY�KLZJYPW[PVU�VM�[OLTZLS]LZ��PU�[OLPY�WYVÄSL�WHNL��^L�JV\SK�HSTVZ[�HS^H`Z�
identify the “dramatic” method described by Barthes. The use of superlatives, hyperbole, impact elocutions, ra-
KPJHS�VWPUPVUZ��HZ�[OL�LWPNYHWO`�PU�[OPZ�WHWLY��L_WYLZZ�[OL�PU[LUZP[`�VM�[OL�TVZ[�]HYPLK�HɈLJ[PVU in the scenario of 
virtual relationships. According to Ortega (1998, p. 11), the intensity represents “the temperature of the spirit” and 
sketches another dimension of time to come, simultaneously, event and devir. And because they move in time 
HUK�ZWHJL��ILJH\ZL�[OL`�KV�UV[�ULLK�[OL�VYNHUPJ�IVK`�HZ�Z\WWVY[�MVY�[OLPY�L_WYLZZPVU��]PY[\HS�HɈLJ[PVU�PZ�HISL�[V�
ÅV^�MHZ[LY�HUK�^P[OV\[�IV\UKHYPLZ��¸;OL�HTVYV\Z�dis-cursus is not dialectical; it turns like a perpetual calendar, 
HU�LUJ`JSVWLKPH�VM�HɈLJ[P]L�J\S[\YL¹��)HY[OLZ��� ����WW�������

�� ;O\Z��^L�KLJPKLK�[V�JHYY`�V\[�HU�L_[LUZP]L�]PY[\HS�L[OUVNYHWO`�HPTLK�H[�THWWPUN�V\[�L_WYLZZPVUZ�VM�PU-
[LUZL��WHZZPVUHS�HɈLJ[PVU�HTVUN�[OL�`V\[O���0U�V\Y�PUP[PHS�PU]LZ[PNH[PVU�¶�HSZV�JVUZPKLYPUN�[OL�[OLTLZ�PU]LZ[PNH[LK�
by students carrying out research at undergraduation, masters and doctorate level – we accessed four scenarios 
VM�`V\[O�J`ILY�L_WLYPLUJL!�organized soccer fan groups, taggers and burners, and gothics.  At a very preliminary 
Z[HNL��HZ�V\Y�ÄYZ[�H[[LTW[�VM�HUHS`ZPZ��^L�WYLZLU[LK�[OL�HɈLJ[PVU�VM�VYNHUPaLK�ZVJJLY�MHU�NYV\WZ��[OLPY�TLHUZ�VM�
Z\IQLJ[PÄJH[PVU��HUK�^OH[�^L�JVUZPKLY�ZLSM�TLKPH��(UK�^OH[�SLK�\Z�[V�THWWPUN�V\[�HɈLJ[PVU& 

 Feeling implies an evaluation of matter and its resistances, a direction (sense, also “meaning”) to form and 
its developments, an economy of force and its displacements, an entire gravity. But the regime of the war machine 
is on the contrary that VM�HɈLJ[Z��which relate only to the moving body in itself, to speeds and compositions of 
ZWLLK�HTVUN�LSLTLU[Z��(ɈLJ[�PZ�[OL�HJ[P]L�KPZJOHYNL�VM�LTV[PVU��[OL�JV\U[LYH[[HJR��^OLYLHZ�MLLSPUN�PZ�HU�HS^H`Z�
displaced, retarded, resisting emotion (Deleuze & Guattari, 1997, p. 79).

� 6\Y�PU[LYLZ[�SPLZ�PU�MVSSV^PUN�[OL�ÅV^�VM�LTV[PVU�[OH[�WVW\SH[LZ�HUK�PU[LUZPÄLZ�[OL�\ZL�VM�]PY[\HS�LU]PYVU-
TLU[�J`ILYZWHJL�I`�[OL�`V\[O��3PRL�3LTVZ��\UKH[LK���^L�ILSPL]L�[OH[�[OL�YLILSZ�VM�J`ILY�J\S[\YL�ÄUK�^H`Z�VM�
V\[ÅV^PUN�HSS�[OLPY�]P[HSP[`��MVY�IL[[LY�VY�̂ VYZL��[OYV\NO�[OL�\ZL�VM�TPJYVLSLJ[YVUPJZ�[LJOUVSVNPLZ��0[�PZ�Z\JO�HɈLJ[PVU�
[YHPSZ�[OH[�TVIPSPaL�V\Y�LɈVY[Z�[V�\UKLY[HRL�H�]PY[\HS�L[OUVNYHWO �̀�(M[LY�HSS��^V\SKU»[�[OL�KPTLUZPVUZ�VM�online and 
VɊPUL�SPML�IL�Q\Z[�[OL�TLHUZ�VM�PU[LUZL�L_WLYPLUJLZ�L_WLYPTLU[�HUK�WYVK\J[PVU�VM�Z\IQLJ[P]P[`&

2. A borderless polyphony: youth movements and subjective modulation

� 1\Z[� SPRL�L]LY`�NVVK� YLZLHYJOLYZ»��V\Y�K\[`� PZ� [V� MVSSV^� [YHJRZ� [OH[�OH]L�ILLU� [YHPSLK�^H[JOPUN�V\[� MVY�
ZOVY[J\[Z��J\Y]LZ��^PUKPUN�WH[[LYUZ��HUK�ÅV^Z�[OH[�WYVQLJ[�V[OLY�YV\[LZ�MVY�VIZLY]H[PVU��(�ZLHYJO�[OH[�ILJVTLZ�
L]LU�TVYL�JOHSSLUNPUN�^OLU�P[�PU]VS]LZ�]PZP[PUN�[OL�JYVZZYVHKZ�VM�YLZLHYJO�VU�[OL�`V\[O��[OLPY�WHZZPVUHS�HɈLJ[PVU�
and the production of contemporary subjectivities in the scenario of virtual relationships. It means assuming that 
[OL�MVJ\Z�VM�`V\[O�L_WLYPLUJL�UV�SVUNLY�SPLZ�PU�KLSPTP[LK�ZWHJLZ��VUJL�¸UV^HKH`Z��[OL�`V\[O�L_WLYPLUJL�H�ZVJPHS�
condition in which the arrows of linear time cross the spiraled cyclic time”��7HPZ��������W�� ��¶�H�[PTL�[OH[�ÅV^Z�PU�
ZWHJL��HY[LYPLZ�VM�UVTHK�[YHJRZ��:\JO�HYL�[OL�SPULZ�[OH[�JVTWVZL�[OL�LU\UJPH[PVU�WSHUZ�PU�[OL�[L_[�[OH[�MVSSV^Z��
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 In 1989, Janice Caiafa published her research on the punk TV]LTLU[� PU� [V^U��L]LU�ILMVYL�(IYHTV»Z�
(1994) emblematic book about “punks and darks in the urban show”. At that time, Caiafa stresses that in order to 
carry out her ethnography she had to nomadize with the punks “along the alleys in Lapa, on buses in the outskirts 
of town, on the [train] tracks, across empty lots” (1989, p. 16). Besides the logic of the movement, she gradually 
UV[PJLK�[OH[�[OL�PU[LY]PL^PUN�WYVJLZZ�^HZ�V\[KH[LK�HUK�NYHZWLK�H�RPUK�VM�SL_PJVU�HTVUN�punks that could only be 
understood “in conjunction with other movements, including their dance, music, appearance and routine gestures 
B���D¹��� � ��W�������;OLPY�IVK`�ZPNUZ��NLZ[\YLZ��HUK�MHJPHS�L_WYLZZPVUZ�JVTWVZL��PU�*HPHMH»Z�L[OUVNYHWO �̀�^OH[�^L�
here denominate self-media. 1

 In my doctorate studies on the cartography of gangs, groups and the hip hop movement (Diógenes, 1998) 
^L�PKLU[PÄLK�H�WLJ\SPHY�SVNPJ�PU�[OL�YV\[Z�[YHPSLK�I`�[OLZL�ZLNTLU[Z�PU�[V^U��;OL`�HYL�IVKPLZ�PU�[YHUZP[�[OH[�ZLLT�[V�
carry the signs of neighborhoods, tribes, likes and preferences, wherever it is possible for them to meet and carry 
out public representations. 

� ;OL�NHUNZ»�[LYYP[VYPHSP[`�PZ�Å\PK��JOHUNPUN��JYVZZPUN�[OL�WO`ZPJHS�NLVNYHWOPJ�IV\UKHYPLZ�VM�WLYPWOLY`�ULP-
NOIVYOVVKZ��0[�MVSSV^Z�[OL�ÅV^�HUK�[OL�SPULZ�VM�ÅPNO[��.\H[[HYP��9VSUPR��� ����VM�TVKLYU�TL[YVWVSPZ��.HUNZ»�[LYYP-
toriality presumes movement intended to transpose the anonymous condition [...] (Diógenes, 1998, p. 148).

� 1\]LUPSL�IVKPLZ�\ZLK�[V�JVUZ[P[\[L�HUK�JVUZ[P[\[L�Z[PSS�H�JOHUNPUN�THW�VM�[OL�TL[YVWVSPZ��;OL�ÅV^�[YHUZ-
poses the invisibility VM�ULPNOIVYOVVKZ�PU�[OL�V\[ZRPY[Z�VM�[OL�JP[`�HUK�JYLH[LZ�H�JOHUNPUN�THW�VM�[OL�JP[ �̀�PKLU[PÄLK�
and trailed only by those who agree with the logic of the movement. The dynamics of gatherings among gang 
TLTILYZ�PZ�WYVJLZZLK�[OYV\NO�TV]LTLU[�KPZWSHJLTLU[��6UL�TH`�Z[H[L�[OH[�KLZWP[L�[OL�`V\[O»Z�\ZL�VM�[OLPY�IVK`�
HUK�P[Z�WYHJ[PJLZ�HZ�IPSSIVHYKZ�VM�HɉSPH[PVU��VM�̂ H`Z�VM�ILPUN�HUK�[OPURPUN��VM�ZVJPHS�UL[^VYRPUN��THU`�VM�[OL�Z[\KPLZ�
PU�[OPZ�ÄLSK�MVJ\Z�WYPTHYPS`�VU�[OL�VIZLY]H[PVU�VM�KLSPTP[LK�JVU[L_[Z�VM�WYHJ[PJLZ��
 
� (UK�^OH[�SLHKZ�\Z�[V�L]VRPUN�HUK�OPNOSPNO[PUN�Q\]LUPSL�ZPNUZ�[V�PU]LZ[PNH[L�H�ÄLSK�YLSH[LK�[V�Z\IQLJ[P]P[`&�
.LULYHSS`�ZWLHRPUN��HZ�^L�PU[YVK\JL�Z\IQLJ[P]P[`�PU[V�[OL�HUHS`ZPZ��HU�LɈVY[�[V^HYKZ�MHJL�[V�MHJL�PU]LZ[PNH[PVU��H�
research scenario of qualitative nature constituted in the narrative frameworks, is understood.  Moreover, as sta-
tes Pais (2006), before that moment we regard juvenile cultures in two ways: through socialization or its routine 
expressions (WLYMVYTHUJLZ���)HZPJHSS �̀�^L�MVJ\Z�VU�¸YV\[LZ�JVUÄULK�[V�[OL�JOHYHJ[LYPZ[PJZ�VM�[OL�]LY`�ZWHJL�[OH[�
determines them” (2006, p. 7).  We operate an anthropology that is, in general, constituted via the embedment of 
[PTL�HUK�ZWHJL��WYVK\JPUN�Z\IQLJ[P]P[PLZ�VM�JSLHY�J\S[\YHS�JVU[L_[Z��

 And, when it regards a virtual ethnography of juvenile networks in the Internet, both time and space are 
transformed into a nonlinear logic, through what Guattari names “machinic processes”2 (1999, p. 177). In the case 
of a cyber-anthropology, “synchronicity replaces the unit of place and interconnection, the unit of time” (Lévy, 
�  ���W�������(Z�5LNYP�WYVWLYS`�WVPU[Z�V\[��¸[OL�O\THU�ILPUN»Z�^VYR�VM�WYVK\J[PVU�VM�H�UL^�Z\IQLJ[P]P[`�PZ�PU[LNYHSS`�
consistent in the virtual horizon progressively widened by the new communication technologies.” (1993, p. 175).

 Virtuality acts as an instance of widened possibilities of the self, of capture and incorporation of sym-
bols available for processes of production and publicizing of subjectivities. It is no longer about identifying one-
-dimensional subjects, catalyzers of identities with body and psychic contours; the challenge lies in recognizing 
enunciations and media of an “I¹�THKL�WVZZPISL�I`�[OL�L_PZ[LUJL�VM�ZV�THU`�V[OLY�¸I”s. That is the most recent 
JOHSSLUNL�PU�Q\]LUPSL�YLZLHYJO�HUK�PU�L_WHUKPUN�^OH[�^L�JHSS�Z\IQLJ[�HUK�W\ISPJ�ZWOLYL�¶�HZ�OPNOSPNO[Z�3t]`���  ���
p. 15), when assuming the virtual based on its etymological sense, that is, virtual originated from Latin virtualis, in 
turn derived from virtus, strength, power to which we would add�VM�HɈLJ[PVU.

1 Adriana, A. develops research on cyberpunk movements and their imbrications in contemporary culture; she highlights such culture permeates and is 
permeated by the technological thinking. Guattari and Deleuze present a “hydraulic model of nomad science and the war machine, on the other hand, 
consists in being distributed by turbulence across a smooth space, in producing a movement that holds space and simultaneously affects all of its points [...]” 
(1997, p. 28).

2 Guattari and Deleuze present a “hydraulic model of nomad science and the war machine, on the other hand, consists in being distributed by turbulence 
across a smooth space, in producing a movement that holds space and simultaneously affects all of its points [...]” (1997, p. 28).
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 In her latest book on Digital social networks, Santaella (2010), in a dialogue with Coldry (2004), highlights 
that the possibilities for discussing actor-theory network (ANT3) and the social media have been little developed. In 
general, when we speak of the media, the TV has gained primary attention. The Internet as a medium is a scarcely 
L_WSVYLK�ÄLSK�VM�YLZLHYJO��0U�[OH[�ZLUZL��[OL�PU]LZ[PNH[PVU�LɈVY[�PU[LYJVUULJ[PUN�̀ V\[O��TLKPH�HUK�]PY[\HSP[`�KLTHU-
KZ�UL^�\UMVSKPUN�VM�[OL�YLZLHYJOLY»Z�]PL �̂�0[�TLHUZ�JYLH[PUN�H�communicational ethnography�[OH[�¸L_WLYPTLU[Z�
HU�PUKP]PK\HS»Z�[YHUZP[��[OH[�ZLLRZ�[V�YLWYLZLU[�OPZ�JVTWHJ[��WZ`JOPJ�HUK�SVNPJHS�PKLU[P[ �̀�[V�H�multividual capable 
of developing a multiplicity of selves (body-selves) PU�Å\PK��WS\YHS�HUK�T\S[PWSL�WLYZWLJ[P]LZ¹��*HUL]HJJP����� ��W��
������(UK�X\P[L�VU�[OL�JVU[YHY �̀�OLYL��PU�[OPZ�]LY`�ÄLSK�VM�`V\[O�PU]LZ[PNH[PVU��PUZ[LHK�VM�[HRPUN�Z`TIVSZ�^OVZL�ZVSL�
quality would be to represent these subjects, individuals, our task will be to identify the production and making of 
new agency (Guattari, 1999) of enunciation, of self-multiplicity. 
 
 The machines themselves, the computers, “are nothing other than hyperdeveloped and hyperconcentra-
ted forms of certain aspects of human subjectivity” (Guattari, 1999, p. 177). What kind of subjectivity is constituted 
within the scope of the individual and collective agency mediated by communication in the Internet?  First of all, 
whatever the domain, as Guattari emphasizes, “technical, biological, semiotic, logical, abstract” (1999, p. 178), 
[OL`�HSS�Z\WWVY[�WYV[VZ\IQLJ[P]L�WYVJLZZLZ��UHTLK�TVK\SHY�Z\IQLJ[P]P[ �̀�(Z�^L�^PSS�ZLL�UL_[��V\Y�PU[LYLZ[�YLZ[Z�PU�
identifying through the Orkut intense�HɈLJ[PVU of members of organized soccer fan groups, modulated by confront 
and encounters among supporters of a same team and of rival teams. 

3. Social networks and organized fan groups

 As Souza and Rocha (2010, p. 30) appropriately pointed out, “the Orkut is a fascinating network of inven-
tion and display of subjectivities, of diaphanous hybrid-identities”. As with the subjectivities, the cities create and 
T\S[PWS`�Z`TIVSZ�VM�WYVK\J[PVU�VM�[OL�NLVNYHWOPJ�ZWHJL�HUK�VM�[OLPY�V^U�HJ[VYZ»�YV\[LZ�HUK�ZWOLYLZ�VM�ILSVUNPUN��
(�O`IYPKPZT�[OH[�HSZV�TLYNLZ�YLHS�HUK�PTHNPUHY`"�HJ[VY�HUK�ZWHJL�[PTL��*P[PLZ�OH]L�SPULZ��YV\[LZ�HUK�\YIHU�KLZPNUZ�
[OH[�JHU�IL�JVU[PU\V\ZS`�YL[YHJLK�HUK�YLKLÄULK�PU�ZVJPHS�UL[^VYRZ���=PY[\HS�JVTT\UP[PLZ�¶�PM�[OH[�PZ�^OH[�^L�HYL�
[V�UHTL�[OLT�^OLU�P[�YLNHYKZ�`V\[O�K`UHTPJZ�VM�6YNHUPaLK�:VJJLY�-HU�.YV\WZ��6:-.Z��¶�L_WHUK�[OL�ZWHJL�MVY�
[OL�ZVJPHS�HJ[VYZ»�W\ISPJ�KPZWSH`�HUK�WYVQLJ[PVU�VM�PKLU[PÄJH[PVU�ZPNUZ��0U�[OL�JHZL�VM�HU�6:-.��[OL�B^LHR�VY�Z[YVUND�
bonds between members make it easier to establish and join a community [in the web].  
 
 “The Web is especially appropriate for the development of weak and multiple bonds. Weak bonds are 
useful for providing information and opening up new opportunities [...]” (Castells, 2009, p. 445). Bonds created 
amongst strangers facilitate the contact between people. A new geography of time and new possibilities of spatial 
TVIPSP[`�HYL�WYVK\JLK�PU�[OL�>LI��¸:WHJL�ZOHWLZ�[PTL�PU�V\Y�ZVJPL[`�[O\Z�PU]LY[PUN�H�OPZ[VYPJ�[YLUK!�Å\_LZ�PUK\JL�
atemporal time, places are bound to time” (Castells, 2009, p. 557).

 When Internet social networks are concerned, not only the space is another but also the actors constitute 
[OLTZLS]LZ�\UKLY�H�KPZ[PUJ[�SVNPJ�VM�JSVZLULZZ�HUK�HZZVJPH[PVU��9LJ\LYV����� ��W������L_WSHPUZ�[OH[�¸K\L�[V�[OL�
distance between those participating in a social interaction, major characteristic of computer mediated communi-
cation, the actors are not immediately discernable. Thus, an actor may be represented by a weblog, a photo log, 
H�[^P[[LY�VY�L]LU�I`�HU�6YR\[�WYVÄSL�¹

� (UV[OLY�MHJL[�VM�[OL�W\ISPJ�ZWOLYL�PZ�JVUZVSPKH[LK�PU�[OL�]PY[\HS�LU]PYVUTLU[�HUK�ZLLTZ�[V��H[�SHZ[��M\SÄSS�
more vigorously the desire for speed and movement particular to the juvenile body. The OSFGs rapidly appropriate 
[OLTZLS]LZ�VM�[OPZ�ÄLSK�VM�HJ[PVU�HUK�[LYYP[VYPHSPaL�J`ILYZWHJL��.\PTHYqLZ�1\UPVY���  ���JHYYPLK�V\[�L[OUVNYHWO`�PU�
“multimedia virtual sociability environments” and, in this mainstay, stressed the challenge faced when developing 
ÄLSK�YLZLHYJO�PU�KPɈLYLU[�JVTT\UPJH[PVUHS�Z[Y\J[\YLZ��
 

3 “According to Latour (2005, p. 129), in ATN “networks don’t designate anything outside that would roughly have the shape of dots connected by lines, 
VRPHWKLQJ�VLPLODU�WR�WKH�WHOHSKRQH��KLJKZD\�DQG�VHZDJH�QHWZRUNV�>«@��,W�TXDOLÀHV�HDFK�DFWRU·V�DELOLW\�WR�PDNH�WKH�RWKHU�GR�WKH�XQH[SHFWHGµ��6DQWDHOOD��
2010, p. 47).
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 A cyberanthropology can be perceived, in the way it is sketched here, that is eminently supported upon 
[OL�PU[LYWYL[H[PVU�VM�JVTT\UPJH[P]L�WOLUVTLUH�[OH[�HWWLHY�HZ�NP]LU�BWOLUVTLUHD�B¯D�>OH[�[OL�ÄLSK�Z[\K`�JHU�
HJ[\HSS`�WYV]PKL��HUK��PU�MHJ[��KVLZ��PZ�L]PKLUJL�VM�[OL�L_PZ[LUJL�VM�H�JVTT\UPJH[PVUHS�Z[Y\J[\YL�\UKLYS`PUN�[OL�
KPɈLYLUJLZ��YLZ\S[PUN�MYVT�[OL�ZWLJPÄJP[PLZ�VM�LHJO�LU]PYVUTLU[��0[�PZ�L]PKLU[�[OH[�Z\JO�Z[Y\J[\YLZ�HYL�HSZV�PUÅ\LU-
JLK�I`�HUK�PU[LYHJ[�^P[O�Z[Y\J[\YLZ�\ZLK�PU�[OL�¸VɈ�SPUL¹�SPML�VM�\YIHU�NYV\WZ��^OH[�THRLZ�[OL�[OLTL�L]LU�TVYL�
JVTWSL_�HUK��JVUZLX\LU[S �̀�TVYL�MHZJPUH[PUN��.\PTHYqLZ�1\UPVY���  ���W������

 The communicational structure to which Guimarães Junior refers enables that each member of the orga-
nized fan groups use enunciation signs, self-media, which retro feed, modulate and promote subjective agency. 
;OLZL�HYL�Z\IQLJ[Z�PU�[OLPY�T\S[PWSL�MHJLZ�HUK�WVZZPIPSP[PLZ�VM�L_PZ[LUJL��Z\IQLJ[Z�^OV�HJ[�SPRL�WSHJLZ�PU[LYJYVZZLK�
^P[O�L_WLYPLUJLZ��MYLL�MYVT�[OL�^LPNO[�VM�H�NP]LU�UHTL»Z�YLZ[YPJ[LK�locus.  “The megalopolis creates a compulsive 
seduction of an anonymous other [...] in the interaction of virtual messages that present bodiless alterity, but are 
overly active as mental stimuli.” (Ferrara, 2009, p. 134) 

 These are not necessarily anonymous subjects, but subjects emptied of the VɉJPHS�UHTL, personality su-
pport, so as to be able to give movement and speed to innumerous stimuli. On the contrary, it means forging new 
UHTLZ�¶�HZ�KV�NHUN�TLTILYZ�HUK�Z[YLL[�I\UJOLZ�¶�H�I\UKSL�VM�WVZZPIPSP[PLZ�VM�ZLSM�L_WYLZZPVU�HUK�VM�ZVJPHIPSP[`�
couplings. 

4. Virtualization of the body and self-media

 We had to ask for permission, and it must have sounded strange, to join the virtual communities of the 
organized soccer fan clubs of the major teams in Ceará.  Curiously, I was immediately accepted. We followed not 
just the topics posted by these communities and their discussion forums but also kept a log of innumerous Orkut 
WYVÄSLZ�^OVZL�PKLU[PÄJH[PVU�PUJS\KLK�H�MHU�JS\I�UHTL��MVY�PUZ[HUJL!�¸THYPSPH������JLHYHTVY¹��>L�]PZP[LK�[OL�ÄYZ[�
HUK�TVZ[�U\TLYV\Z�[OYLL�JVTT\UP[PLZ�VM�LHJO�VUL�VM�[OL�[LHTZ�HZ�^LSS�HZ�ULHYS`�Ä]L�O\UKYLK�WYVÄSLZ»�0+Z�[OH[�
brought the club name. 

� <USPRL�THU`�YLZLHYJO�VU�ZVJPHS�UL[^VYRZ��^L�KPK�UV[�YL[HPU�V\Y�MVJ\Z�VU�[OL�]PY[\HS�ZWHJLZ�MVY�Z\WWVY[LYZ»�
ZVJPHIPSP[ �̀�VU�[OL�ÄLSKZ�VM�PU[LYHJ[PVU�VY�VU�[OL�IVUK�IL[^LLU�TLTILYZ��6\Y�PU[LYLZ[Z�YLZPKL�PU�[OL�V\[ÅV^Z�VM�
HɈLJ[��Z\IQLJ[P]P[`�TVK\SH[PVU�HUK�LU\UJPH[PVUZ�VM�[OL�ZLSM�YLNHYKSLZZ�VM�[OL�K\HS�ZVJPHS�YLSH[PVU��VM�HU�¸0¹�PU[LYHJ-
ting with an “other” that it may indicate. Though for Recuero (2009, p. 44) the deterritorialization of bonds means 
the development of new spaces for interaction, we set to sail the open sea, not necessarily attained to points, 
IHUKZ��ÄLSKZ�HUK�IVUK�Z[Y\J[\YL����
 
� >L�YLNHYK�[OL�MHU�JS\IZ�]PY[\HS�L_WLYPLUJLZ�HZ�YOPaVTLZ�HUK�THW�L_WYLZZPVUZ��;OH[�TLHUZ�SVJH[PUN�[OL�
environment of relationships amongst the members in an open space, “connectable in all of its dimensions; it 
PZ�KL[HJOHISL��YL]LYZPISL��Z\ZJLW[PISL�[V�JVUZ[HU[�TVKPÄJH[PVU¹��+LSL\aL��.\H[[HYP���  ���W�������(�ZWHJL�LZ[H-
ISPZOLK�I`�SPULZ��^P[OV\[�ÄUPZO�SPULZ�VY�SPTP[Z�¶�Q\Z[�TV]LTLU[���+VYULSSLZ���������OH]PUN�VIZLY]LK�[OL�ZVJPHIPSP[`�
KLZPYLK�[OYV\NO�JOH[Z��WVPU[Z�V\[�[OH[� [OL� PUKP]PK\HS»Z�L_WLYPLUJL� PU�J`ILYZWHJL� PZ�HZ�KYHTH[PJ��LTV[PVUHS�HUK�
JVTWSL_�HZ�PZ�MHJL�[V�MHJL�PU[LYHJ[PVU��)`�V[OLY�TLHUZ��ZVJPHS�UL[^VYRZ�UV[�VUS`�WVZZLZZ�TVK\SH[PVUZ�ZPTPSHY�[V�
those of social relations outside the virtual environment but also produce and power emotion croquis to be acted 
V\[�PU�MHJL�[V�MHJL�JVU[L_[Z����

� 0U�[OL�WYLZLU[�YLZLHYJO»Z�[LYYHPU��V\Y�PU[LYLZ[�SPLZ�VU�WLYJLP]PUN�[OL�̧ LU[HUNSLK�IVKPLZ¹��:LYYLZ���������VUJL�
¸UVIVK`�JHU�YLNHYK�JOHUNL�PM�UV[�HZZVJPH[LK�[V�TP_[\YLZ�B���D�OLUJL�[OL�JOHUNL�PU�[P[SLZ��PU�HSSV`Z��PU�MHIYPJ�HUK�
maps, hence the change through drawings and reactions, camlet upon camlet, miscegenation” (2001, p. 23). That 
is so because virtualization is always associated to reinvention, to multiplication, to vectorization, to a heteroge-
nesis of the human being �3t] �̀��  ���W�������;O\Z��[OL�JVUZ[Y\J[PVU�VM�[OL�6:-.Z»�WYVÄSLZ��[OL�SV]L�MVY�[OL�[LHT��
[OL�SV]L�HUK�[OL�L_WYLZZPVUZ�VM�OH[L�KPYLJ[LK�[V�[OL�YP]HS�MHU�NYV\WZ��HYL�LU[HUNSLK�PU�[OL�SP]L�TV]LTLU[Z�[OH[�
ZOHRL�HUK�LU\UJPH[L�[OL�HJ[VYZ�VM�ZVJPHS�UL[^VYRZ��:\JO�TV]LTLU[Z��L_JOHUNLZ��L_WYLZZ�VUS`�¸H�]PZPISL�Z\YMHJL�
that the ATN can transform in reportable [...] for such it is necessary to go beyond the homogeneous repertoire of 
the human being on one side, and the mechanisms, on the other, in order to delineate hybrid anthropomorphic, 
physiomorphic and technomorphic [repertoire] […]” (Santaella, 2010, p. 48). 
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� ;OL`�HYL�Z\IQLJ[P]L�SPULZ�VM�JVUZ[Y\J[PVU�[OH[�L_WHUK��JVTIPUL�HUK�TP_�\W�[OL�IVK`»Z�WVZZPIPSP[PLZ"�VM�[OL�
technique for making feasible the formulation�VM�UL^�L_PZ[LU[PHS�[LYYP[VYPLZ�¶�H�IVK`�^OPJO�JHU�WHZZ�[OYV\NO�[OL�
]HYPV\Z�WVPU[Z�VM�[OL�¸VYNHUPaLK�MHU�NYV\WZ�PU�[OL�6YR\[¹�YOPaVTL�HUK�YLPU]LU[�UL^�SPULZ�HUK�ÄN\YH[PVUZ�VM�[OL�ZLSM�� 
 
 Away from the mechanic logic and invested by the new digital regime, the contemporary bodies pre-
ZLU[� [OLTZLS]LZ� HZ� KH[H�WYVJLZZPUN� Z`Z[LTZ�� JVKLZ�� JPWOLYLK�WYVÄSLZ�� PUMVYTH[PVU�I\UKSLZ��:V�� NP]LU� [V� [OL�
UL^�ILH[Z�VM� [LJOUV�ZJPLUJL�� [OL�O\THU�IVK`�ZLLTZ� [V�OH]L� SVZ[� P[Z� JSHZZPJ�KLÄUP[PVU�HUK�HUHSVNPJ� ZVSPKP[`!�
inserted in the digital conveyor belt, it becomes permeable, projectable and programmable (Sibilia, 2002, p. 19). 
 
� (SS�[OL�MLLSPUNZ�PU�[OL�^VYSK�ZLLT�[V�Ä[�PU�[OH[�ÄLSK"�PU�P[�[OL�V]LY�ZWPSSPUN��[OL�L_JLZZ��[OL�ZLSM�JVTWSHJLUJ �̀�
the transmutation of the solid codes of sociability are enabled, once it is the body that updates the variation betwe-
en time and space. The body will perform what Gil (1997) sees as the capacity to function as transduction of signs, 
HZ�[OL�¸Z\WWVY[�MVY�Z`TIVSPJ�L_JOHUNLZ�HUK�JVYYLZWVUKLUJL�HTVUN�[OL�]HYPV\Z�JVKLZ�PU�[OL�WYLZLUJL�B¯D�[OL�
body is the permutator of codes” (1997, p. 23).   It is the body that transposes the signs between the various folds 
of (VUSPUL�HUK�VɊPUL��L_WLYPLUJL��P[�PZ�[OL�VUL�[OH[�\WKH[LZ�[OL�WYVÄSL�HUK, so, composes and promotes conti-
U\V\Z�WLYT\[H[PVU�IL[^LLU�[OL�PUZPKL�HUK�[OL�V\[ZPKL�HUK�[OL�WVZZPIPSP[PLZ�VM�PU[YVK\J[PVU�WYLZLU[H[PVU�VM�[OL�¸I”. 
 
 It is important to stress that bodies transcend the wrapping preconized by medicine, the physic materia-
SPaH[PVU�VM�^OH[�PZ�LZ[HISPZOLK�HZ�L_PZ[LUJL�Z[H[\[L��(Z�3t]`�WVPU[Z�V\[��¸]HYPV\Z�JVU[LTWVYHY`�ZJPLU[PÄJ�ZJOVVSZ�
rediscovered a nature in which beings and things are no longer separated by an ontological iron curtain” (1993, p. 
138). The bodies of the youth members of the fan clubs skip here and there, incorporate names, colors and images 
H]HPSHISL�MVY�VWLYH[PUN�[OL�TVZ[�J\YPV\Z�TLYNL��PU�HU�HUHSVN`�^P[O�:LUUL[[���������IL[^LLU�ÅLZO�HUK�[LJOUVSVN �̀���� 
 
 
5. IT IS TUF4, IT IS CEARAMOR5: supporter’s subjectivities, fan groups’ media

� ;OPZ�[L_[�^PSS�MVJ\Z�VU�[OYLL�JHZLZ�[OH[�L_LTWSPM`�[OL�L_WYLZZPVU�VM�^OH[�^L�JHSS�OLYL�intense feelings: the 
Fanautico, [OL�B\ZLSLZZD�Z\WWVY[LY�L_WLSSLK�BMYVT�H�JVTT\UP[`D��HUK�WYVÄSL�[OH[�ZLUKZ�ZPNUHSZ�VU�^OH[�P[�TLHUZ�
[V�IL�`V\UN�Z\WWVY[LY��=PZP[PUN�HU�6YR\[�JVTT\UP[`�UHTLK�¸-HUH\[PJ6�*LHYHTV9¹��^L� PKLU[PÄLK�HU�\U\Z\HS�
TP_[\YL�VM�MLLSPUNZ�VM�SV]L�HUK�OH[L�[YHUZSH[LK�PU[V�TLKPH[PaLK�ZPNUZ��

“FanauticO + CearamoR!6 Home > Communities > Others�%�-HUH\[PJ6���*LHYHTV9��

Description:
Call the zoo, call the mortuary wagon!  
Tell them Cearamor, it killed the lion!  
%HFDXVH�,�NQRZ�&HDUDPRU�GRHVQ·W�UHIXVH�� 
/LRQ�NLOOHU�DQG�WXIJD\·V�DVV�IXFNHU�� 
7XI�LV�JD\��JD\��JDDDDD\� 
www.torcidacearamor.com.br 
,�MXVW�FDQ·W�KLGH� 
P\�IHHOLQJV�IRU�\RX�$Ui�\RX�$Ui� 
,�FDQ·W��,�FDQ·W��,�FDQ·W��,�FDQ·W� 

 
 
4  TUF stands for Torcida Uniformizada do Fortaleza, Fortaleza’s Supporters in Uniform.

5 Cearamor is Ceará+amor (love), pronounced as one word.

6  We’ve decided to maintain the original fonts as they appear in the Orkut once we consider such elements to be constituents of the authors’ and their com-
munities’ language and communication strategies. 

$OO�,�NQRZ�LV� 
that the young girl trembles, 
[The] hell disobeys, 
Unconsciously we spank, 
Small hands dance and swing, 
:KHQ�WKH\�SDVV�,�IROORZ�EHKLQG 
$OO�,�NQRZ�LV���� 
%HLQJ�)$1É87,&2�LV�UHDOO\�FRRO��� 
Êô, Êô.. 
,·P�)DQiXWLF{Ñ{� 
,·P�)DQiXWLF{Ñ{�µ
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>OPJO�IVK`�KVLZ�[OL�Z\WWVY[LY�YLMLY�[V�^OLU�OL�ZH`Z!�¸(SS�0�RUV^�PZ�[OH[�[OL�`V\UN�NPYS�[YLTISLZ��
B;OLD�OLSS�KPZVIL`Z��<UJVUZJPV\ZS`�^L�ZWHUR¹&�/L�PZ�WYVIHIS`�YLMLYYPUN�[V�[OL�[LHT��I\[�^P[O�TP_LK�MLLSPUNZ�VM�
love and hate. [The] Fanáutico PZ�H�RPSSLY��KPZVIL`Z�OLSS��Z\JRZ�OPZ�YP]HS»Z�]P[HS�LULYN`�HUK�YLK\JLZ�OPT�[V�tufgay.  
Notwithstanding, despite the cruelty he directs his enemy, [the] Fanáutico stresses a curious love discourse having 
the body as support: small hands dance and swing. 

The place for his outburst is celebrated, letter by letter: “All I know is...  Being FANÁUTICO is really 
cool...”. The subject uses the body, creating a pedagogy of gestures of what a fanatic supporter would be like, as 
a sign transduction (Gil, 1997).  Finally, after putting his message through, in a sigh of satisfaction he proclaims 
THE pleasure of being a Fanáutico! That enunciation subject – [the] Fanáutico of CEARAMOR – creates stylistic, 
designs a modus facendi of the virtual supporter. Sibilia (2008, p. 295) considers that “everyone and anyone, 
being conveniently styled as artists of themselves, in order to be able to transform themselves into a character, 
[OL�NYLH[LZ[�WHSHKPU�WVZZPISL��:\JO�JVUZ[Y\J[PVU�VM�[OL�Z\WWVY[LY»Z�IVK �̀�VM�OPZ�ILOH]PVY��ULLKZ�[V�IL�YLNHYKLK�
PU�[OL�ZVJPHS�UL[^VYRZ��[OYV\NO�YLWL[P[PVU�HUK�Z\NNLZ[PVUZ�MVY�JYPLZ�VM�HɉYTH[PVU��HZ�ZPNUZ�VM�PU[LUZP[`�JHWHISL�VM�
HɈLJ[PUN�[OL�IVK`�YLHKLY�MHJPUN�[OL�JVTW\[LY�ZJYLLU!�¸Ì���Ì�����0»T�-HUm\[PJ�Õ���0»T�-HUm\[PJ�Õ�¹��(Z�Z[H[LZ�
Sibilia (2008), artists of themselves, transformed into characters-icon of what is meant to be aroused in the other, 
of what is meant to be subjectively constructed. 

 It is also worth calling attention to the rebel tone that gains power in Fanáutico»Z voice, echoing timeles-
sly, with no interpositions of the striated space7. The rebel Fanáutico�L_WYLZZLZ�OPTZLSM�SPRL�H�WHYVKV_��ZVTL�LYY��
an inversion of codes: [The] hell disobeys.  All technologies create new rebels. The English “luddites”, who in the 
beginning of the Industrial Revolution in the 18th century broke machines out of fear of being replaced by them, 
^LYL�[OL�ÄYZ[�¸[LJOUV�YLILSZ¹��4HU`�[OPUNZ�OH]L�JOHUNLK�L]LY�ZPUJL��;OL�JPULTH�NH]L�]VPJL�[V�[OL�¸IHI`�IVVT¹�
NLULYH[PVU»Z�¸YLILSZ�^P[OV\[�H�JH\ZL¹��;VKH �̀�UL^�YLILSZ�\ZL�[OL�TPJYV�LSLJ[YVUPJ�[LJOUVSVNPLZ��0M�[OL�0UK\Z[YPHS�
Revolution witnessed the emergence of the luddites, cyber culture will witness that of cybernetic front: the “cyber-
�YLILSZ¹��;OL�TVZ[�PTWVY[HU[�ÄN\YLZ�HYL�[OL�¸WOYLHRLYZ¹��[OL�¸OHJRLYZ¹��[OL�¸JYHJRLYZ¹��[OL�¸J`WOLYW\URZ¹��[OL�
“ravers” and the “zippies”. These are the new “cowboys” of the electronic frontier (Lemos, undated).

 The new “cowboys” of the electronic frontier L_WYLZZ�[OL�ULLK�[V�WYLZLY]L��THPUS`�PU�MVY\TZ�HUK�[VWPJZ�
of TOF8�JVTT\UP[PLZ��[OL�THZJ\SPUL�»THJOV»�ethos, as if it was impossible to unify in one single actor the image 
VM�Z\WWVY[LY�KPZZVJPH[LK�MYVT�[OL�OL[LYVZL_\HS�WH[[LYU��;OH[�PZ�[OL�YLHZVU�^O`�H�TLTILY�VM�[OL�YP]HS�MHU�NYV\W�PZ�
initially gay��HZ�HɉYTH[PVU�VM�OPZ�MYHNPSP[ �̀�OPZ�lack��;OL�*,(9(469�Z\WWVY[LYZ»�JVTT\UP[ �̀�UHTLK�¸*,(9(469�
[OL�SHYNLZ[�PU�[OL�5VY[OLHZ[¹�PZ�JVUZ[P[\[LK�VM������ �TLTILYZ�HUK�OHZ�H�TVKLYH[VY�^OVZL�WYVÄSL�PZ�¸(UKLYZVU¹��
who is entitled to not only accept or reject new members, but also to assess the posts and select those opinions 
HUK�H[[P[\KLZ�[OH[�ZOV\SK�VY�ZOV\SK�UV[�YLTHPU�W\ISPJ��6UL�VM�[OL�ZPNUPÄJHU[�[VWPJZ��YLNHYKPUN�[V�[OL�UHYYV^PUN�VM�
[OL�JVUZ[Y\J[PVU�VM�]HSPK�HUK�PU]HSPK�Z\IQLJ[P]L�HWWHYLS�MVY�[OL�I\PSKPUN�VM�[OL�Z\WWVY[LY»Z�PTHNL�JHU�IL�HWWYLJPH-
[LK�PU�¸(UKLYZVU¹»Z�YLHZVUZ�MVY�L_JS\KPUN�TLTILYZ�MYVT�[OL�JVTT\UP[ �̀�

“[Deleted Topics]” Here are the names of all topics excluded from the community and the reasons for such.  
Any doubts, talk to moderation. 

Anderson 
Topic: 
Supporters of ceará are hunks 
Reason: Useless topic. 
*YLH[VY!�º�jࠫjð�¹
;OL�UL_[�KH �̀�jࠫjð��YLWSPLZ!
“22 may 

 

7 The “striated space”, the metric space, ruled, encoded, institutionalized appears, in Deleuze and Guattari’s (1997) concept of nomadism, 
juxtaposed to the “smooth space” like the [open] sea, whose turbo effect can arise at any point.    

8 TOF stands for Torcida Organizada de Futebol – Organized Soccer Supporter Groups.  

º�jࠫjð� 
Useless my ass... 
+VU»[�`V\�[OPUR�0�JHU�ÄUK�H�W\ZZ`�OLYL& 
6UJL�`V\�OH]L�`V\Y�º^VTHU»��
JHU»[�0�OH]L�T`�ºTHU»&¸��Q\U�

Anderson 
yes, ok. But then send a message to the person you want, or chat.
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;OLZL�RPUKZ�VM�[OPUNZ�HYLU»[�Z\P[HISL�MVY�[OL�JVTT\UP[ �̀�I\[�0»SS�KV�ZVTL[OPUN�KPYLJ[LK�[V�[OH[�ZWLJPÄJHSS �̀¹�0U�[OL�
dialogue between º�jࠫjð� and Anderson we can observe the production of a body that suits the image of the 
MHU»Z�^HYYPVY�ethos��0U�(UKLYZVU»Z�WYVÄSL��H�X\V[L�VM�(KVSM�/P[SLY�ZPNUHSZ�[OL�WLYJLW[PVU�[OL�TLKPH[VY�WVZZLZZLZ�
of the construction of a moral standard, of a bio power (Foucault, 1988) related to the state of being CEARA-
469!�¸4HRL�[OL�SPL�H�IPN�VUL��ZPTWSPM`�P[��JVU[PU\L�Z[H[PUN�P[�HUK�L]LU[\HSS`�L]LY`VUL�^PSS�ILSPL]L�P[¹��;OL�L_WYLZ-
ZPVU�VM�[OL�OVTVZL_\HS�KLZPYL�PZ�¸\ZLSLZZ¹�[V�[OL�JVUZ[Y\J[PVU�VM�[OL�WLYJLW[PVU�VM�¸JVTT\UP[`�MLLSPUN¹��*HZ[LSSZ��
������HUK��M\UKHTLU[HSS �̀�[V�[OL�Z\IQLJ[P]L�JVUZ[Y\J[PVU�VM�[OL�Z\WWVY[LY»Z�IVK`�PU�HUK�V\[�VM�[OL�ZVJPHS�UL[^VYR��
Canevacci (2005, p. 31), investigating the juvenile mutation of metropolis bodies signals the irruption of new te-
chnologies. Amongst the stud of provocation designed by Canevacci is the idea pertaining to incorporated tech-
nologies:

� ;OL�IVK`»Z�UH[\YHS�JVTWVULU[Z�¶�HU�HTIPN\V\Z�HɉYTH[PVU�per se�VUJL�LHJO�VUL�VM�[OL�IVK`»Z�[YHJLZ�
as well as itself entirely has always been crossed by powerful symbolic meanings (and that is why one can never 
mention the biological body alone) – were progressively subtracted from the naturalist dimension of the 19th cen-
tury to open up and articulate in a myriad of micro-technologies, micro-processors, and chips that can be substi-
tuted with temporary prosthesis (2005, p. 31). 

� :\JO�TL[HTVYWOVZLZ��TP_[\YLZ�HSYLHK`�ZWLJPÄLK�I`�:HU[HLSSH���������HSZV�[HRL�HK]HU[HNL�VM�ZVJPHS�UL-
[^VYR�[VVSZ�[V�ZPNUHS�[OL�IVK`»Z�SPTP[Z�HUK�WVZZPIPSP[PLZ��;OLYL�PZ�HU�HS[LYUH[P]L�ZWHJL�[V�IL�JYLH[LK�I`�Anderson, 
HZ�^YP[[LU�PU�[OL�YLHZVUZ�MVY�¸TLTILYZ»�L_JS\ZPVU¹��^OPJO�^PSS�IL�KLZ[PULK�[V�jࠫjð�"�PU�[OH[�community there can 
VUS`�IL�VUL�VM�[OL�T\[H[PVU�WSHUZ!�[OL�Z\WWVY[LY»Z��;OH[»Z�^O`�P[»Z�ULJLZZHY`�[V�Z[H[L�P[�PU�[OL�6YR\[�HUK�OPNOSPNO[�
PKLU[PÄJH[PVU�JVKLZ��LUNHNL�PU�ZLSM�PUZJYPW[PVUZ��:V\aH�HUK�9VJOH�YLWVY[�[OL�¸JVUMLZZPVUHS�[VUL�HSTVZ[�HS^H`Z�
observed in the writings. In many Orkut communities such tone is strongly evoked” (2010, p. 199). Here, in the fan 
groups space, the confession consists of restating, modulating, repeating the signs of the supporter character, of 
the public construction of multiple singularities of what that character may and should represent.   

 The need for the actor of a social network fan group to vociferate, repeat, amplify his visibility (Fanáutico) 
ILJVTLZ�L]PKLU[��[OL�ULLK�[V�LUNHNL�PU�HU�PTHNL�WYVWO`SH_PZ��^OH[�JSLHUZ�\W�VY�KPY[PLZ�[OL�JVTT\UP[`�, of the 
nature and usefulness of the supporter’s ethos, and to make seen and valued the media that characterize, inscribe 
HUK�PUMVYT�HIV\[�[OL�Q\]LUPSL�Z\WWVY[LY»Z�ºMHJL»�HUK�ºH[[P[\KLZ»���;OL�WYVÄSL�VM�Z\WWVY[LYZ�^OVZL�MHU�NYV\W»Z�UHTL�
PZ�PUJS\KLK�PU�[OL�WYVÄSL�UHTL�HSTVZ[�HS^H`Z�Z[HTWZ�V\[�H�SVUN�ZLSM�YLWVY[��HZ�[OL�LWPNYHWO`�[OH[�PU[YVK\JLZ�[OL�
MVSSV^PUN�[L_[�HUK�L_HTWSL!

¸S\Pa������cearamor, A lot of trouble in this life, Place: Caucaia, Brazil ZLL�^OVSL�WYVÄSL�About luiz
;OL�`V\UN�KVU»[�ÄNO[�������������������������[OL`�RPJR�HZZLZ 
The young don’t go to parties...............they go to gigs 
The young don’t drink......................... they lush 
The young don’t fall............................ they pass out 
The young don’t make love.................... they fuck, screw, bang 
The young don’t understand..................... they get it 
The young don’t smoke......................... they light up
The young don’t eat ........................ they swallow 
The young don’t go in........................ they break in 
The young don’t kill......................... they destroy 
The young don’t ask......................... they demand 
The young don’t engage in conversation.......................... they confab 
The young don’t defecate....................... they shit
The young don’t urinate......................... they piss 
The young don’t spit........................ they gag 
The young don’t pass gas................ they tear ass 
The young don’t leave................. they get outta … 
The young don’t type........................ they key in
The young don’t complain..................... they protest 
The young don’t curse......................... they tell you to fuck yourself 

“The sky was clear, 
The moon kind of golden... 
;OLYL��VU�[OL�ÄLSK��TL�HUK�OLY� 
And nothing else could be seen! 
Her soft skin, 
Her butt exposed, 
And I caressing 
Her soft back... 
Not knowing how to begin, 
Watched her slim body. 
Decided to put my hands on it 
On her soft breast... 
I was scared! 
My strong heart beating, 
While slowly , 
/LY�ÄYT�SLNZ�VWLULK�\W��� 
Victory! 
I did it! 
Things then got better... 
At least this time, 
The white liquid spurted! 
Finally it was all over, 
But I almost had to be carried out on a stretcher! 
;OH[�^HZ�OV^�MVY�[OL�ÄYZ[�[PTL��� 
I milked a cow!!! 
>OH[�KPK�`V\�[OPUR�P[�^HZ&¹
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 S\Pa������JLHYHTVY enunciates from the beginning: “a lotta trouble9 in this life”. And as there are no half-
-measures for a rabid fan��H�MHUH[PJ�MHU��OL�Z[H[LZ�OL�PZ������cearamor. We can verify his writings of himself 
YLWYLZLU[�H�¸S\Pa������JLHYHTVY¹�^H`�VM�ILPUN�HUK�Z[H[PUN�OPZ�PU[LUZL�MLLSPUNZ�HUK�[OL�JVKLZ�[OH[�YLWYLZLU[�HUK�
PUZ[P[\[PVUHSPaL�[OL�T\S[PWSL�WVZZPIPSP[PLZ�VM�ILPUN�º[OL�`V\[O»��>L�JHU�VIZLY]L�[OH[�HSTVZ[�L]LY`[OPUN�PZ�[YLZWHZZLK��
UV[�WHY[�VM�[OL�JVU]LU[PVUHS�WSHUL��OPNOSPNO[Z�HU�PU[LUZP]L�L_PZ[LUJL�Y\SL��:PIPSPH�JVUZPKLYZ!�¸:\JO�MHZJPUH[PVU�IYV\-
NO[�HIV\[�I`�L_OPIP[PVUPZT�HUK�]V`L\YPZT�[OYP]LZ�PU�H�ZVJPL[`�H\[VTH[PaLK�I`�HU�PUKP]PK\HS�̂ P[O�UHYJPZZPZ[�[V\JOLZ��
^OV�ULLKZ�[V�ZLL�OPZ�ILH\[PM\S�PTHNL�YLÅLJ[LK�PU�[OL�V[OLY»Z�L`LZ�PU�VYKLY�[V�IL¹��������W�������

 I ask myself: the invisibility to which they are referred, in daily life, does the youth in the periphery, mem-
ILYZ�VM�6:-.Z��6YNHUPaLK�:VJJLY�-HU�.YV\WZ���ÄUK�PU�[OL�6YR\[�UL[^VYR�MHZ[LY�[VVSZ�MVY�ZVJPHS�PUZLY[PVU�HUK�ZLSM-
-mediatization strategies?

 Could we initially consider such a detailed list of self-predicative a kind of narcissistic and pompous billbo-
HYK&�;OL�[VUL�JOHYHJ[LYPaPUN�[OL�WYVÄSL�KLZJYPW[PVU�ZSPWZ�PU�H�NP]LU�TVTLU[�HUK�SLHKZ�[OL�YLHKLY�[V�WLYJLP]PUN�[OL�
mess, the ambiguity to which the antagonist perception of the modulation of being young is referred: “The young 
don’t curse......................... they tell you to fuck yourself”, linked to a romantic aura: 

The moon kind of golden... 
;OLYL��VU�[OL�ÄLSK��TL�HUK�OLY� 
And nothing else could be seen!

 Various parts of S\Pa������JLHYHTVY»Z�WYVÄSL�HUK�VM�[OL�`V\UNZ[LY�[OH[�HWWLHYZ�PU�[OL�ILNPUUPUN�VM�[OPZ�
WHWLY��OPNOSPNO[�[OL�ZSPWWLY �̀�PU[LUZL��L_JLZZP]L��HUK�WVS`ZLTPJ��UH[\YL�VM�OPZ�PU[YVK\J[PVU�VM�OPZ�¸I” young-sub-
QLJ[!�;OL�`V\UN�KVU»[�skip classes, kill the teacher straight away; The young don’t kill ..................... they destroy. 
The word sets up communication in the Web. It is as if the colossal nature of the words could cross the body 
that inhabits the other places of the emptied�HUVU`TV\Z�IVK �̀�(UK�[OL�TH_PT\T�VM�:LN\UKV�*HUJSPUP�PZ�JVUÄY-
TLK!�¸L]LU�^OLU�ZLH[LK��[OL�IVK`�JYVZZLZ�IVYKLYZ¹��������W�������;OL�J`ILY�J\S[\YL»Z�IVK`�VWLYH[LZ�HU�PU]PZPISL�
WYV_PTP[`!�/LUJL��HZ�9PÄV[PZ��������Z\NNLZ[Z��¸[OL�ÄLSK�L_WLYPLUJL�PU�J`ILYZWHJL�ILJVTLZ�L]LY�JSVZLY�[V�H�JV-
�WYLZLUJL�ZP[\H[PVU¹��9PÄV[PZ��������W�������UV[�MVYNL[[PUN�[V�WYVISLTH[PaL��UH[\YHSS �̀�[OL�TLKPH[PVU�VM�JVTT\UPJH-
tion via computer, the various software and codes that are negotiated, built and shared, being verbal, written, via 
IVK`�L_WYLZZPVUZ��VY�V[OLYZ��������W������

A co-presence that is made easier by the “alterity emptied of a body” referred to by Ferrara (2009, p. 134) consti-
tutes, via such emptiness, a high speed space for the “transmutation of signs” (Gil, 1997), the production of col-
SLJ[P]L�HNLUJ`�HUK�VM�[OL�Z\WWVY[LY»Z�PTHNL��:\JO�¸TVIPSL�NLVNYHWO`¹�JLY[HPUS`�KLTHUKZ�MYVT�[OL�L[OUVNYHWOLY�
a production of a new body and of a new “design of feelings” (Serres, 2001, p. 47). It makes it necessary that the 
virtual�HU[OYVWVSVNPZ[�LUNHNL�PU�H�JVU[PU\V\Z�L_LYJPZL�VM�JYVZZPUN�IVYKLYZ�¶�HU�L[OUVNYHWOLY�^OV�JHU�TV]L�VU�
maps that are constantly changing across topics, communities, and forums that can be deleted in a second. An 
anthropological saga that can visit HɈLJ[Z inhabiting words, drawings, colors, and an endless number of tools, in 
the subjective productions of self-media. 

2LLWPUN�PU�TPUK�[OH[�[OL�THW�KVLZ�UV[�YLWYVK\JL�HU�\UJVUZJPV\Z�JSVZLK�PU�\WVU�P[ZLSM"�P[�JVUZ[Y\J[Z�[OL�\UJVUZ-
JPV\Z��0[�-VZ[LYZ�JVUULJ[PVUZ�IL[^LLU�ÄLSKZ��[OL�YLTV]HS�VM�ISVJRHNLZ�VU�IVKPLZ�^P[OV\[�VYNHUZ��[OL�TH_PT\T�
opening of bodies without organs onto a plane of consistency. It is itself a part of the rhizome (Deleuze & Guattari, 
1995, p. 22).

>L�OH]L�VUS`�I\[�[YHPSLK�ZVTL�WVPU[Z�PU�[OL�THW��PU�HU�PUP[PHS�L_LYJPZL�VM�JVUULJ[PVU�VM�ÄLSKZ���/LHYPUN�[OL�¸-HUm\-
[PJV¹�JY`�HZ�PM�[OL�IVK`�HJ[LK�HZ�H�JV�WYLZLUJL�VM�[OL�[LHT�LU[LYPUN�[OL�ÄLSK��7LYJLP]PUN�[OH[�PU�[OL�SVJ\Z�^OLYL�
apparently anything can be created, where the fake threatens to cover the veils of the truth, even so jࠫjð� has 
OPZ�WHY[PJPWH[PVU�L_JS\KLK�HUK�JVUZPKLYLK�¸\ZLSLZZ¹��:LL�PU�S\Pa������JLHYHTVY»Z�WYVÄSL�[OL�WLYJLW[PVU�VM�^VYKZ�
inhabited by shadows: 

���9HU\�FRPPRQ�VODQJ�DPRQJ�WKH�\RXWK�LQ�WKH�SHULSKHU\�ZKLFK�PHDQV��ÀJKW��FRQÁLFW��PHVV�
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;OH[�^HZ�OV^�MVY�[OL�ÄYZ[�[PTL��� 
I milked a cow!!! 
>OH[�KPK�`V\�[OPUR�P[�^HZ&¹

That may be the greatest challenge regarding acting in cyberspace, the awareness that “it is always by rhizome 
that desire moves and produces” (Deleuze & Guattari, 1995, p. 23). That imprecise locus of space that leads the 
anthropologist to formulating time and again the question: >OH[�KPK�`V\�[OPUR�P[�^HZ&
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Chapter 4

“I come from Porto and bring a Porto in me”: 
LZZH`Z�VU�H�JHY[VNYHWO`�VM�HɈLJ[PVUZ�PU�VM�[OL�JP[`

Paula Guerra

Abstract

The city has long been used as a framework to understand the profound changes which the urban tissue has 
JVU[PU\V\ZS`�Z\ɈLYLK��0U�[OL�SH[L�� [O�JLU[\Y`�HUK�[OYV\NOV\[�[OL���[O�JLU[\Y`�[OL�JVYL�PZZ\LZ�JVUJLYUPUN�ZVJPHS�
\YIHU�JVU[L_[Z�^LYL�[OL�IPUKPUN�WV^LY�VM�[OL�JP[ �̀�P[Z�JHWHJP[`�[V�IYPUN�PUKP]PK\HSZ�[VNL[OLY��VY��Z`TTL[YPJHSS �̀�[OL�
^H`�P[�IYVRL�VɈ�JVTT\UP[`�HSSLNPHUJL��[OL�UL^�VWWVZP[PVUZ�IL[^LLU�JLU[YL�HUK�WLYPWOLY �̀�HUK�[OL�THYNPUHSPaH-
[PVU�VM�ZLJ[VYZ�VM�[OL�JP[ �̀�>OH[�^L�L_WLYPLUJL�[VKH`�PZ�PU�WHY[�[OL�L_[LUZPVU�VM�[OPZ�WYVJLZZ!�WV\YPUN�MYVT�H�ZL[�VM�
WYPUJPWSLZ�^OPJO�N\PKL�SH[L�JHWP[HSPZT��V\Y�HNL�OHZ�SPRL^PZL�YLPÄLK�JLY[HPU�WYPUJPWSLZ�VM�JP[`�SPML�HUK�\YIHU�PU[LY]LU-
[PVU��Z\JO�HZ�[OL�JVTWSL_�UV[PVU�VM�¸ULLK¹��HUK�THKL�[OLT�PU[V�TVUVSP[OPJ�PU[LYWYL[H[PVUZ�VM�\YIHU�JVTT\UP[PLZ��
Going in part against this idea, and drawing from the situationist ideas of psychogeographie��sociogeographie and 
derive as well as defending the need to educate individuals to take on their rights to the city, in this work we seek 
to synthesize an investigation-action project undertaken in 2012 with local inhabitants of the Sé Bairro in Porto 
(Portugal). With it, we seek to argue that individual cartographies serve as a tool for empowering young residents 
[V�[HRL�VU�[OLPY�JVTT\UP[PLZ�HZ�WHY[�VM�[OLPY�SP]LZ��L_WYLZZPUN�H�MHTPSPHY�HUK�L]LY`KH`�JVU[L_[�[OYV\NO�]PZ\HS�HUK�
sound symbolism. 

Keywords: city planning, territorial stigmatization, derive��YPNO[�[V�[OL�JP[ �̀�HɈLJ[P]L�JHY[VNYHWOPLZ

���.SVYPÄJH[PVU�VM�[OL�JP[`�dèrive

Implicit in the analysis presented here is the contention that the large city is integrated 
ULP[OLY�I`�]PY[\L�VM�P[Z�JP[PaLUZ»�ZOHYPUN�H�JVTTVU�¸ZVJPHS�^VYSK¹�UVY�I`�[OL�MVYTHS�PU-
Z[Y\TLU[Z�VM�HU�HUVTPJ�¸THZZ�ZVJPL[`¹��/V �̂�[OLU��PZ�P[�PU[LNYH[LK&�;V�ZVTL�L_[LU[��P[�PZ�
UV["�[OH[�PZ��]HS\L�JVUZLUZ\Z�PZ�SLZZ�SPRLS`�[V�L_PZ[�PU�SHYNLY�[OHU�PU�ZTHSSLY�JVTT\UP[PLZ��
Rather than unanimity, there is “multinimity”. (Fischer, 1975, p. 1337)
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The project “Sou do Porto e trago um Porto em mim” [I come from Porto and bring a Porto in meD��-3<7��05=�������
integrated into the general framework of “INOV – Urban Polycentrism, dynamics of innovation and knowledge”1, 
MVJ\ZLK�VU�\UKLYZ[HUKPUN�[OL�]HYPV\Z�^H`Z�PU�^OPJO�Z`TIVSPJ�HUK�J\S[\YHS�L_WYLZZPVUZ�JV\SK�ZOHWL�[OL�\YIHU�
[PZZ\L��HZ�^LSS�HZ�OV^�JYLH[P]P[`�JV\SK�ZLY]L�HZ�H�WHY[PJPWH[VY`�[VVS��0[�^HZ�VYNHUPaLK�PU�[OL�JVU[L_[�VM�[OL�6WLU�
*HSS�¸4HUVIYHZ�7VY[V¹�B7VY[V�4HUVL\]YLZD��^OPJO�^HZ�\UKLY[HRLU�I`�ZL]LYHS�J\S[\YHS�HUK�ZJPLU[PÄJ�HNLU[Z�VM�[OL�
city. (Alvelos, 2013, p. 22).

The project sought to capture certain visions of the city through the privileged lens of the social actors which 
MYLX\LU[S`�L_WLYPLUJL�P[��ZPT\S[HULV\ZS`�NP]PUN�H�JOHUJL�[V�[OLZL�PUKP]PK\HSZ�[V�L_WYLZZ�[OLPY�V^U�ZLUZL�VM�^OH[�
Porto is or should be. Embedded in this, lies the idea of the situationist dérive – the uncertain wandering through 
the city, through space, through the streets – which makes a path through the city out of interests, desires and 
fears of the population (cf. Figure 1).This was done in our work in two aspects: through visual recordings using a 
WOV[V]VPJL�HWWYVHJO��HUK�[OYV\NO�H\KPV�YLJVYKPUN��ZLLRPUN�[V�L_WVZL�[OL�]HYPV\Z�ZV\UKZJHWLZ�VM�[OL�JP[ �̀�0U�[OPZ�
WHWLY�^L�^PSS�IL�MVJ\ZPUN�TVYL�L_WSPJP[S`�PU�[OL�]PZ\HS�JVTWVULU[�VM�[OL�WYVQLJ[��NP]PUN�^H`�[V�[OL�`V\UN�YLZPKLU[Z�
of the city – perhaps the ones with least political voice, and more socially invisible – to showcase their everyday-
lives. The participants were selected intentionally by their location in the Porto historical centre – that is, their living 
in Sé2 - their age (16-25 years), as well as their pattern of social-cultural inhabiting of the city (their social-cultural 
origins, whether or not they are old or new residents, etc). The sample was gathered through cultural and recre-
ational associations, as well as through privileged informants in the streets. This ethnographic incursion sought 
to give visibility to the perceptions and representations of spaces in a strategy directed towards self-bounded 
JVTT\UP[PLZ�HUK�[OLPY�PKLU[P[`�KLÄUPUN�ZWHJLZ�¶�^OPSL�ZPT\S[HULV\ZS`�ZLLRPUN�[V�WYVTV[L�PU�[OL�PUKP]PK\HSZ�[OLPY�
similarities and their community bonds.

1 The project “Sou do Porto e trago um Porto em mim” [I come from Porto and bring a Porto in me] (FLUP/ INV3248), was integrated 
into the general framework of “INOV – Urban Polycentrism, dynamics of innovation and knowledge” and was organized by the Institute of 
Sociology – University of Porto (IS-UP), Centre for the Study of Geography and Territorial Planning (CEGOT) and Porto Lazer (CMP) and 
took place between the 1st of July and 20th of October 2012 under the coordination of Paula Guerra. It was organized in the context of the 
2SHQ�&DOO�´0DQREUDV�QR�3RUWRµ�>3RUWR�LQ�0DQRHXYUHV@��ZKLFK�ZDV�XQGHUWDNHQ�E\�VHYHUDO�FXOWXUDO�DQG�VFLHQWLÀF�DJHQWV�RI�WKH�FLW\��$V�VWDWHG�
LQ�WKHLU�ERRN��́ WKH�0DQREUDV�QR�3RUWR�ZDV�D�YDVW�F\FOH�RI�LGHDV��HYHQWV�DQG�H[SUHVVLRQV�WKDW�ÁRXULVKHG�LQ�3RUWR·V�+LVWRULFDO�&HQWUH�WKURXJKRXW�
2011 and 2012. The project stemmed from the belief that the inhabitants and visitors to the Historical Centre are themselves social, cultural 
and creative agents – and that an investigation of them could lead to the discovery and the rooting of new models for living, regenerating and 
connecting with the City’s multiple everyday-lives. In a context where the most diverse studies have pointed out how the creative dimension 
works as an asset towards urban development, Manobras nonetheless sought to transcend a strictly economical reading of this: development 
LV�VLPXOWDQHRXVO\�D�SURFHVV�ZRYHQ�RQWR�QDUUDWLYH��DQWKURSRORJLFDO��JHRJUDSKLFDO�DQG�HPRWLRQDO�ÀHOGV��)URP�ZLWKLQ�WKHVH�ÀHOGV��D�SURSRVLWLRQ�
of a cultural nature of urban individuals may grow effective roots beyond its immediate resonance in space and time. While it is true that the 
most varied cultural events have managed to project the cities that host them and therefore generate economic impact, studies on viability 
have systematically forewarned a weak impact throughout and beyond the length of these events.” (Alvelos, 2013, p. 25). We thank in this 
chapter the participation of the following junior investigators in recollecting photographs and sounds, as well as in assembling the exposition: 
Daniela Oliveira, Filipa Cavadas, Francisca Mesquita, Frederico Babo, Rita Araújo, Rodrigo Nicolau de Almeida and Tiago Teles Santos.

2 The ‘Sé’ parish in Porto is so named due to the “Sé” Cathedral near it. Built in the XII century in a romanic style and suffering various 
changes over time, it is the center of Porto, as the city grew around it over the centuries. As of the Law nº11-A/2013, the Sé parish was inte-
grated in the Union of Parishes of Cedofeita, Santo Ildefonso, Sé, Miragaia, São Nicolau and Vitória. It provides a key insight into the life of 
WKH�FLW\�DQG�LWV�KLVWRU\�²�GXH�WR�LWV�DVVRFLDWLRQ�ZLWK�PDUJLQDOL]HG�DFWLYLWLHV�VXFK�DV�GUXJ�WUDIÀFNLQJ�DQG�SURVWLWXWLRQ�IURP�WKH���V�RQZDUGV��LW�
has suffered a progressive degradation and social stigmatization.
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Figures 1 - Images of the social space of young people from Sé through their jumping into the Douro river, Source: 
Project “Sou do Porto e trago um Porto em mim” [I come from Porto and bring a Porto in meD���-3<7��05=������c�
2012.

Towards this latter end, we sought to produce a coherent identity to the project, which could be felt as binding, 
and one which was indicative of the Porto historical centre (Figures 2 and 3). We created a logo which served as 
HU�PTHNL�VM�HɈLJ[PVU�HUK�ILSVUNPUN��HZ�^LSS�HZ�HU�PKLU[P[`�IYHUK�^OPJO�ZLY]LK�HZ�\UPM`PUN�THYR�VM�[OL�WYVQLJ[��;OL�
question of street allegiance and neighbourhood – which is vaguely alluded to in the logo – was chosen as motif 
due to the participants strong bonds to their own location not only on a national, regional and municipal level, but 
HSZV�VU�H�TPJYV[LYYP[VYPHS�SL]LS��^P[O�[OL�MVYTH[PVU�VM�]LY`�ZTHSS�¸HɈLJ[P]L�JVTT\UP[PLZ¹��-VY[\UH���������

7HYHSSLS�[V�[OLZL�WYVJLZZLZ�VM�PU[LYUHS�JVOLZPVU��P[�PZ�VM�V\Y�PU[LYLZ[�[V�SVVR�H[�SL]LSZ�VM�L_JS\ZPVU��UHTLS`�PU�[OLPY�YLSH-
[PVU�[V�KPZX\HSPÄLK�[LYYP[VYPLZ��SPRL�[OL�:t�WHYPZO��;OL�LJVUVTPJ�[YHUZMVYTH[PVUZ�VM�[OL�SH[L���th century, in particular, 
brought with them multiple ways in which the social question was changed – increased precarity, uncertainty, dis-
semination of poverty, widespread unemployment, among others (Castel, 1995). The impact this had in city life and 
\YIHU�Z[Y\J[\YLZ��VY�YH[OLY��PU�[OL�WYVJLZZLZ�VM�L_JS\ZPVU�HZZVJPH[LK�[V�[OLT��̂ HZ�YLTHYRHISL��>L�MHJL�\YIHU�Z[Y\J-
[\YLZ�^P[O�H�JLY[HPU�JVTWSL_P[ �̀�WVS`JLU[YPJ��THYRLK�I`�KL]LSVWTLU[�HUK�L_WHUZPVU�VM�LU[LYWYPZLZ�^P[O�T\S[PWSLZ�
uses – and as the capital tends towards greater accumulation, so the city becomes a progressively more dualistic 
space in itself (Guerra, 2012). The tendency of these inequalities, in what concerns us, is to create “dead spaces” in 
the city, that is, spaces which were subjected to profound dynamics of territorial stigmatization (Wacquant, 2002). 
These tend to crystallize in forms of urban and social segregation of their individuals which are not only habita-
tional, but cultural, and symbolic (Hamnet, 1997) – and yet, these same residents provide in themselves alternative 
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ways to conceptualize their life and their belongings (Guerra, 2002). These processes interest us, in so far as they 
are strictly related to the myriad of movements which bring people into Sé, and likewise how this tends to lead the 
residents to have less political voice. In turn these are followed by greater selection-segregation processes, in spe-
JPÄJ�PU�JLY[HPU�ZVJPHS�JH[LNVYPLZ��Z\JO�HZ�̀ V\[O��̂ OV�HYL�H[�[PTLZ�L_JS\KLK�MYVT�ZJOVVS��̂ VYR��QVI�HUK�[OL�KVTPUHU[�
culture (Paugam, 2003). With this in mind, our central theme could not be clearer: to give voice to these individuals. 

Figures 2 - Logo and branding of the project “Sou do Porto e trago um Porto em mim” [I come from Porto and 
bring a Porto in me], Source: Project “Sou do Porto e trago um Porto em mim” [I come from Porto and bring a 
7VY[V�PU�TLD��-3<7��05=������c������

Figure 3 - Badge of the project participants, Source: Project “Sou do Porto e trago um Porto em mim” [I come from 
7VY[V�HUK�IYPUN�H�7VY[V�PU�TLD��-3<7��05=������c������
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;OPZ�JOHW[LY�^PSS�IL�Z[Y\J[\YLK�HZ�MVSSV^Z!�ÄYZ[��^L�^PSS�WYLZLU[�H�NLULYHS�HWWYVHJO�VM�[OL�JVYL�[OLVYL[PJHS�PZZ\L�H[�
Z[HRL�OLYL�HZ�^LSS�HZ�[OL�JVU[L_[�VM�HɈLJ[P]L�JHY[VNYHWOPLZ�PU�[OL�JP[`"�ZLJVUK��^L�^PSS�WYV]PKL�[OL�WYLZLU[H[PVU�
of the methodological framework which guided the project; thirdly, we will have the confrontation with the actual 
JHY[VNYHWOPLZ�HUK�[OL�^H`�[OL`�^LYL�HWWYVWYPH[LK�PU�W\ISPJ�ZWHJL"�HUK�ÄUHSS �̀�^L�ZOHSS�LSPJP[�H�IYPLM�L]HS\H[PVU�VM�
this derive�PU[V�[OL�^VYSK�VM�[OL�`V\UN�YLZPKLU[Z�VM�:t�HZ�H�ÄYZ[�Z[LW�[V^HYKZ�HU�LɈLJ[P]L�YPNO[�[V�[OL�JP[ �̀�0U�KL-
signing such a psychogeography – or rather, a sociogeography (Santos, Marques & Guerra, 2014) – we place the 
SP]PUN�JP[`�HZ�[OL�JVYL�VM�[OL�ZLYPLZ�VM�K`UHTPJZ�VM�ZLNYLNH[PVU��WVSHYPaH[PVU��KPZX\HSPÄJH[PVU�HUK�L_JS\ZPVU��^OPJO�
are lived in the city of Porto and in general in the contemporary urban tissue.

2. Towards a right to the city

In periods of social and economic change it is usual for big cities to be put in the posi-
tion of “accused”. (…) this “accusation” [of its integrative power] that is pointed towards 
[OLT� PZ�WYVIHIS`� YVV[LK� PU�HU�VSK�ZVJPHS� PTHNPUHY �̀�VM�^OPJO�)HILS� PZ�VUL�VM� [OL�ÄYZ[�
L_WYLZZPVUZ!� )HILS� PZ� [OL� WLYMLJ[� HYJOL[`WL� VM� [OL� NYLH[� JP[`� [OH[� NH[OLYZ�TLU� PU� HU�
emancipatory project in relation to God and Nature. The building of Babel was possible 
because men had an absolute means of communication – “the same tongue and the 
same words” - and a new technology – “the bricks were their stones, the mortar was 
their cement” (Ascher, 1998, p. 141).

>L�Z[HUK�[VKH`�PU�H�JVU[L_[�^OLYL�\YIHU�PU[LY]LU[PVUZ�VM[LU�Z[YLZZ�[OL�ULLK�MVY�PUKP]PK\HSZ�[V�MLLS�PU[LNYH[LK�PU�[OL�
city, for them to have housing, a job, cultural networks, strong ties and to be able to have a sense of alterity. All of 
[OLZL�JVTWSL_�KPTLUZPVUZ�VM[LU�[LUK�[V�IL�JVUÅH[LK�PU[V�H�ZPUNSL�HUK�H[�[PTLZ�YLPÄLK�TV[[V!�¸,]LY`VUL�ZOV\SK�
OH]L�H�YPNO[�[V�[OL�JP[`¹��;OPZ�WOYHZL�¶�VUL�VM�[OL�TVZ[�^LSS�RUV^U�ZSVNHUZ�VM�[OL�ÄNO[�[V^HYKZ�HU�HJ[P]L�JP[PaLU-
ship in the city in the last 50 years – echoes the idea that all individuals should have space to live in the city, in all 
P[Z�]HYPV\Z�TLHUPUNZ��0[�[YHJLZ�P[Z�OPZ[VY`�IHJR�[V�/LUYP�3LMLI]YL»Z�OVTVU`TV\Z�¸9PNO[�[V�[OL�*P[`¹��� �����^OLYL�
it was birthed with a political as well as social agenda, seeking to establish the core identity of the city-dweller, as 
^LSS�HZ�[V�WYVTV[L�OPZ�HJ[P]L�LUNHNLTLU[�^P[O�[OL�JP[`��3LMLI]YL��� ���� �����/V^L]LY��V]LY�[OL�JV\YZL�VM�[OLZL�
years, the vagueness (or perceived vagueness) of the concept has at times turned it into more of a discursive tool 
than a conceptual framework towards which one should aspire (Souza, 2010). This brings us to two central ques-
[PVUZ!�ÄYZ[��^OH[�HYL�[OL�THPU�JOHYHJ[LYPZ[PJZ�VM�[OL�JP[`�VM�[VKH`&�(UK�ZLJVUK��^OH[�YPNO[Z�KV�^L�LU[HPS�^OLU�^L�
say that individuals should have a “right to the city”?

Far from the industrial revolution, and its debates over the loss of community (Durkheim, 1997; Tonnies, 1957; 
>PY[O��� ��"�:PTTLS��� ����VY�[OL�Y\YHS�\YIHU�KPZ[PUJ[PVU��9LKÄLSK��� ��"�:VYVRPU��� � "�>LILY��� �����[OL���th 
century evolution of the city led it to become central stages of social and cultural transformation of individuals as 
well as ideas. The tensions between globalization and local culture are of particular notice when we address the 
J\YYLU[�JVU[L_[�VM�JP[PLZ�Z\JO�HZ�7VY[V��^P[O�H�[YHKP[PVUHS�YVSL�HZ�JVTT\UP[`�I\PSKPUN�ZWHJLZ��^OPJO�OHZ�JVU[PU\LK�
PU[V�SH[L�TVKLYUP[`�PU�L]LY�TVYL�JVTWSL_�^H`Z��.\LYYH������H������I���;OL�WYLZZ\YL�L_LY[LK�V]LY�JP[PLZ��VM[LU�I`�
the municipal power) to become what Molz called “homogenous heterogeneity” (2011, p. 39) – that is, the ten-
KLUJ`�MVY�IPN�JP[PLZ�[V�IL�ºKPɈLYLU[»�PU�[OL�ZHTL�^H`Z��^P[O�J\S[\YHS��YLSPNPV\Z�HUK�ZVJPHS�H[[YHJ[PVUZ�^OPJO�H[�[PTLZ�
resemble one another -  can in part be felt in economic and cultural terms, as housing, local development policies, 
as well as land price speculation drive complicated motions and movements of population in the heart of the cit-
PLZ��.\LYYH���������;OLZL�WYVJLZZLZ�HYL�PU[YPJH[LS`�[PLK�[V�NSVIHSPaH[PVU��HUK�WYVK\JL�ZWLJPÄJ�JVUÄN\YH[PVUZ��PU�H�
JVU[L_[�^OLYL�KV^U[V^U�HYLHZ�[\YU�PU[V�JVU[YHKPJ[VY`�ZWHJLZ�^OPJO�TP_�PKLU[P[PLZ�HUK�SVJHSPZT�^P[O�HUVU`TP[`�
HUK�KPZHWWLHYHUJL��.\LYYH��������������HUK�^OLYL�[V\YPZT�PTWHY[Z�ZWLJPÄJ�SVVRZ�HUK�[YHUZMVYTZ�[OL�JP[`�PU�H�
process of continuous feedback (Urry, 2002).

This process is likewise tied to the appearance of active forces of globalization which have pushed the identity fo-
J\Z�VM�[OL�JP[`�PU[V�ÅV^Z��5HTLS �̀�HZ�(WWHK\YHP��������UV[LZ��L[OUVZJHWLZ��TLKPHZJHWLZ��[LJOUVZJHWLZ��ÄUHUJ-
escapes and ideoscapes collectively work to produce a social imaginary in which individuals are no longer simply 
citizens, but belong to wider systems of meaning. As such, both the potential and the risk for communities and 
PUKP]PK\HSZ�PU�JP[PLZ�PZ�L_WHUKLK��(WWHK\YHP���  ����HUK�IYPUNZ�UL^�JOHSSLUNLZ�MVY�\YIHU�WVSPJ`�HUK�PU[LY]LU[PVU�
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>L�ZV\NO[�[V�MVJ\Z�VU�[OL�JP[`�HZ�P[�PZ�HWWYVWYPH[LK�I`�`V\[O��PU�[OLPY�ILSVUNPUNZ�HUK�ÄSPH[PVUZ�[V�[OL�\YIHU�[PZZ\L��
regardless of their status as students or workers. This factor stems from various reasons: the repeated waves of 
moral panic associated to youth and their (sub)cultures, tribes and groups, in acts of delinquency and vandalism; 
[OL�MHJ[�[OH[�VUL»Z�JVUKP[PVU�HZ�PUOHIP[HU[�JVTLZ�TVYL�[OHU�HU`[OPUN�LSZL�MYVT�[OL�PTWVY[HUJL�VM�[OL�OV\ZL�[V�
human realization; that housing is in many cases more than just lodgings, implying a certain emotional association 
HUK�[OL�JYLH[PVU�VM�IVUKZ�VM�ZLJ\YP[ �̀�T`Z[LY`�HUK�WSLHZ\YL�^P[O�VUL»Z�OVTL��(SS�VM�[OLZL�THRL�[OL�`V\UN�H�WYP]P-
leged demographic in the city, intensely focused by the social spheres of the city, highly free in their appropriation 
of the urban space, and at the same time deeply rooted in their homes.

As we have noted, our approach focused on the Sé neighbourhood [Portuguese: bairro], at the heart of a city with 
a long history of social and urban stigmatization. Sé is in practice the “backdoor” of touristic Porto, a place of in-
MVYTHS�LJVUVT �̀�JVTTLYJPHS�[YHɉJ��KLHSPUN�VM�UHYJV[PJZ��HUK��PSSLNHS��Å\_LZ�VM�PTTPNYHU[�WLVWSL��0[�PZ�H�JVTT\UP[`�
ZWHJL�Z[YVUNS`�THYRLK�I`�H�JSVZPUN�HUK�KPZX\HSPÄJH[PVU�SLM[�I`�7VY[V»Z�OPZ[VY �̀�

0UZVMHY�HZ�[OL�JVUZ[Y\J[PVU�VM�H�ZLSM�HUK�H�WLYZVUHSP[`�PZ�YLSH[LK�[V�VUL»Z�OVTL��[OPZ�JHU�IL�ZLLU�HZ�H�ZVY[�VM�ZLJVUK�
body (Guerra, 2003). We can at times speak of individuals who are lodged somewhere, but who do not inhabit that 
place. To inhabit a place is in certain ways to be that place, to allow it to change and be changed by the self, as 
^LSS�HZ�MVY�P[�[V�IL�H�SVJH[PVU�^OLYL�[OL�ZVJPHS�HJ[VY�L_LY[Z�WV^LY�¶�PU�ZOVY[��P[�TLHUZ�[V�[\YU�H�OV\ZL�PU[V�H�OVTL��
;OPZ�OVTL�JHU�SPRL^PZL�IL�ZLLU�HZ�WHY[�VM�HU�PUKP]PK\HS»Z�WLYZVUHS�HUK�JVSSLJ[P]L�WYVQLJ[��[HRPUN�\Z�IHJR�PU[V�[OL�
JVU[L_[Z�HUK�NYV\WZ�VM�^OPJO�[OL�PUKP]PK\HS�PZ�H�WHY[�VM��4VYL�HUK�TVYL��[OL�OVTL�PZ�[VKH`�H�ZWHJL�^OLYL�WLVWSL�
THW�V\[�[OL�JVTWSL_P[`�VM�L]LY`KH`�SPML��VYNHUPaPUN�MHTPS �̀�RPUZOPW�HUK�JVTT\UP[`�SPML��^OPSL�H[�[OL�ZHTL�[PTL�P[�
is the place where individuals project their emotions, values, rituals and tastes. In short: the home is the “beating 
OLHY[¹�VM�HU�PUKP]PK\HS»Z�L_WLYPLUJL�VM�[OL�JP[ �̀

2UV^PUN�[OH[�[OL�LU[P[`�^OPJO�^L�JHSS�¸ULPNOIV\YOVVK¹�PZ�UV[�[OL�UH[\YHS�MYHTL^VYR�PU�^OPJO�PUKP]PK\HSZ�L_WLYP-
LUJL�[OL�JP[ �̀�P[�PZ�UVUL[OLSLZZ�H�JY\JPHS�TH[YP_�[V�HUHS`ZL�[OL�PUKP]PK\HS�L_WLYPLUJL�VM�[OLPY�V^U�OVTLZ�HUK�VM�[OL�
ties that are formed there. We can think of these as three levels of everyday life: the city, the neighbourhood and 
[OL�OVTL��JVTWSLTLU[�HUK�JVTWSL[L�LHJO�V[OLY��(Z�Z\JO��[OL�JYPZPZ�VM�\YIHU�SPML�PZ�ÄYZ[�HUK�MVYLTVZ[�[OL�KPZHN-
gregation of home and city, where the home becomes more and more a space of fragmentation and precarity. And 
P[�PZ�PU�[OPZ�JVU[L_[�[OH[�^L�ZOV\SK�[\YU�[V�V[OLY�ZVJPHS�YLHSP[PLZ�PU�HU�LɈVY[�[V�\UKLYZ[HUK��SLHYU�HUK�OLSW�[OLT�PU�
YLHSPaPUN�[OLPY�WV[LU[PHS�MVY�L_WYLZZPVU��

Taking from Harvey, the right to the city is “far more than the individual liberty to access urban resources: it is a 
right to change ourselves by changing the city.” (Harvey, 2008, p. 23). In Lefebvre, it arises as a critique of a certain 
TLJOHUPJPZ[�]PL^�VM�[OL�JP[`�HZ�H�ZWHJL�MVY�JVSSLJ[P]L�JVUZLUZ\Z�VY�MVY�JVUÅPJ[��YLHSPaPUN�[OH[�P[�PZ�UV[�VUS`�PU�[OL�
production systems but also in everyday life that the structures of power are reproduced: in the overarching indi-
]PK\HSPZT��PU�[OL�T`Z[PÄJH[PVU�VM�VIQLJ[Z��PU�[OL�HSPLUH[PVU�VM�^VYR�HUK�ULLKZ��[OL�PUKP]PK\HS�ZLWHYH[LZ�OPTZLSM�MYVT�
OPZ�WYVK\J[P]L�]HS\L��I\[�HSZV�MYVT�OPZ�SPML�ZWHJL��3LMLI]YL��� ���� �����;OL�H\[OVY�LTWOHZPaLK�WYLJPZLS`�[OH[�[OL�
city is not reducible to its size, to its population density, or to its urban concentration, nor is it merely a space of 
J\S[\YHS�VY�LJVUVTPJ�L_WYLZZPVU��I\[�[OH[�P[�PZ�YH[OLY�H�ZWHJL�VM�O\THU�PU[LYHJ[PVU�HUK�ZVJPHS�WVSP[PJHS�JVUZ[Y\J[PVU�
�3LMLI]YL��� �����;OL�YPNO[�[V�[OL�JP[`�PZ�[OLU��PU�H�TVYL�ZWLJPÄJ�^H �̀�[OL�YPNO[�UV[�VUS`�[V�ZWHJL�PU�[OL�JP[ �̀�[V�LJV-
UVTPJ�WHY[PJPWH[PVU��[V�J\S[\YHS�L_WYLZZPVU��[OV\NO�HSS�VM�[OLZL�HYL�JY\JPHS���I\[�ÄYZ[�HUK�MVYLTVZ[�[OL�YPNO[�[V�OH]L�
H�]VPJL�PU�[OL�JP[`��3LMLI]YL��� ���� �����(Z�Z\JO��P[�MVSSV^Z�[OH[�[OLYL�PZ�WV[LU[PHS�MVY�\YIHU�SPML�PU�HSS�PUKP]PK\HSZ��
and that the city ought to be collectively constructed.
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-PN\YLZ�����4HYRZ�VM�ILSVUNPUN�HUK�HɈLJ[PVU��:V\YJL!�7YVQLJ[�¸:V\�KV�7VY[V�L�[YHNV�\T�7VY[V�LT�TPT¹�
B0�JVTL�MYVT�7VY[V�HUK�IYPUN�H�7VY[V�PU�TLD��-3<7��05=������c������
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However, the way in which social space is produced is equally of issue here, as it becomes clear that a social-
urban intervention cannot peer into the living space of all individuals in the same way (as, for all purposes, the 
space is not constructed in the same way). The issue here becomes the boundaries of the “objective space”, the 
¸Z\IQLJ[P]L�ZWHJL¹��HUK�^OH[�TH`�JVTL�HZ�H�Z`U[OLZPZ�VM� [OL�[^V��3LMLI]YL��� ����� 0U�3LMLI]YL»Z�[LYTPUVSVN �̀�
PU�OPZ�TVU\TLU[HS�¸;OL�7YVK\J[PVU�VM�:WHJL¹��� �����[OLZL�HYL�[OL�JVUÅPJ[Z�IL[^LLU� le perçu – that is, urban 
space as it is perceived by individuals in social relations – le conçu – space as it is understood by cartographers, 
geographers and urban planners – and le vecu – the “thirdspace” which aggregates individuals memories, ideas, 
[OV\NO[Z��Z`TIVSZ�HUK�^OPJO�JHU�IL�HJJLZZLK��MVY�L_HTWSL��[OYV\NO�HY[PZ[PJ�L_WYLZZPVU��;OPZ�UV[PVU�VM�[OPYKZWHJL�
WYV]LK�[YLTLUKV\ZS`�PUÅ\LU[PHS�PU�JVUJLP]PUN�[OL�PU[LYZ[P[PHS�SVJH[PVUZ�^OPJO�HYL�UV[�VIQLJ[P]LS`�MV\UK�I\[�^OPJO�
HYL�¸JVUJYL[L�HIZ[YHJ[PVUZ¹�¶�VY�IL[[LY�`L[��[OYV\NO�;OVTHZ»�WYHNTH[PJ�SLUZ��VɈLY�[OLTZLS]LZ�HZ�YLHS�K\L�[V�[OLPY�
LɈLJ[Z��;OVTHZ��;OVTHZ��� ����

4VYLV]LY��KYH^PUN�MYVT�:VQH��� � ���  ����������[OPZ�[OPYKZWHJL�¶�PU�THU`�^H`Z�HUHSVNV\Z�[V�-V\JH\S[»Z��� ����
concept of heterotopia, or “space of otherness” – is what is marked by spatiality, and is in a way constructed and 
reconstructed in accordance to the other spaces of the city. Unlike Foucault, however, Soja sought to conceive the 
thirdspace as including all otherness and selfness into a single notion. This means that it cannot simply be seen 
as a mental conception, but rather as a glimpse to the transformative power of the city - by integrating individual 
L_WLJ[H[PVUZ��P[�WYVK\JLZ�H�ZVY[�VM�¸PTHNPUHY`�JP[`¹���:VQH�¶�T\JO�SPRL�/HY]L �̀�*HZ[LSSZ�HUK�V[OLYZ�¶�HSZV�LTWOH-
ZPaLZ�[OL�YVSL�[OH[�PKLVSVN`�HUK�Z[Y\J[\YL�WSH`�PU�[OL�JYLH[PVU�VM�JP[`�HUK�JP[`�K^LSSLYZ��UV[PUN�[OH[�[VKH`»Z�JP[PLZ�HYL�
a product of 20th century politics and ideas as much as they are a result of individual reproduction of everyday life 
�:VQH���������4VYLV]LY!�[V�ZLL�[OPZ�[OPYKZWHJL�[OYV\NO�[OL�L`LZ�VM�[OL�PUKP]PK\HSZ�^OV�L_WLYPLUJL�[OL�JP[`�PZ�HSZV�[V�
have a privileged access to their understanding of the world as situated in a given social position.

;OL�KPZ[PUJ[PVU�IL[^LLU�ZWHJLZ�ILJRVUZ�\Z�[V�SVVR�H[�[OL�JP[`�MYVT�P[Z�PU[YPUZPJ�SVNPJ��3� �̂��������ZLLRPUN�[V�\U-
YH]LS�[OL�^H`�PU�^OPJO�PUKP]PK\HSZ�JVUJLP]L�[OL�JP[`�HUK�JYLH[L�L_WLJ[H[PVUZ�VM�P[��ZLLPUN�P[�HUK�OLHYPUN�P[�PU�MYVT�
their own social position, through their age and sense of identity. Seeking to unravel the many cities inside Porto, 
we turn towards some of the more radical and controversial views of the city: the International Situationist.

Though problematic in many of its assumptions – as was criticized at some point by their own leader, they tended 
[V^HYKZ�H�KY\URLU�NSVYPÄJH[PVU�VM�VIZJ\YP[`��+LIVYK��������¶�:P[\H[PVUPZT�LTWOHZPaLK�[OL�ULLK�[V�ZLL�[OL�JP[`�
HZ�TVYL�[OHU�P[Z�SPULHY�Z[Y\J[\YL��JSHPTPUN�[OL�ULLK�[V�Z\I]LY[�[YHKP[PVUHS�JHWP[HSPZ[�Z[Y\J[\YPUN�VM�[OL�JP[`�HUK�L_-
JOHUNL�P[�MVY�TVYL�Å\PK�\YIHUPZ[�[OV\NO[�¶�[OL�UV[PVU�VM�unitary urbanism (Chtcheglov, 1957). The idea of multiple 
psychogeograhies, which obey a certain path taken through the city (a derive), seek to give voice to the individuals 
of a city, through a description of their personal vision and, later, a reconstruction of the city according to these 
principles (Coverley, 2006). One such way – and the one we chose – is to capture a certain “view” of the city, which 
likewise follows another radical principle of the situationists: the dètournement, that is, the turning of dominant 
Z`TIVSPJ�L_WYLZZPVUZ�HNHPUZ[�[OL�JP[`�HZ�H�MVYT�VM�WYV[LZ[��+LIVYK��>VSTHU��� �����(Z�^L�ZOHSS�ZLL��[OL�[YHUZ-
formative power of the individual who captures his personal view of the city, is strongly subversive, transforming 
what it observes into socially situated icons.
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Figures 5 - Sociability and interactions Source: Project “Sou do Porto e trago um Porto em mim” [I come from Porto and 
IYPUN�H�7VY[V�PU�TLD��-3<7��05=������c������
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Figures 6 - Positions and demarcations Source: Project “Sou do Porto e trago um Porto em mim” [I come from Porto and 
IYPUN�H�7VY[V�PU�TLD��-3<7��05=������c������
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In short, we can now answer fully the two questions originally posed. On one side, we have a profoundly trans-
MVYTLK�JP[ �̀�[OL�JVTWSL_P[`�VM�̂ OPJO�YLX\PYLZ�\Z�[V�SVVR�H[�[OL�ULPNOIV\YOVVKZ�HUK�[OL�OVTLZ�[V�WYV]PKL�Z\ɉJPLU[�
KL[HPS�PU�V\Y�HUHS`ZPZ"�VU�[OL�V[OLY�ZPKL��[OL�YPNO[�[V�[OL�JP[`�PZ�ÄYZ[�HUK�MVYLTVZ[�H�YPNO[�[V�WHY[PJPWH[L�HJ[P]LS`�PU�
the city, and to transform it whilst being transformed by it. It stems from these two core ideas that in advocating 
[OL�YPNO[�[V�[OL�JP[`�PU�Z\JO�H�JVU[L_[�HZ�:t��^L�ZOV\SK�JOVVZL�[V�NP]L�]VPJL�[V�[OL�PUKP]PK\HSZ�PU�[OLPY�YLSH[PVU�[V�
their street, their neighbourhood and their homes, seeking to understand their belongings, while at the same time 
WYVTV[PUN�[OLPY�]PZPVUZ�VM�[OL�JP[`�HZ�THYRLK�I`�ZWLJPÄJP[ �̀�;OL�JVUZ[Y\J[PVU�VM�H�Z`TIVSPJ�SL_PJVU�^OPJO�PKLU[PÄLZ�
the imagery and reference values of its inhabitants becomes crucial in this. These semiotic properties are not in 
any case new, and have been frequently pointed out as something immanent in cities (Ledrut, 1986) and which 
structure individual lives in a double hermeneutic. This is the same as saying that the meanings which we produce 
[V�H�JP[`�PUÅ\LUJL�[OL�^H`�PU�^OPJO�^L�L_WLYPLUJL�P[��^OPSL�[OLZL�L_WLYPLUJLZ�PU�[\YU�Z[Y\J[\YL�[OL�TLHUPUN�^L�
THRL�VM�P[��;OPZ�PZ��PU�ZOVY[��[OL�JVYL�PZZ\L�H[�[OL�OLHY[�VM�[OL�JHY[VNYHWO`�VM�HɈLJ[PVUZ�^OPJO�^L�^PSS�WYLZLU[�OLYL�

3. Processes, captures and interactions 

“In fact, these two cities [that of men and of God] are entangled together in this 
^VYSK��HUK�PU[LYTP_LK�\U[PS�[OL�SHZ[�Q\KNTLU[�LɈLJ[Z�[OLPY�ZLWHYH[PVU¹��:[�(\N\Z-
tine, Civita Dei, 1913: 46)

;V� M\SS`�L_WLYPLUJL� [OL�JP[ �̀�VUL�ULLKZ� [V�HJ[P]LS`�LUNHNL� PU� P[��^OPJO� YLX\PYLZ�H�ZVJPHS�WH[[LYU�VM� YLMLYLUJL� PU�
[LYTZ�VM�YPNO[Z�HUK�K\[PLZ�¶�H�ZVJPHS�PKLU[P[ �̀�,Y]PUN�.VɈTHU�KPZ[PUN\PZOLZ�IL[^LLU�[^V�Z\JO�[`WLZ!�[OL�virtual 
social identity, built through a sum of the information gathered in interaction as to what makes the “self” – physical 
aspects, reputation, ways of talking, ways of dressing, etc, and actual social identity, that is, that which is con-
Z[Y\J[LK�I`�H\[OLU[PJ�HUK�WLYZVUHS�[YHP[Z�VM�[OL�PUKP]PK\HS��.VɈTHU��� �����0[�PZ�WYLJPZLS`�PU�[OL�PU[LYZ[PJLZ�¶�^OLYL�
the social view of the individual does not match his own self-perception with great friction – that stigma comes to 
L_PZ[��)\PS[�HYV\UK�[OL�TVYL�ULNH[P]L�HZWLJ[Z�VM�ZVJPHS�PKLU[P[ �̀�[OLZL�TVTLU[Z�VM�PU[LYHJ[PVUHS�JVU[YHZ[�ZSV^S`�[\YU�
[OLTZLS]LZ�PU[V�THYRZ�VM�KPZX\HSPÄJH[PVU�HUK�L_JS\ZPVU��HZ�^LSS�HZ�ILJVTL�HZZVJPH[LK�^P[O�Z[LYLV[`WLZ��.\LYYH��
�������6\Y�Z[HY[PUN�WVPU[�^HZ�[OL�YP[\HS�PU[LYHJ[PVU�VM�[OL�Z[YLL[Z�VM�:t��I`�P[Z�YLZPKLU[Z��^OLYL�^L�ZV\NO[�[V�ÄUK�
HU�HYLUH�VM�TLHUPUN��ILSVUNPUN�HUK�HɈLJ[PVU�[V^HYKZ�[OL�SP]LK�JP[ �̀�HZ�^LSS�HZ�WSHJL�^OLYL�Z[PNTH�PZ�YLZPZ[LK�HUK�
questioned in multiple ways. As our exergue seeks to make clear, these processes which elicit are profoundly 
marked on one side by the profound dualisms which they carry, and on the other, by their inseparability – they are 
part of the same continuum.

In this respect, we should note the tendency for these young people to engage in various discursive strategies in 
regards to the streets. Looking at their description of the social spaces of Porto, there is a strong feeling of a need 
to “defend” the locations, especially noting how some of the “ruas” [streets] in case (for instance, Rua Escura, 
Rua do Miradouro, Travessa de São Sebastião, Rua da Banharia) belong to a somewhat marginalized area of the 
downtown centre, and seeing as how certain symbolic associations tend to form in these spaces. In particular, 
^L�JHU�ÄUK�ZVTL�VM�[OL�JVWPUN�Z[YH[LNPLZ�WYVWVZLK�I`�>HJX\HU[���  ���������¶�MYVT�HU�LSHIVYH[PVU�VM�TPJYVKPM-
MLYLUJLZ�VY�SH[LYHS�KLUPNYH[PVU��¸0�^V\SKU»[�YLJVTTLUK�[OL�SVJH[PVU�HZ�VSK�WLVWSL�HUK�Q\URPLZ�HYL�HS^H`Z�UHNNPUN�
young people”, Patrícia3, 23 years, Rua do Miradouro) a retreat into private or family life (“I like being here as it is 
^OLYL�T`�MYPLUKZ�HUK�MHTPS`�HYL�¶�0�KVU»[�T\JO�JHYL�MVY�[OL�YLZ[¹��1VHUH�����`LHYZ��9\H�KH�)HUOHYPH���[V�H�KLMLUJL�
of neighbourhood life (“I like living here because here people are humble, simple and overall nice”, Bárbara, 22 
`LHYZ��9\H�KV�4PYHKV\YV���(SVUNZPKL�[OLZL��^L�JHU�ÄUK�U\TLYV\Z�TLU[PVUZ�[V�IV[O�WVZP[P]L�HUK�ULNH[P]L�HZ-
pects, whilst one thing does stand out: younger people tend to privilege their individual life, claiming the impor-
tance of family, friends and their place of birth as crucial marks, whilst older individuals stress more often the role 
of the community, the importance of other residents and the social perception of the street. This likewise brings 
into relevance the fourth line of our analysis: the self.

��$OO�QDPHV�SUHVHQWHG�KHUH�DQG�IRUWKZLWK�DUH�ÀFWLWLRXV�VR�DV�WR�SURWHFW�WKH�LGHQWLW\�RI�WKH�VRFLDO�DFWRUV�
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Figures 7 - Information gathering process, Source: Project “Sou do Porto e trago um Porto em mim” [I come from 
7VY[V�HUK�IYPUN�H�7VY[V�PU�TLD��-3<7��05=������c������
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Our incursion in these territories attempted to be ethnographic. The challenge of this involved a transgression of 
what is regularly thought as the classical techniques of information gathering and recollection in the social sci-
ences: on one side, it elicited the shunning from attempts to “measure” social reality, while at the same time seek-
PUN�[V�JHW[\YL�[OL�¸[OPJR�KLZJYPW[PVU¹��[V�IVYYV^�.LLY[a»�[LYT��������VM�\YIHU�YLHSP[`�PU�[OL�MVYT�VM�ZPNUZ��KPZJV\YZL�
and sounds which escape classical social theory (Cohen, 1993). The ethnographic focus drives us to focus on the 
TPJYV�ZVJPVSVN �̀�VU�[OL�ZLUZLZ��[OL�WS\YHSP[ �̀�HUK�[OL�KPɈLYLUJL"�PU�[OL�^VYKZ�VM�4HJOHKV�7HPZ��[OPZ�WH[O�TLHUZ�[V�
¸JVZ`�VULZLSM�[V�[OL�^HYT[O�VM�\UKLYZ[HUKPUN��ZO\UUPUN�H^H`�MYVT�[OL�PJ`�WLHRZ�VM�L_WSHUH[PVU�^OPJO��PUZLUZP[P]L�
to the plurality of the lived, raise barriers between phenomena which in all truth bear reciprocal relations.” (Pais, 
2002, p. 32). In the interstices of everyday-life, the lived, the social, their multiple and invisible arts de faire (Cer-
teau, 1980), ethnographic research can in a way activate the senses of the investigator by directly stimulating him 
in interpreting the people in action, their social networks, their discourses and interactions and their participation 
in everyday activities of ritual, essays and aesthetic, rather than drawing from secondary sources (Cohen, 1993). 
Traditionally, for sociologists, ethnography has also meant to participate actively in the everyday lives of analysed 
groups – though in recent times, it has come to serve as a sort of “umbrella term” that encompasses most qualita-
[P]L�TL[OVKVSVNPLZ��Z\JO�HZ�KPYLJ[�HUK�VY�WHY[PJPWHU[�VIZLY]H[PVU��I\[�HSZV�PU[LY]PL^Z��SPML�Z[VYPLZ��MVJ\Z�NYV\WZ��
videographic and or photographic document analysis – in short, all instruments which analyse the daily body life 
of the social actors. The arts and music in particular seem to be in perfect syntony with ethnography: “much like 
music, ethnography is an interpretative practice: it requires participation and improvisation; its presentation invites 
H�T\S[PWSPJP[`�VM�TLHUPUNZ�HZ�^LSS�HZ�ZLSM�YLÅLJ[PVU�¹��.YHaPHU��������W�������

Our ethnographic approach counted with the help of students from the 1st and 2nd cycle of studies of Sociology of 
the Faculty of Arts and Humanities of the University of Porto4, which both helped in the ethnography, communicat-
PUN�^P[O�[OL�ZVJPHS�HJ[VYZ�HUK�OLSWPUN�[OLT�PU�OH]PUN�H�JSLHYLY�PKLH�VM�^OH[�^HZ�L_WLJ[LK�VM�[OLT��HZ�^LSS�HZ�PU�
WYVK\JPUN�YLÅLJ[PVUZ�VU�[OL�YVSL�VM�[OL�JP[`�HZ�H�WSHJL�VM�PKLU[P[`�PU�JVU[LTWVYHULP[ �̀�;OLPY�YVSL�HZ�TLKPH[VYZ�HS-
SV^LK�H�JSVZLY�JVUULJ[PVU�[V�[OL�ZVJPHS�HJ[VYZ��LZWLJPHSS`�NP]LU�[OL�WYV_PTP[`�PU�HNLZ�PU�ZVTL�WHY[PJPWHU[Z�HUK�Z[\-
dents. These students were also responsible for the cataloguing of the photos, as well as helping in administering 
[OLT�PU�[OLPY�YLZWLJ[P]L�ZVJPHS�JVU[L_[Z��:VJPHS�YLSLNH[PVU�¶�[V�^OPJO�^L�OH]L�HSYLHK`�HSS\KLK��HUK�^OPJO�OHZ�HSZV�
been called “territorial stigmatization” – is a mark of such spaces as Sé, which works by an urban concentration 
VM�ZP[\H[PVUZ�^OPJO�PU]VS]L�KPZHJJYLKP[LK�ZVJPHS�NYV\WZ��L_JS\KLK�MYVT�^VYR�HUK�[OL�JVUZ\TW[PVU�ZVJPL[ �̀�;OL�
need to look at this situation as a social and global phenomenon – as we have done – should not however forgo 
a more municipal and regional focus.  In fact, looking at the housing policies in Porto, namely those of rehousing, 
as well as the intervention of public and private organisms with action in this dominion, one can see how practices 
of socio-spatial segregation work by “jamming” local policy drawn by the population (Bourdieu, 1999). In the case 
of Porto, as Fonseca Ferreira (1994) notes, the “transplantation” of population from ground level houses to verti-
cal buildings, tearing apart crucial relations such as neighbour ties and replacing them with anonymity, as well as 
setting them in the periphery of the city, tends to lead to a fast physical and social degradation, the constitution 
VM�NOL[[VZ��JSVZLK�LUJSH]LZ��HUK�¸L_PSLK�ULPNOIV\YOVVKZ¹��;OLZL�HYL�LZZLU[PHSS`�¸OVSLZ¹�PU�[OL�\YIHU�HUK�ZVJPHS�
fabric: we can see in the media representations that they are often blamed for criminality, drug dealing and urban 
insecurity. To actively engage in ethnography in these spaces provides not only a relevant challenge to the inves-
tigator, but also an epistemological challenge to the notions frequently associated to them (Cohen, 1972).

The visual recollection was done through a photovoice approach, stressing the importance of participatory art 
PU�[OLZL�`V\[O�JVU[L_[Z��:VJPHS�HJ[VYZ�^LYL�NP]LU�H�WOV[VNYHWOPJ�JHTLYH�HUK�[VSK�[V�JHW[\YL�ZWLJPÄJ�L]LY`KH`�
moments of their lives which they considered particularly meaningful, which they thought particularly indicative of 
their way of life or which reminded them of their place of residency in any way – in sum, they were told to capture 
photos which in some way meant “Porto” for them (Appleyard, 1973). The choice of this sort of method, a modern 
classic of urban intervention, is aligned with the critique which has often been directed towards the monist statisti-
cal and geographic information (population, activities, networks of transportation): that there seems to be a “fear” 
of cognitive methodologies, perhaps due to a need to establish social life as distinct from individual-psychological 
L_WLYPLUJLZ�VM�P[��I\[�^OPJO�SLHKZ�[V�[OL�ULNSLJ[�VM�ZVJPV�LTV[PVUHS�M\UJ[PVUZ��KLZPYLZ�HUK�HZWPYH[PVUZ��HZ�WVPU[LK�
out by Eppler and Burkhard (2004). 

4  Under the Bologna process, the 1st cycle of studies corresponds generally to a BA, attributing in the case of Sociology 180 ECTS. The 
2nd cycle corresponds to an MA, and attributes 120 ECTS.
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0[�PZ�PU�[OPZ�JVU[L_[�[OH[�[OL�TVYL�PU[LYLZ[PUN�Z[Y\J[\YLZ�HYVZL!�PU�WHY[PJ\SHY��^L�JHU�ÄUK����RL`�[OLTLZ�[OH[�LUJVT-
WHZZ�TVZ[�WOV[VNYHWOZ��MYVT�TVZ[�MYLX\LU[�[V�SLZZ�MYLX\LU[�[OLTLZ���[V�^OPJO�^L�^PSS�YL[\YU�PU�[OL�UL_[�ZLJ[PVU�!� 
3VVRPUN�MVY�PUZ[HUJL�H[�ÄN\YL���^L�JHU�ZLL�OV^�[OLZL�[OLTLZ�HWWLHY�H[�[PTLZ�PU�T\S[PWSL�WOV[VZ!�H[�[OL�ZHTL�
time the groups of young residents form in a peer association which is part of their identity as youths in a dynamic 
city, they are involved in the neighbourhood life, and at the same time the presence of city landmarks points to the 
ways in which this heritage is appropriated by them. We can likewise identify that these themes are in tune with our 
three dimensions of analysis (the city, the neighbourhood and the home), with equal importance to the individual 
as sources of meaning to their lives.

;OPZ�TH[[LY�VM�HɈLJ[PVUZ�HUK�ILSVUNPUNZ�VM�`V\UN�WLVWSL��J\STPUH[LK�PU�HU�PU[LY]LU[PVU�PU�[OL�W\ISPJ�ZWHJL�^OPJO�
confronted the “real” space with the individual representation, in an interplay between the real and the repre-
ZLU[LK��WSHJPUN�[OL�PTHNL�UL_[�[V�[OL�VIQLJ[�P[�YLWYLZLU[Z��MVY�PUZ[HUJL��W\[[PUN�[OL�PTHNL�VM�[OL�ZOVW�MYVU[�UL_[�
[V�[OL�ZOVW�MYVU[���;OPZ�TVTLU[�ZV\NO[�[V�PU[LY]LUL�KPYLJ[S`�PU�[OL�JP[ �̀�PU�H�^H �̀�KYH^PUN�LHJO�PUKP]PK\HS»Z�JP[`�¶�PU�
the uses that each people makes of them, at times creating interesting contrasts between multiple individuals. 
Through this, there was an attempt to transform reality through the creation of “noise”, in giving value to some-
[OPUN�YV\[PULS`�HUK�PUKPɈLYLU[��HUK�PUKP]PK\H[PUN�VIQLJ[Z��the door becomes that door). Concurrently, we edited 
the soundtracks of the everyday lives in an electronic format (podcast) on a website5. Through the recollection of 
nearly 500 photographs and 50 sound blocks, we sought to put the project title and motto in practice: I come from 
Porto and I bring a Porto in me.

4. The symbols of life
“Life, my dear, is illegible. It appears and disappears as goes. There is no mind that breaks it apart: it comes in the 
language of nothing, birthed in the body as the day, as if the day and the life of the individual were parallel fabrics.” 
(Tavares, 2011, p. 373).

From what we have said it follows that we see the construction of the social world as inseparable from the rep-
resentations of the actors who participate in it, and who produce and reproduce incessantly the cultural values 
VM�H�NP]LU�[PTL�ZWHJL�ZL[[PUN��9LJVNUPaPUN�[OL�IVUKZ�IL[^LLU�[OL�YLÅL_P]L�Z[Y\J[\YLZ�WYLZLU[�PU�`V\UN�WLVWSL�
and their surroundings, as well as the varying geometries of that relationship, seems like a good starting point to 
H[[LTW[�H�KLÄUP[PVU�VM�^OH[�JHU�HJJ\YH[LS`�IL�KLZJYPILK�HZ�HU�H_PVT�VM�TPJYV�ZVJPVSVN �̀�0U�[OPZ�ZLJ[PVU��^L�^PSS�

5 This refers to the website of “Rádio Manobras”: http://radiomanobras.pt/

1.  Monuments, heritage and toponymy
2. �4\ZPJ��PUZJYPW[PVUZ�PU�ZWHJL��NYHɉ[P�HUK�[HNZ
3.  Localism and belongings (street, house, door 

and window house, pets)
4. Periphery and city relegation
5. Youth identity marks
6. Lived-space and economic dynamism
7. Social space of the street and neighbourhood
8. Porto, Portugal, football and local, regional 

and national identities 
9. Multiculturalism and new values
10. Tourism and the discovery of Sé  

 
 
 
 
 
Figure 8 - Guidelines for incursions of the 
young residents in the Porto Historical Centre
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attempt just that: to present the photographs captured by young people in their own personal space, and to pro-
K\JL�H�[OLTH[PJ�HWWYVHJO�VM�[OL�ZLUZLZ��HɈLJ[PVUZ�HUK�ILSVUNPUNZ�[OL`�KL]LSVW�[V^HYKZ�P[��9LHJ[PUN�HNHPUZ[�H�
Z\WWVZLKS`�OVTVNLUV\Z�]PZPVU�VM�[OLPY�ZVJPHS�^VYSK��[OLZL�`V\UN�YLZPKLU[Z�WYLZLU[�H�KP]LYZP[ �̀�H�JVTWSL_P[ �̀�HUK�
H[�[PTLZ�H�YLZPZ[HUJL�HNHPUZ[�Z[HUKHYKPaH[PVU��[OH[�WYVK\JLZ�P[Z�V^U�]LYZPVU�VM�UVYTHSP[`�HUK�PZ�ÄSSLK�^P[O�HɈLJ[PVU�
and symbolism.
It is likewise important to mention the growing relevance which images have had in the last decades, which stems 
from a rising number of optical, visual and audiovisual apparatuses which profoundly change the way we think 
HUK�YLWYLZLU[�[OL�^VYSK��7HPZ��*HY]HSOV��.\ZTqV���������>OPSL�ZVTL�PTWVY[HU[�ÄLSKZ�VM�PU]LZ[PNH[PVU�Z\JO�HZ�
anthropology, and to a less degree sociology, have taken these resources as bases of investigation, these have for 
HSS�W\YWVZLZ�ILLU�JVUZPKLYLK�THYNPUHS��*HTWVZ������H"�7PUR���������,ɈLJ[P]LS �̀�[OPZ�ZVY[�VM�SVNVJLU[YPJ6 approach 
to writing has only recently started to erode, due to the aforementioned processes (Campos, 2011b).

Figures 9 - Monuments, heritage and toponymy, Source: Project “Sou do Porto e trago um Porto em  mim”[I come from 
Porto and bring a Porto in meD��-3<7��05=������c������

Images – in the wider sense of the word, encompassing not only the physical or virtual representation, but also 
what is represented – are in their essence profoundly polysemic, having various semiotic layers. As the line pro-
moted by Barthes (2009) and Eco (1970) emphasizes, visual cues are at the heart of the way in which individuals 
interpret social life – and likewise, studies such as those done by Hebdige (1979) have emphasized the way in 
^OPJO�Z\IJ\S[\YHS�SPML�PZ�THYRLKS`�L_WYLZZLK�[OYV\NO�]PZPVU��-VY�PUZ[HUJL��[HRPUN�[OL�JHZL�VM�W\UR��[OL�PTHNL�SH`�H[�
the heart of the movement, from the way that individual dressed to graphic objects such as fanzines, disc covers 

6  We take this term to its meaning in the framework of Derrida’s analysis, that is, meaning a system which makes itself knowable only 
through a logos�²�D�UHLÀHG�EHOLHI�ZKLFK�VHUYHV�DV�WUDQVFHQGHQWDO�VLJQLÀHG�RI�D�JLYHQ�VHW�RI�DVVXPSWLRQV��,Q�&DPSRV������E��WKLV�UROH�LV�WDNHQ�
by writing, in opposition to image and sound, in analytical terms.
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and demo tapes (Triggs, 2010). These objects, generally produced through a DIY ethos, sought at the same time 
to defy the dominant semiotic discourse, and to produce its own alternatives. This eventually led to it being “swal-
lowed” by the cultural industries, with a certain “domestication” of its visual and audiovisual aesthetics (Guerra 
& Quintela, 2014). These processes are not innocent: they are the result of our living in what has been called an 
ocularcentric society (Jenks, 1995) and they accurately demonstrate the relevance taken by images. This is on 
P[Z�LZZLUJL�[OL�[YHUZP[PVU�[V�H�UL^�¸]PZ\HS�J\S[\YL¹�^OPJO�Z[LTZ�MYVT�[OL�L_WHUZPVU�VM�[LJOUVSVN`�HUK�]PZ\HS�SHU-
N\HNLZ��[HRPUN�H�ZWLJPÄJ�YVSL�HZ�H�¸WYPTVYKPHS�MVYT�VM�PU[LYJ\S[\YHS�JVU[HJ[¹��*HTWVZ������H��W������

0THNLZ�HYL�PU�H�^H`�HSZV�H�WYVMV\UKS`�JVU[L_[\HS�MLH[\YL��;OL`�L_PZ[�[V�HU�PUKP]PK\HS�VUS`�PU�JLY[HPU�TVTLU[Z��HUK�
PU�JLY[HPU�^H`Z��+YH^PUN�MYVT�:JO�[a���  ���\UKLYZ[HUKPUN��[OL�PTHNL�L_PZ[Z�PU�H�NP]LU�lebenswelt (life-world) and 
is always the intention of an individual (that is, there must always be an individual to capture the image; otherwise, 
though the object may stay, there is no image of it). Far from a principle of causality, and taking the verstehen ap-
proach, as well as a semiotic framework – to interpret ourselves the sense of social reality - we took to analysing 
500 photographs, identifying the key themes in the life-worlds of our social actors. 

In this, we could see that the most frequent theme was (1) heritage, monuments and toponymy (Figure 9). The 
:t�JH[OLKYHS� PZ�WHY[PJ\SHYS`� YLSL]HU[��ZLY]PUN�HZ� [OL� [VWVU`TV\Z� PKLU[PÄJH[PVU�VM� [OL�ULPNOIV\YOVVK��HUK�HZ�H�
source of pride for the individuals. That this sort of object should be the most frequently depicted by the youths 
we contacted should tell us something of the importance that such landmarks have for individuals in general, and 
WLYOHWZ�MVY�PUOHIP[HU[Z�VM�YLSLNH[LK�HYLHZ�PU�ZWLJPÄJ��;OL�OLYP[HNL�PZ�JY\JPHS�PU�[LYTZ�VM�OV^�[OL�`V\UN�YLZPKLU[Z�
of Sé position themselves: their relation to the city through a central landmark connects them not only to the 
“mainstream city”, but also to the individuals which inhabit it. At the same time, this concern with heritage also has 
deep roots in a transitional understanding of the city: how monuments are a legacy from the past which ought to 
be preserved for future generations. This is crucial in working against the social relegation to which the neighbour-
hood is subjected – in short, the Sé works as a sort of bridge to a socially inclusive city.

The second most important theme in terms of photographic presence was (2) music and the inscriptions in 
ZWHJL��Z\JO�HZ�NYHɉ[P�HUK�[HNZ�(Figure 10). This fact, directed towards integrating the individual in an imaginary 
JVTT\UP[`��(WWHK\YHP���  ���PZ�OHYKS`�Z\YWYPZPUN!�[OL�YVSL�[OH[�`V\[O�J\S[\YLZ�OH]L�JVTL�[V�HZZ\TL�HZ�H_LZ�VM�
structuring the social life of individuals in the city grants them a transversal nature (Guerra, 2010), as common 
factors beyond the structure of the neighbourhood. As we can see in Figure 4, the individuals identify these marks 
with the city, select them as part of their everyday-life, and integrate them as theirs as much as they do their street, 
their house or their room. 

([�[OL�ZHTL�[PTL��PU�H�[HUNLU[��H�KPɈLYLU[�[OLTL�[HJRSLZ�[OL�PZZ\L�VM�[OL�ZLSM!�(3) localism and belongings (Figure 
11), in what is more personal and unique (their objects, their doors, their pets, their room). If youth cultures serve 
HZ�TLHZ\YLZ�VM�\UP[ �̀�[OLZL�JVTL�HZ�THYRZ�VM�ZWLJPÄJP[ �̀�PUKP]PK\HSPZT�HUK�KPZ[PUJ[PVU��7HPZ���������;OL`�HYL��PU�
short, something which marks the personality of the individual. This dualism – youth culture and individual – are 
two ends of the same process of constructing the self: on one side, that which binds youth together (and in a way 
sets them apart from the rest of society), and on the other that which makes them individuals.
Fourthly, we can see (4) the image of the periphery and of social relegation (Figure 12), of the abandonment of 
spaces and buildings which are left behind. These images correspond in part to the vision of the city as a space of 
HIHUKVUTLU[��HUK�YLSH[L�[V�[OL�ZP[\H[PVU�VM�YLSLNH[PVU�Z\ɈLYLK�I`�[OL�PUKP]PK\HSZ��)`�LTWOHZPaPUN�[OLT��[OL�ZVJPHS�
HJ[VYZ�HPT�[V�ZOV^�[OLPY�YLHSP[PLZ��ZVTL[PTLZ�^P[O�JYP[PX\L�HUK�V[OLYZ�^P[O�HɈLJ[PVU��ZV�HZ�[V�ZOV^�PU�[OL�YLHSP[`�
that surrounds them what there is of more crude and ugly. This can point us to a very clear form of agency, where 
the social actors attempt to direct us to the reality in question.

;OL�[OLTLZ�̂ OPJO�HWWLHY�PU�ÄM[O (youth identity marks – Figure 13) more directly towards the ways in which youth 
L_WLYPLUJLZ�[OLZL�J\S[\YLZ�HUK�[OLPY�WLYZVUHSP[PLZ�LJOV�[OPZ�PKLH�VM�HU�O`IYPKPZT�^P[O�PTHNPUHY`�WLLYZ��-HZOPVU��PU�
[OL�MVYT�VM�JSV[OPUN��ZOVL^LHY��TVZ[S`�ZUPJRLYZ���QLHUZ��]HYPV\Z�HY[PMHJ[Z��HZ�T\JO�HZ�ZLSÄLZ��HYL�^H`Z�[V�KLUV[L�H�
JVSSLJ[P]L�PKLU[P[`�VM�`V\[O��HZ�MHY�HZ�[OH[�PZ�WVZZPISL��HUK�JVTL�VɈ�HZ�H�JVTTVU�[OLTL�PU�ULHYS`�HSS�WOV[VZ��-LP_H��
1999). From here we pass into an understanding of the lived space and the economic dynamism of the space 
�-PN\YL������TVYL�ZWLJPÄJHSS �̀�[OL�PTHNLZ�VM�����[OL�street commerce and economy, with neighbourhood gro-
cery shops and professional retail professions. 
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At the same time there appear images of (7) neighbourhood sociability and leisure (Figure 15), and even objects 
VM�LU[LY[HPUTLU[�VY�W\ISPJ�KLJVYH[PVU��WSHU[Z��ÅV^LYZ���;OLZL�[OLTLZ�ZLY]L�HZ�[^V�HZWLJ[Z�VM�[OL�ZHTL�YLHSP[`!�
the relationship which the individual establishes with the neighbourhood life. As we can see, despite having today 
less importance than the “self”, community ties of vicinity continue to be felt as important, and their traditions 
and practices are actively reproduced by the young residents. Whether in terms of the economic and commercial 
structures, or leisure practices, this tendency towards reproduction seems to us a very keen aspect of the social 
reality in question.

From here, the [OYLL�ÄUHS�[OLTLZ direct us to the city as a whole:  (8) local, regional and national identities, in the 
form of symbols and spaces which bind the residents to Porto and Portugal (Figure 16); (9) images of immigration, 
T\S[PJ\S[\YHSPZT��KPɈLYLUJLZ�HUK�UL^�]HS\LZ��UL^�JSV[OLZ��UL^�MVVK��PU�ZOVY[��[OL�[YHUZP[PVU�IL[^LLU�H�JSVZLK�JP[`�
culture and an openness towards globalized values; (10) and the images of tourism, of sightseeing, as well as the 
more naturalistic aspects of the city such as the river, the sky, clouds and distorted or onirically iconic images. 
>OLYLHZ�[OL�ÄYZ[�WVPU[�\Z�[V�PUZ[P[\[PVUZ�Z\JO�HZ�[OL�7VY[V�-VV[IHSS�*S\I��^OPJO�IYPUN�[VNL[OLY�Z[YVUN�PKLU[P[PLZ�PU�
the city, the second are better represented by ethnic stores which have started to appear in the historic centre of 
7VY[V��HUK�^OPJO�JVL_PZ[�^P[O�[OL�H\[VJO[OVUV\Z�YLZPKLU[Z��;OL�SHZ[�[OLTH[PJ�H_PZ��WLYOHWZ�[OL�TVYL�LS\ZP]L��HYL�
[OVZL�^OPJO�ZLUK�\Z�[V�H�SL]LS�^OPJO�[YHUZJLUKZ�[OL�JP[ �̀�TVYL�HJJ\YH[LS`�YLWYLZLU[LK�I`�Å\_LZ�HUK�[YHUZP[PVU��
JOHUNL��HUK�[OL�¸V\[ZPKL�^VYSK¹��-LP_H��������

 

-PN\YLZ������4\ZPJ��PUZJYPW[PVUZ�PU�ZWHJL��NYHɉ[P�HUK�[HNZ��Source: ProPorto e trago um Porto em mim”[I come from 
Porto and bring a Porto in meD��-3<7��05=������c������
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Figures 11 - Localism and belongings, Source: Project “Sou do Porto e trago um Porto em mim”[I come from Porto and bring 
a Porto in meD��-3<7��05=������c������

 

Figures 12 - Periphery and city relegation, Source: Project “Sou do Porto e trago um Porto em mim”[I come from Porto and 
bring a Porto in meD��-3<7��05=������c������



Figures 13 - Youth identity marks, Source: Project “Sou do Porto e trago um Porto em mim”[I come from Porto 
and bring a Porto in meD��-3<7��05=������c������
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Figures 14 - Lived-space and  economic dynamism, Source: Project “Sou do Porto e trago 
um Porto em mim”[I come from Porto and bring a Porto in meD��-3<7��05=������c������



-PN\YLZ������4HPU�WVZ[LY�MVY�[OL�WYVQLJ[�HUK�L_WVZP[PVU�WVZ[LY�MVY�[OL�WYVTV[PVU�VM�[OL�ZV\UK[YHJRZ��:V\YJL!�7YV-
ject “Sou do Porto e trago um Porto em mim” [I come from Porto and bring a Porto in meD��-3<7��05=������c������

-PN\YLZ������4HW�VM�[OL�SVJH[PVU�^OLYL�[OL�L_WVZP[PVU�[VVR�WSHJL��:V\YJL!�7YVQLJ[�¸:V\�KV�7VY[V�L�[YHNV�\T�7VY[V�
em mim” [I come from Porto and bring a Porto in meD��-3<7��05=������c������
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Figures 15 - Social space of the street and neighbourhood, Source: Project 
“Sou do Porto e trago um Porto em mim”[I come from Porto and bring a Porto in meD��-3<7��05=������c������
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Figures 16 - Porto, Portugal, football and local, regional and national identities, Source: Project “Sou do Porto e tra-
go um Porto em mim”[I come from Porto and bring a Porto in meD��-3<7��05=������c������



60

Figures 19 - Assembling the show, Source: Project “Sou do Porto e trago um Porto em mim” 
[I come from Porto and bring a Porto in meD��-3<7��05=������c������

Figures 20 - The “I come from Porto and bring a Porto in me” in the walls, Source: Project “Sou do Porto e trago 
um Porto em mim” [I come from Porto and bring a Porto in meD��-3<7��05=������c������
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A factor becomes, soon clear: the concerns of the individuals, shown in the number of appearances in youth 
WVY[YH`HSZ��LUK�\W�LJOVPUN�V\Y�SL]LSZ�VM�HUHS`ZPZ��HZ�^LSS�HZ�:JO�[a»Z�UV[PVUZ��^P[O�ZVTL�PTWVY[HU[�U\HUJLZ��;OL�
ego�Z[HY[Z�[V�\UKLYZ[HUK�ZVJPHS�YLHSP[`�OH]PUN�OPTZLSM�HUK�OPZ�JVUZJPLUJL�HZ�HU�PU[LYWYL[H[P]L�TH[YP_��JVUJLP]PUN�
of his peer group (real or imagined), and then establishes relations with the immediate space, the neighbourhood, 
the city, and even with supra-city structures. This movement echoes the distinctions of lebenswelten made by the 
Austrian author when he speaks of the umwelt (the right-now world of fellow people), from the mitwelt of themes 
5 and 10, that is, the world of contemporary people, ideas and places which are not geographically adjacent. 
4VYLV]LY��[OL�JY\JPHS�MHJ[VY�[OH[�[VWZ�[OLPY�JVUJLYUZ�YLSH[LZ�[V�[OL�[^V�KPHJOYVUPJ�H_LZ�VM�OPZ�[`WVSVN`��[OL�vorwelt 
in what concerns the past and the folgewelt in what concerns the future): the “Sé” cathedral, which serves as a 
\UP[HY`�THYR�VM�[OLPY�JVSSLJ[P]L�OPZ[VY �̀�HUK�H�¸NS\L¹�[V�[OLPY�]HYPV\Z�L_WLYPLUJLZ��>HNULY��� � ��

It follows from what we have said here that we stand in front of an intersubjective object, constantly interpreted by 
the young residents of the Sé neighbourhood. If the construction of world begins with this taking of consciousness 
of an object – as Husserl would have it – then it is only through these individual worlds that we may seek to access 
LHJO�WLYZVU»Z�SPML^VYSK��HUK�[OYV\NO�P[��[V�NP]L�[OLT�H�[Y\L�YPNO[�[V�[OL�JP[`��ZLL�9VNLYZ�������

5. The moments, the path and its people

¸7H[O!�H�WH[JO�VM�[LYYHPU�V]LY�^OPJO�`V\�^HSR�VU�MVV[��;OL�YVHK�KPɈLYZ�MYVT�[OL�
path not only because it is travelled by car, but also due to being only a line that 
connects a point to another. The road has no direction in itself; it has only the two 
point which it connects. The path is an homage to the space, however. Each part 
of it has a direction, and invites us to pause. The street is the devaluing of space, 
the latter which is seen today as nothing more than encumbrance of man and a 
^HZ[L�VM�[PTL�¹��2\UKLYH��������W������

After identifying the paths, the moments, the people and the meaningful objects which the youth of our approach 
PKLU[PÄLK��^L�HYL�KH^UPUN�VU�H�JVUJS\ZPVU�¶�MVYL]LY�SLM[�\UÄUPZOLK�¶�VM�Z\JO�H�WYVQLJ[�HZ�[OPZ��(Z�^L�OH]L�WYL]P-
ously mentioned, the project included a soundtrack collection which, for the purpose of this article we will not 
[YLH[��3L[�\Z�MVJ\Z�VU�[OL�WOV[VNYHWOZ�¶�HUK�PU�WHY[PJ\SHY��PU�[OL�L_WVZP[PVU�^OLYL�[OL`�^LYL�ZOV^U�MYVT�:LW[LT-
ber 28th to October 7th in 2012, in the public space of the Porto Historic Centre and the Sé neighbourhood in par-
ticular (cf. Figure 17). Our focus was to show the photographs of the residents which we had contacted, producing 
HU�PU[LY]LU[PVU�^OPJO�JVUMYVU[LK�YLHS�HUK�YLWYLZLU[H[PVUHS�ZWHJL��VY�PU�3LMLI]YL»Z�[LYT��le perçu and le vecu), in 
the ways which we previously described.

This unraveling of paths in and through the city sought to address the objectives raised by Manobras Porto7 which 
included, but were not limited to “taking back the city”, to giving a voice to the citizens without discrimination, 
to recognize the economic, cultural, social and technical potential of the territories, and, conclusively, to “create 
JVUKP[PVUZ�MVY�[OL�ÅV\YPZOTLU[�VM�HU�PKLH�VM�H�*P[`�HZ�H�^VYR�PU�WYVNYLZZ��PUJS\ZP]L�HUK�\ULUKPUN¹��(S]LSVZ��������
W�������>L�JHUUV[�I\[�YLJVNUPaL�H�NVVK�KVZL�VM�NVVK^PSS�HUK�H�JLY[HPU�L_JLZZP]L�HTIP[PVU�PU�[OLZL�VIQLJ[P]LZ��
in an intensive project which, after two years, completely vanished. However, noting the potential of these goals 
as guidelines towards which an individual should direct their beliefs, we can attest in our project the success of 
ZVTL�VM�[OLT��0U�MHJ[��^L�JHU�ZLL�PU�[OL�KPZJV\YZL�VM�[OL�ZVJPHS�HJ[VYZ�[OL�ZVY[�VM�ÄSPH[PVU�HUK�ILSVUNPUN�^OPJO�[OL�
project sought to bring to life. 

7  Cf. Among others, the Making of Call of Manobras Porto 2012 http://www.youtube.com/watch?v=yq7H7yd0rW8&feature=youtu.be; 
Their facebook page: https://www.facebook.com/manobrasporto; https://www.facebook.com/manobrasporto#!/radiomanobras; And the 
archive of the project http://www.museudoresgate.org/passa-pra-ca/
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Tazul, 25 years old, Rua do Loureiro: “I like Portugal more than Porto or Spain and Italy”
Marcela, 14 years old, Travessa S.Sebastião: “I like everything about it here. I want to be here forever”
João, 16 years old, Rua da Banharia: “Banharia is my home, and some home”
Joana Cardoso, 24 years old, Rua da Banharia: “I like being here since it is where my family is”
-HIPV�����`LHYZ�VSK��9\H�:LUOVYH�KHZ�=LYKHKLZ!�¸0�SPRL�SP]PUN�OLYL��0�^HZ�HJJVZ[\TLK�[V�P[��0�KVU»[�RUV^�HU`^OLYL�LSZL��HUK�OLYL�L]LY`VUL�
knows each other”
Cristiano, 16 years old, Rua dos Pelames: “I really like living here. I have all my friends here.”
(UH��� �`LHYZ�VSK��9\H�KH�)HUOHYPH!�¸0[»Z�H�WYL[[`�HUK�X\PL[�aVUL��7LVWSL�HSS�RUV^�LHJO�V[OLY��HUK�[OL`�OLSW�VUL�HUV[OLY¹
Catarina, 15 years old, Rua da Ponte Nova: “I have all my friends here – it would be weird not to live here, I would feel odd”
7H\SV�����`LHYZ�VSK��9\H�,ZJ\YH!�¸0�YLHSS`�SPRL�SP]PUN�OLYL��0�KVU»[�^HU[�[V�NV�HU`^OLYL�LSZL��0»T�WYV\K�[V�SP]L�PU�:t��0»T�OHWW`�OLYL��;OL�WYVISLT�
is that the houses are closed, they took people from here and now we have no one”

>OH[�KPK�OHWWLU�K\YPUN�[OL�L_WVZP[PVU&�;OL�`V\UN�YLZPKLU[Z�HUK�[OLPY�MHTPSPLZ�^LU[�VU�H�[V\Y�VM�[OL�ZWHJL�^OPJO�
OHK�[OLPY�YLWYLZLU[H[PVUZ�UL_[�[V�[OLT��;OL�WYLZLUJL�VM�[OL�TLKPH�LUOHUJLK�[OL�PTWVY[HUJL�VM�[OL�TVTLU[��HUK�
PU�[OL�JVTWSL_�L]LY`KH`�SP]LZ�VM�[OLZL�̀ V\[OZ��̂ P[O�[OLPY�OHWWPULZZ�HUK�ZHKULZZ��NP]PUN�IHJR�[V�[OL�:t�H�UVYTHSJ`�
which had long been missing. This singular moment, which sought to try and help mend the gap, both physical 
and socio-cultural, representational and practical, which put on one side the inhabitants of Porto and on the other 
the Inhabitants of Sé, was made smaller. The residents of Sé were given in part the tools to take back their right 
to the city, and despite their status as economic, cultural, habitational and symbolic dominated people, they were 
able to trace a path of their own: in short, to show inside the world, to catharsise the emotion of belonging to the 
city, to build their own Porto and to show it onto others (see Januchta-Szostak, 2010).
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Part III. 
Urban interventions,
representations, and the 
(re) production of urban space
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Chapter 5

,WOLTLYHS�(Y[�PU�0TWLYTHULU[�:WHJLZ!�;OL�LɈLJ[Z�VM�Z[YLL[�HY[�PU�[OL�ZVJPHS�
construction of public space

Ágata Dourado Sequeira

Abstract

;OPZ�HY[PJSL�ZL[Z�V\[�[V�ZOV^�OV^�[OL�WYVK\J[PVU�HUK�WYHJ[PJLZ�VM�Z[YLL[�HY[�PU�3PZIVU�OH]L�Z[YVUN�LɈLJ[Z�VU�^OH[�
concerns the creation of images of the city – in its marketable consequences – and the promotion of discourses 
about the urban public space and its structures. Because street art displays a very particular relation with the ur-
ban space, the research on the dynamics that its practice and production create with the actors and institutions 
that shape the cities, show that street art has an active role in creating images of the city, as well as proposing 
discourses about its public space.
Addressing the topic of art worlds and their relation with the territory, this article results from a research on street 
HY[�HUK�P[Z�PTWSPJH[PVUZ�PU�[OL�ZVJPHS�JVUZ[Y\J[PVU�VM�W\ISPJ�ZWHJL��MYVT�[OL�\YIHU�JVU[L_[�VM�3PZIVU��>P[OPU�[OPZ�
YLZLHYJO��Z[YLL[�HY[�PZ�JVUJLP]LK�HZ�HU�HY[�^VYSK�PU�MVYTH[PVU��ZWLJPÄJ�HZ�P[�L_PZ[Z�PU�IL[^LLU�HU�\UKLYNYV\UK�WYHJ-
tice and a full participation in the contemporary art world and its markets. 
;OL�JVSSLJ[PVU�VM�Z[YLL[�HY[�PTHNLZ�I`�[OL�HY[PZ[Z�HUK�Z[YLL[�HY[�LU[O\ZPHZ[Z��^OPSL�H�ZPTWSL�^H`�[V�ÄNO[�[OL�PUOLY-
LU[�[YHUZPLUJL�VM�[OPZ�HY[�MVYT��WLYWL[\H[PUN�P[�[OYV\NO�KPNP[HS�TLHUZ�HUK�VU�PU[LYUL[»Z�]PY[\HS�Z[YLL[Z®��HSSV^Z�[OL�
artists to showcase their work to a broader audience, with a conscience that many times precedes the street art 
piece itself, thought for its future virtual display rather than meeting the eye of the passer-by. 
The new possibilities around the practices and projects of street art allow for new street art pieces to be created 
PU�H�ZJHSL�[OH[��^OPSL�PSS\Z[YH[LZ�[OL�HJJLW[HUJL�VM�[OPZ�HY[�MVYT�PU�[OL�]PZ\HS�THPUZ[YLHT��HSZV�PZ�LɈLJ[�VM�[OL�YVSL�
the powers that shape the cities consider street art can have in creating images that promote both a tourist and 
business destination as «modern» or «in tune with the times». On the other hand, many street artists and street art 
JVSSLJ[P]L�WYVQLJ[Z�ÄUK�[OH[�[OYV\NO�Z[YLL[�HY[�HUK�[OL�WVZZPIPSP[`�VM�PU[LY]LUPUN�PU�SHYNLY�ZJHSLZ�HUK�PU�SLNP[PTPaLK�
JVU[L_[Z��[OL`�[VV�JHU�OH]L�H�ZH`�PU�[OL�MH[L�VM�[OLPY�JP[PLZ��UHTLS`�PU�[OL�Z[H[L�VM�P[Z�I\PSKPUNZ�¶�THU`�PU�KLYLSPJ[�
state or abandoned – and its relation to local communities and the unbalanced powers that shape the place they 
live and work. In this way street art can also be a visually compelling way of starting and promoting discourses 
about the public space of the cities, with several street art projects making questions and creating spaces for pub-
lic intervention and citizen participation, in the continual process of production of meaning on the public space.
By showing how street art can both contribute to the creation of images of the city and the promotion of critical 
discourses on the urban public space and the powers that shape it, in a process that both connects with the cres-
cent visibility of this art world and the new processes that involve a diversity of actors, from street artists to pro-
TV[LYZ��[V�[OL�PUZ[P[\[PVUZ��[OPZ�HY[PJSL�HPTZ�[V�IL�\ZLM\S�MVY�YLZLHYJOLYZ�^OVZL�ZJPLU[PÄJ�PUX\PZP[P]LULZZ�PZ�KPYLJ[LK�
to the urban space in general and its possible relations with an art world in development.

Keywords: street art, social construction of space, public space, urban sociology, art worlds.
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1. Street art and images of the city 

1.1. An ephemeral urban art

Street art is, genetically, ephemeral. Because they are outside, street art pieces are not only subject to the 
LSLTLU[Z��HZ�[V�O\THU�PU[LY]LU[PVU��HUK�[OLYLMVYL�[OLPY�KPZHWWLHYHUJL�VY�HS[LYH[PVU�PZ�L_WLJ[LK��;OL�habitat for 
this art form, the street, characteristically enables the degradation of street art pieces, in what itself constitutes a 
dynamic relation between the intervention and the urban daily life.

The way artists deal with this predictable transience is diverse, and is connected to the diversity of their 
personal and artistic paths and the way they conceptualize the practice of artistically intervening in the public 
space. Therefore, when questioned1�HIV\[�[OL�^H`�[OL`�YLSH[L�[V�[OLPY�Z[YLL[�HY[�WPLJLZ�HM[LY�ÄUPZOPUN�[OLT��[OLPY�
perceptions included both the will to preserve the pieces - protecting it from the elements and human interven-
tion, even to the point of applying special protective coating -, and a certain detachment towards the fate of the 
WPLJL��JVUZPKLYPUN�[OH[�VUJL�ÄUPZOLK�P[�PZ�UV�SVUNLY�[OLPYZ®��>P[OPU�[OL�[LUZPVU�IL[^LLU�[OL�^PSS�[V�WYLZLY]L�HUK�
[OL�KL[HJOTLU[�[V^HYKZ�[OL�Z[YLL[�HY[�WPLJLZ��[OL�HY[PZ[Z»�WLYJLW[PVUZ�[YHUZSH[L�[OL�^H`�[OL`�JVUJLP]L�HUK�MYHTL�
their individual street art practice, in what constitutes, in fact, a process of socialization of the artist in face of that 
aparently inevitable condition.

On the other hand, the transience of the street art pieces can be positively valued as integral part of the 
PU[LY]LU[PVU��(Z�ZWLJPÄJ�habitat of this artistic form, the street is also a dynamic environment. While continuing to 
L_WSVYL�[OL�X\LZ[PVU�VM�[YHUZJPLUJL�PU�[OL�JYLH[PVU�VM�Z[YLL[�HY[�WPLJLZ��SL[»Z�HWWYVHJO�OV^�WOV[VNYHWO`�JVTLZ�
forth as central element in relation to that ephemeral nature of street art, and also the possibilities it allows, to-
gether with the internet, in spreading the work of its artists.

1.2. Street art images
;OL�̂ PSS�[V�WYLZLY]L�[OL�LWOLTLYHS�THYRZ�VM�L_WYLZZP]L�O\THU�PU[LY]LU[PVU�PU�[OL�̂ HSSZ�VM�[OL�JP[PLZ�PZ�UV[�H�

YLJLU[�WOLUVTLUVU��0[�PZ�^VY[O�TLU[PVUPUN�[OL�WOV[VNYHWOPJ�JVSSLJ[PVU�VM�7HYPZPHU�NYHɉ[P�IL[^LLU�[OL�� ��Z�HUK�
the 1960s, by George Brassaï (2002). More recently, it is also essential the reference to the works of Martha Cooper 
HUK�/LUY`�*OHSMHU[��^OV�KVJ\TLU[LK�[OL�Z\I^H`�NYHɉ[P�HY[�PU�[OL�� ��Z�5L^�@VYR��;OL�YLZ\S[�VM�[OPZ�JVTWPSH[PVU�
of images can be seen in the book Subway Art (Cooper e Chalfant, 2009). The photographic incursions in this graf-
Ä[P�^VYSK�^LYL�THKL�LHZ`�I`�[OL�KPYLJ[�JVU[HJ[�^P[O�[OL�^YP[LYZ�HUK�[OLPY�^PSS�[V�OH]L�H�X\HSP[`�WOV[VNYHWOPJ�YLJVYK�
VM�[OLPY�PU[LY]LU[PVUZ��PU�^OH[�JVUZ[P[\[LZ�H�^H`�VM�ÄNO[PUN®�P[Z�PUL]P[HISL�[YHUZPLUJL�

In fact, photographing a piece is also to resist its predictable ephemeral nature, allowing that the work lives 
beyond its erosion. According to Ricardo Campos, there is a disjunction between the physical work and its image. 
This in the sense that, for a street practice that is so intimately connected to the physical space of the intervention 
¶�HZ�PZ�NYHɉ[P��I\[�HSZV�Z[YLL[�HY[����ILPUN�P[Z�SVJHSPaH[PVU��L]LU[\HS�LYVZPVU�HUK�PUL]P[HISL�[YHUZPLUJL��PUKPZZVJPHISL�
HZWLJ[Z�VM�P[Z�KLÄUP[PVU��[OL�JVSSLJ[PVU�VM�WOV[VNYHWOPJ�PTHNLZ�HZZ\TLZ�[OL�TLHUPUN�VM�H�Y\W[\YL�^P[O�[OH[�VU[V-
logical condition (Campos, 2010:266).

5V^HKH`Z��[OL�KPɈ\ZPVU�VM�Z[YLL[�HY[�PTHNLZ�PZ�LUVYTV\Z��YLJLP]PUN�L_[LUZP]L�WYVQLJ[PVU�[OYV\NO�[OL�PU[LY-
UL[��HZ�^LSS�HZ�WYPU[�TLKPH��:[YLL[�HY[PZ[Z�HYL�M\SS`�H^HYL�VM�[OL�WV[LU[PHS�VM�[OPZ�KPɈ\ZPVU��HUK�ZV�[OL�WOV[VNYHWOPUN�
of their pieces, together with other technological resources, is frequently an essential part of their work, assum-
ing the role of memory technologies, communication technologies, and narrative and representative technologies 
(Campos, 2010:270).
 In what concerns the research project that originated this article, the way in which the street artists ap-
proached the role of photography in their work, during the interviews that were made, is also a relevant aspect. 
From their speech, photography appears as a way of preserving the street art intervention, as an image record that 
surpasses its ephemeral nature. Secondly, photography appears, for some street artists, as a key aspect of their 
street art practice, as way of learning and sharing new techniques. In this sense, it also allows for new sociabilities 
to take place between street artists, or between them and street art enthusiasts. Thirdly, photography constitutes 
P[ZLSM�HZ�H�^H`�VM�VIZLY]PUN�[OL�YLHJ[PVUZ�VM�[OL�WHZZLYZ�I �̀�PU�[OL�ZLUZL�[OL�HJ[�VM�ZVTLVUL�JHZ\HSS`�ÄUKPUN�H�
street art piece and then photographing it and putting it online can be a way of appreciating the artwork.

1 Within the set of interviews to Lisbon street artists that took part for the research project from which this article is a result.  
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Besides the relation between street artists and photography, also several photographers that are not re-
lated to making street art – both amateurs and professionals – dedicate their time to street art photography, which 
has as natural consequence the spreading of street art images throughout the internet. Johannes Stahl refers to 
the close relation between street art and visual culture in the following way: «(...) The new media have come to a 
sort of arrangement with the culture of street art. (...) Visual documentary has become an integral part of the ac-
tion because it will most likely be all that remains of the work after a relatively short time.» (Stahl, 2009:221). Street 
art, its photography and the internet appear therefore in close relation, in recording pieces whose transience is a 
remarkable feature. As for the role of internet, it will be approached in the following section.

1.3. Virtual Streets
9LÅLJ[PUN�VU�[OL�YVSL�VM�[OL�WYVK\J[PVU�VM�Z[YLL[�HY[�PTHNLZ�WVZLZ�X\LZ[PVUZ��UHTLS`�HZ�[V�[OL�Z[YLL[�HY[�

[OH[�PZ�THKL�[V�L_WVZL�P[ZLSM�[V�[OL�L`L�VM�[OL�WHZZLY�I`�JVYYLZWVUK�HUV[OLY�VUL��THKL�PU�YLNHYK�[V�[OL�L`L�VM�
[OL�WOV[VNYHWOLY�HUK�[OL�KPɈ\ZPVU�VM�PTHNLZ�[OYV\NO�[OL�PU[LYUL[��)LPUN�[OL�]PZPIPSP[`�MHJ[VY�VM�PTWVY[HUJL�PU�[OL�
spreading of street art images by the artists, it is by some considered that the internet has a fundamental role, 
which might even take part of the creative planning of street art pieces. Therefore, the places of the interventions 
are frequently chosen besides their accessibility and visibility to passers-by, because the main intention is to make 
[OL�WPLJLZ�]PZPISL�[V�H�T\JO�SHYNLY�ZL[�VM�WLVWSL�[OYV\NO�WPJ[\YLZ�VY�ÄSTZ�[OH[�ZOV^�P[�VU�[OL�PU[LYUL[��;OPZ�^H �̀�[OL�
sharing street artists do of their work on the internet is an important part of their street art practice, giving much 
TVYL�]PZPIPSP[`�HUK�YLWSHJPUN�[OL�L_WLYPLUJL�VM�WO`ZPJHS�LUJV\U[LY�VM�[OL�W\ISPJ�̂ P[O�[OL�WPLJLZ��[OH[�ZV�THU`�[PTLZ�
are located in secluded places.

)LZPKLZ�[OL�LɈLJ[Z�[OH[�YLZ\S[�MYVT�[OL�LUJV\U[LY�IL[^LLU�[OL�WHZZLY�I`�HUK�[OL�Z[YLL[�HY[�WPLJL�PU�[OL�
Z[YLL[Z�VM�[OL�JP[ �̀�P[�PZ�YLSL]HU[�[V�HWWYVHJO�[OL�LɈLJ[Z�VM�[OL�KPɈ\ZPVU�VM�Z[YLL[�HY[�PTHNLZ�PU�[OL�]PY[\HS�Z[YLL[Z®�
[OH[�H�YV\[L�[OYV\NO�Z[YLL[�HY[�^LIZP[LZ�Z\NNLZ[Z��;OLZL�Z[YLL[Z®�L_WHUK�[OYV\NO�^LIZP[LZ�[OH[�PUJS\KL�WLYZVUHS�
Z[YLL[�HY[PZ[Z»�WHNLZ��ISVNZ��VUSPUL�THNHaPULZ��HTVUN�V[OLYZ��UHTLS`�[OVZL�[OH[�HYL�KLKPJH[LK�[V�JVUJLU[YH[L�HUK�
spread street art images at a global scale2. Another type of websites assume a city-oriented kind of structure, sug-
gesting «virtual tours» to the street art they show3.

(\[OVYZ�Z\JO�HZ�:[HOS�HɉYT�[OH[�[OL�WYLZLUJL�VM�Z[YLL[�HY[�PU�[OL�PU[LYUL[�PZ�HSTVZ[�LX\P]HSLU[�[V�P[Z�WYLZ-
ence in the physical world, which leads to assume that the will to document an ephemeral piece –which Campos 
designated as creating digitalized memories (Campos, 2010:271) – is just one of the many facets of a profusion 
of images that is also result of networking between the street artists, as well as street art enthusiasts (Stahl, 
2009:223). The possibility that otherwise unknown street artists can show their work to the world, from a computer 
screen and through high-resolution images, is also noted by this author: «(…) today virtually unknown people can 
spread their message all over the internet. At the same time, this form of publication, whilst its individual suc-
cesses are measurable by the number of hits, allows the originator to stay relatively anonymous if he wishes.» 
(Stahl, 2009:225). 

However, with the spreading of street art images through the internet comes the risk of taking them out of 
JVU[L_[��;OLYL�JHU�IL��VU�[OL�V[OLY�OHUK��HU�LɈVY[�VM�WYV]PKPUN�ZWH[PHS�JVU[L_[��^OLU�[OLZL�PTHNLZ�HYL�PU[LNYH[LK�
PU�]PY[\HS�YV\[LZ��[OYV\NO�[OL�Z[YLL[�HY[�VM�H�JP[ �̀�MVY�PUZ[HUJLZ��;OLZL�LɈVY[Z�PU�NP]PUN�ZWH[PHS�JVU[L_[�[V�[OLZL�Z[YLL[�
art images can constitute an approach to the concept of circuit��Z\JO�HZ�1VZt�*HU[VY�4HNUHUP�KLÄULK�P[��̂ P[OPU�OPZ�
analysis of juvenile groups (Magnani, 2010). This concept designates, in his words, «the uses of space and urban 
LX\PWTLU[�¶�HSSV^PUN��¯��[OL�L_LYJPZL�VM�ZVJPHIPSP[`�[OYV\NO�LUJV\U[LYZ��JVTT\UPJH[PVU��THUHNLTLU[�VM�JVKLZ�
-, however in a more independent way in relation to space, without hanging on contiguity.» (Magnani, 2010:18).

-YVT�[OL�WLYZWLJ[P]L�VM�4HNUHUP�HUK�PU�[OL�ZLUZL�[OH[�[OLYL�PZ�ZVTL[OPUN�[OH[�PKLU[PÄLZ�[OL�SVJH[PVU�VM�
the street art pieces, visual testimonies of the use of space, it can be said that a collection of such images can 
constitute a virtual circuit��/V^L]LY��ZLLPUN�PTHNLZ�VM�Z[YLL[�HY[�YLTHPUZ�PUOLYLU[S`�KPɈLYLU[�[OHU�[OL�L_WLYPLUJL�VM�
ÄUKPUN�Z[YLL[�HY[�PU�[OL�JP[`»Z�Z[YLL[Z��PU�[OL�ZLUZL�[OH[�PU�[OL�ÄYZ[�[OL�Z\YWYPZL�LɈLJ[�KPZHWWLHYZ��KPS\[PUN�[OL�L_WLYP-
ence, as Anna Wacklawek referred (Wacklawek, 2010:179). In a picture of a street art piece, its location tends to 
IL�HU�HJJPKLU[HS�MHJ[VY��[OH[�TH`�VY�TH`�UV[�IL�PKLU[PÄLK��

2  Such as Wooster Collective (www.woostercollective.com) or Unurth (www.unurth.com). 

3  Such as Google Street Art Project (https://streetart.withgoogle.com).
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The emphasis of these images is the quality of the work itself, not the location. Even though the encounter 
^P[O�HU�PTHNL�PZ�HS^H`Z�H�TLKPH[LK�L_WLYPLUJL��HZ�HSZV�PZ�[OL�VIZLY]H[PVU�VM�Z[YLL[�HY[�VU�[OL�Z[YLL[��H�Z[YLL[�HY[�
PTHNL�UL]LY�HSSV^Z�MVY�[OL�ZHTL�PTWHJ[�HZ�ÄUKPUN�H�WPLJL�VU�[OL�Z[YLL[!�������[OL�YLJVYK�VM�[OL�^VYR�L_PZ[Z��I\[�PU�
a sort of void where site and time are obsolete. This dislocation prevents a complete reading of the piece, since 
\USLZZ�^L�HJ[\HSS`�L_WLYPLUJL�[OL�^VYR�SP]L��^L�KV�UV[�OH]L�HJJLZZ�[V�P[Z�PTWHJ[�PU�VY�L_WLYPLUJL�VM�H�WHY[PJ\SHY�
\YIHU�JVU[L_[�®��>HJRSH^LR������!����

This observation raises further interrogations concerning the possibility of some street art being created 
ZWLJPÄJHSS`�[V�IL�ZLLU®�[OYV\NO�H�JVTW\[LY�ZJYLLU��VU�[OL�PU[LYUL[��PU�WPJ[\YLZ�VY�ÄST��PUZ[LHK�VM�[OL�LUJV\U[LY�
with the piece in the same physical place, due to the considerable media attention to the street art phenomenon, 
and consequent availability of means to some artists. And in such a case, in what way would it make sense to use 
the word «street», when recalling to this form of art, when the street is in fact virtual and the physical location of the 
WPLJL�PZ�VM[LU�\URUV^U�VY�KPɉJ\S[�[V�ÄUK��([�[OL�ZHTL�[PTL��Z[YLL[�HY[�PTHNLZ�PU�[OL�PU[LYUL[�JHU�HWWLHY�V\[�VM�P[Z�
ZWLJPÄJ�JVU[L_[��WYVWVZPUN�PTHNLZ�VM�JP[`�PU�[OL�NLULYHS�HUK�\UZWLJPÄJ�ZLUZL�VM�HU�\YIHU�JVU[LTWVYHY`�PTHNLY �̀

This mediated practice, with images of interventions making a strong presence on the internet, can be as-
sociated to the formation of new publics and practices, of people interested in following the work of street artists, 
IL�P[�]PY[\HSS`�VY�[OYV\NO�[OL�\YIHU�Z[YLL[Z��+VSVYLZ�/H`KLU�ZHPK�[OH[�HSVUN�^P[O�UL^�TLKPH�JVTL�UL^�KLÄUP[PVUZ�
of public.» (Hayden, 1997:67), to which we can add that with new publics, also may appear new markets and new 
^H`Z�VM�L_WSVP[PUN�[OLZL�TLKPH[LK�Z[YLL[�HY[�PTHNLZ�

1.4. Images of street art in marketing and tourism 
Presently, street art is subject to intense media attention. There is a certain hype of street art, manifest 

in the amount of hardcover books that show images of street art pieces, in the news about street artists and the 
amount of articles and websites that can be found online, as well as is the several street art initiatives that multiply 
HSS�V]LY�[OL�JV\U[Y`�HUK�HIYVHK�¶�Z[YLL[�HY[�MLZ[P]HSZ��Z[YLL[�HY[PZ[Z»�L_OPIP[PVUZ��[OL�LTLYNLUJL�VM�Z[YLL[�HY[�[V\YPZT��
and media images of street art that seem ubiquitous.

*VUJLYUPUN�[OL�LɈLJ[Z�VM�[OL�\ZL�VM�Z[YLL[�HY[�PTHNLZ�MVY�[V\YPZT��0�^PSS�UV^�HKKYLZZ�^OH[�P[�JHU�L_WYLZZ�
about the construction of an image of the city for touristic consumption, as well as the relation between street art 
and marketing and publicity within the urban public space. 

�,JVUVTPJ�HUK�WVSP[PJHS�PZZ\LZ�KPJ[H[L�[OL�PTWVY[HUJL�VM�IPN�JP[PLZ��PU�H�NSVIHS�JVU[L_[��KPZ[PUN\PZO�[OLT-
selves, in a movement towards competition that intends to attract both investment and visitors. This aspect is 
WHY[PJ\SHYS`�HWWLHSPUN�MVY�JVU[L_[Z�PU�^OPJO�LJVUVTPJ�HJ[P]P[ �̀�PU�H�IYVHK�ZLUZL��HUK�HWHY[�MYVT�IPN�JVYWVYH[PVUZ��
appears underdeveloped or unstructured. Art in the cities – and also, with particular mediated relevance, street 
art – emerges as having a central role in its visibility at a global level:�5V�TH[[LY�OV^�YLZ[YPJ[LK�[OL�KLÄUP[PVU�VM�HY[�
PZ�PTWSPLK��VY�OV^�ML^�HY[PZ[Z�HYL�PUJS\KLK��VY�OV^�SP[[SL�[OL�ILULÄ[Z�L_[LUK�[V�V[OLY�ZVJPHS�NYV\WZ�V\[ZPKL�JLY[HPU�
ZLNTLU[Z�VM�[OL�TPKKSL�JSHZZ��[OL�]PZPIPSP[`�HUK�]PHIPSP[`�VM�H�JP[`»Z�Z`TIVSPJ�LJVUVT`�WSH`Z�HU�PTWVY[HU[�YVSL�PU�[OL�
creation of place.» (Zukin, 1996:82). 

Such is the case of Lisbon, in which tourism emerges as unequivocal orientation of a considerable part 
of the decisions about the public space and the elements that constitute it, by the entities that have the power to 
decide about it. Whether this approach is sustainable in the long run, that would be a question to be developed 
PU�HUV[OLY�JVU[L_[��/V^L]LY��P[�PZ�Z\YWYPZPUN�[V�UV[L�[OH[�[OL�Z[YH[LNPLZ�[OYV\NO�^OPJO�JP[PLZ�PU[LUK�[V�KPZ[PUN\PZO�
themselves, are on so many occasions, the same. Given this, street art images emerge as illustration of a contem-
porary and modern city, ideal for city breaks of visitors that are also contemporary and modern. No stranger to 
[OPZ�[YHUZÄN\YH[PVU�PZ�[OL�WYVK\J[PVU�VM�SPNO[�KPZJV\YZLZ��MVY�TLKPH�\ZL��WYVM\ZLS`�MVSSV^LK�I`�PTHNLZ�VM�JVSV\YM\S�
street art murals, that emphasize that contemporary dimension, so desirable for a competitive tourist destination. 

Therefore, street art in the cities – and also Lisbon – appears to have a key role in several mediated 
JVUZ[Y\J[PVUZ��PU�^OPJO�[OL�YHURPUNZ�VM�[OL�ILZ[�JP[PLZ�[V�ZLL�Z[YLL[�HY[®�HYL�L_HTWSL��^OPSL�UV[�ZH`PUN�HU`[OPUN��
however, concerning the actual outline of the street art in these cities, on the projects that are taking place, or the 
JVUKP[PVUZ�MVY�[OL�HY[PZ[Z��:WLJPÄJHSS �̀�PU�[LYTZ�VM�THYRL[PUN�VM�[OL�JP[PLZ��TVU\TLU[HS�Z[YLL[�HY[�PU[LY]LU[PVUZ�[LUK�
[V�JVUZ[P[\[L�H�]HS\LK�ZV\YJL�VM�PTHNLZ��^OPJO��[HRLU�V\[�VM�JVU[L_[��WYLZLU[�[OL�JP[`�HZ�HU�H[[YHJ[P]L��`V\UN�HUK�
contemporary destination, while losing the diversity of discourses that these pieces, in fact, represent.

However, along with this imagery, a considerable set of business opportunities is created for small tourist 
I\ZPULZZLZ��^OPJO�WYVTV[L�Z[YLL[�HY[�[V\YZ�ZOV^PUN�ZLSLJ[LK�WPLJLZ�PU�3PZIVU��^P[O�[OL�JHYL�[V�VɈLY�JVU[L_[�HUK�
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L_WSHUH[PVUZ�VU�OV^�[OL`�^LYL�THKL�¶�^OPJO�PZ�UV[�PU�P[ZLSM�H�TPZYLWYLZLU[H[PVU�VM�Z[YLL[�HY[��I\[�HU�PUKPYLJ[�^H`�
this art form can contribute to produce public space, in the sense it is the object of this kind of movements of the 
urban actors.

A distortion of an artistic object might, on the other hand, be present in marketing and publicity in a broader 
ZLUZL��PU�^OPJO�IYHUKZ�[OH[�PU[LUK�[V�HZZVJPH[L�^P[O�Z[YLL[�HY[�PTHNLY`�KV�PU�[OYLL�KPɈLYLU[�^H`Z!�I`�HWWYVWYPH[PVU�
of images of street art pieces, without asking for the consent of the artists; by hiring designers – connected or not 
to street art practices - to elaborate a kind of images that refer to street art; or by the participation of the brands in 
street art events, and in this sense representing an opportunity for paid work and visibility for the street artists, and 
even the possibility of not having their creativity compromised by a theme the brand might suggest.

(WHY[�MYVT�[OL�ZWLJPÄJ�HJ[P]P[`�PU�[OL�^VYSK�VM�THYRL[PUN�[OH[� PUJVYWVYH[LZ�Z[YLL[�HY[�� P[� PZ�YLSL]HU[�[V�HW-
proach the relation between publicity and artistic street practices as forms of occupation of public space. In its 
VYPNPU��NYHɉ[P�HUK�Z[YLL[�HY[�� PU� [OLPY�TVZ[�ZWVU[HULV\Z� MVYTZ�� PUL]P[HIS`�HZZ\TL�TLHUPUNZ�VM�HWWYVWYPH[PVU�VM�
W\ISPJ�ZWHJL��PU�[OL�ZLUZL�[OH[�^OV�WYHJ[PJLZ�P[�PU[LUKZ�[V�ºYLZWVUK»�[V�HU�\YIHU�HTIPLU[�[OH[�PZ�KVTPUH[LK�I`�
publicity and by architecture, both imposed, by making interventions in a particle of public space – a wall or other 
H]HPSHISL�Z[Y\J[\YL�¶�^OPJO�ILJVTLZ�H�JHU]HZ!�(SS�NYHɉ[P�HUK�Z[YLL[�HY[�PZ�H�IH[[SL�V]LY�W\ISPJ�ZWHJL!�^OV�JVU[YVSZ�
it and what it is used for.» (Lewisohn, 2008:104). While the political consequences of street art are intimately con-
ULJ[LK�[V�[OLPY�ZWLJPÄJ�JVU[L_[�HUK�[OL�^H`�[OL`�JVUZ[P[\[L�HU�H[[LTW[�[V�ºIHSHUJL»�[OL�KPZ[YPI\[PVU�VM�[OL�WV^LYZ�
that manage urban public space, the act of intervening in the public space is, in itself and beyond the message or 
image it conveys, a political act.

The billboard displays a symbolic element as evident as its physical dimension, in the sense it constitutes 
a legally authorized form of occupation of the public space, which is deeply intrusive of the everyday visuality of 
[OL�JP[ �̀�I`�P[Z�PUOHIP[HU[Z�HUK�WHZZLYZ�I �̀�0U�H�JVU[L_[�Z\JO�HZ�3PZIVU��PU�^OPJO�Z[YLL[�HY[�PU[LY]LU[PVUZ�ZLLTZ�[V�
increase its visibility and dimension, namely through the several initiatives that promote large scale muralist inter-
ventions, there seems to be a clear competition of the visual space of the city, at several levels. As Mário Caeiro 
indicates, there are pieces of art in the public space – street art or not – that compete with the city, the street fur-
UP[\YL�HUK�Z[Y\J[\YLZ��W\ISPJP[ �̀�HUK�L]LU�HTVUN�LHJO�V[OLY��*HLPYV������!������PU�H�TV]LTLU[�VM�JVTWSL_PÄJH[PVU�
of urban public space, in its visuality.

2. Street art and the production of discourses about the urban space

2.1. Street art projects and local communities
While art in the public space can sometimes generate controversy, and other times consent, as it interferes 

KPYLJ[S`�^P[O�[OL�KLSPJH[L�[PZZ\L�VM�KHPS`�ZVJPHS�PU[LYHJ[PVUZ�PU�\YIHU�JVU[L_[��SL[»Z�UV^�ZLL�OV^�[OL�L_WLYPLUJL�VM�
WYVK\JPUN�HUK�VYNHUPaPUN�SLNHS�Z[YLL[�HY[�L]LU[Z�JHU�JVU[YPI\[L�[V�[OL�PU[LUZPÄJH[PVU�VM�H�JLY[HPU�ZLUZL�VM�JVTT\-
nity. The testimonies of the interviewed that dedicate themselves to these projects both illustrate and clarify their 
positions about that symbiotic potential that can be established between street art and communities.

;OL�UL^�JVU[L_[Z�MVY�[OL�WYVK\J[PVU�VM�Z[YLL[�HY[�HYL�HY[PJ\SH[LK�PU�KPZ[PUJ[�^H`Z��HZ�PU�^OH[�JVUJLYUZ�[OL�
^H`�[OL`�HYL�VYNHUPaLK��HZ�[OLPY�W\YWVZLZ��>OPSL��YLMLYYPUN�[V�[OL�7VY[\N\LZL�JVU[L_[4, Wool, Wool on Tour and 
Muraliza are street art festivals, project CRONO, on the other hand, developed under a project logic. Other events 
HYL�WYVTV[LK�HJJVYKPUN�[V�H�KPɈLYLU[�WLYZWLJ[P]L��VM�PUJVYWVYH[PVU�^P[OPU�[OL�^VYR�VY�HZZVJPH[PVUZ�VY�JVSSLJ[P]LZ��
as is the case of the APAURB (Portuguese Street Art Association) and ÉBANOCollective street art initiatives. 

As for Wool festival, which takes place in Covilhã, the relation with the local community is promoted 
through the very structure of the initiative, with sequential street art interventions, talks and workshops that stimu-
late the interaction between artists and the locals, along with a set of street art interventions that have a transfor-
TH[P]L�LɈLJ[�VM�[OL�W\ISPJ�ZWHJL��PU�WLYTHULU[�[LYTZ��6U�[OL�V[OLY�OHUK��WYVQLJ[�*9656��-PN�����̂ OPJO�[VVR�WSHJL�
in Lisbon between 2010 and 2011 with several street art interventions, namely those in the facades of derelict 
I\PSKPUNZ��HZZ\TLK�PU[LU[Z�VM�\YIHU�YLOHIPSP[H[PVU�HUK�HLZ[OL[PJHS�X\HSPÄJH[PVU�[OYV\NO�[OL�WO`ZPJHS�Z[Y\J[\YLZ�VM�
the city – particularly, its derelict buildings – and the uses of its space. 

4  Which were addressed in the research this article results from.
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Figure 1 - Intervention in derelict facade, projecto CRONO, by Os Gêmeos. Foto by the author.

Therefore, it aimed to potentiate new relations between the city and its inhabitants, namely through the 
realization of the idea of public space as place for spontaneous action. In contrast, the projects connected with 
(7(<9)�MVSSV^LK�H�KPɈLYLU[�JV\YZL�VM�HJ[PVU��WYVWVZPUN�]VS\U[HY`�JVSSLJ[P]L�HJ[PVU�I`�HSS�[OL�PU[LYLZ[LK�JP[PaLUZ�
– not only street artists. The logic that underlies this course of action is the promotion of the involvement of the 
citizens in their city, through active participation in the betterment of public spaces for collective use. As for the 
institutional entity, through GAU (Urban Art Gallery – within a municipality department), the way their projects con-
nect with community life has to do, on one hand, with the opening of calls for the participation of all the interested 
¶�ZWLJPÄJHSS �̀�PU�[OL�PUP[PH[P]L�º9LJ`JSL�[OL�3VVR»��VM�WHPU[PUN�VM�IV[[SL�IHURZ�¶�HUK��VU�[OL�V[OLY�OHUK�HUK�TVYL�
ZPNUPÄJHU[S �̀�[OL�WYVTV[PVU�VM�SVJHS�YLOHIPSP[H[PVU�[OYV\NO�Z[YLL[�HY[�PU[LY]LU[PVUZ�[OH[�HWWYVHJO�SVJHS�HZWLJ[Z��;OPZ�
implies the selection of urban sensible projects, wherefore the importance of the active role the street artist can 
OH]L� PU�[OL�WYVJLZZ��(U�L_HTWSL�^V\SK�IL�[OL� PU[LY]LU[PVU� PU�1\U[H�KL�-YLN\LZPH�KH�7LUOH�KL�-YHUsH��-PN�����
while another one, this time out of the institutional frame, would be the initiative «Passeios Literários da Graça», 
by ÉBANOCollective.

Figure 2 - Intervention by Leonor Brilha, in Penha de França, Lisbon. Foto by the author.
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An important aspect in the incentive of local dynamics through street art is collective memory. The art 
PU[LY]LU[PVU�[OH[�VW[Z�[V�HWWYVHJO�SVJHS�OPZ[VYPLZ�JVUZPZ[Z�VM�H�JYVZZPUN�IL[^LLU�PTTH[LYPHS�J\S[\YL�HUK�H�ZWLJPÄJ�
material representation, in a tendency noted by Dolores Hayden (1997:67). Therefore, artists that incorporate that 
sensibility in their work can be contributing for the stimulation of local imagery within local communities, through 
works that might assume the quality of «memory artefacts», once «(…) the memory unravels as social and politi-
cal act of construction and reconstruction of meaning (…)» (Andrade, in AAVV, 2010:16). Or, referencing Hayden:  
«Places trigger memories for insiders, who have shared a common past, and at the same time places often can 
represent shared pasts to outsiders who might be interested in knowing about them in the present.» (Hayden, 
1997:46)

While public space, as we saw, is the place of encounter of individuals, the artistic interventions that ap-
proach aspects of the history and immaterial culture of a place assume the potential of allowing that the place of 
encounter becomes also the place of sharing, in the sense of belonging to a community and building discourses 
VU�[OL� SVJHS�ZWLJPÄJP[PLZ��;OLYLMVYL��KPYLJ[�JVU[HJ[�IL[^LLU�[OVZL�^OV�VYNHUPaL�Z[YLL[�HY[� PUP[PH[P]LZ�� [OL�Z[YLL[�
artists and the local communities where the interventions take place, is an important moment in the process of 
attribution of meanings to the actions and contributing that these can inclusively be associated with an emotional 
JVUULJ[PVU��0U�[OL�^VYKZ�VM�4HSJVST�4PSLZ!�)\[�P[�PZ�LX\HSS`�ZPNUPÄJHU[�[OH[�Z\JO�J\S[\YHS�^VYR�PZ�JHYYPLK�V\[�I`�
individuals (...) whose contact with their public is direct (...). Human contact interrupts the blander realm of mass 
culture and advertising.» (Miles, in AAVV, 2010:41). Thus, human relations that establish within these projects 
HTVUN�HSS�[OL�PU[LY]LUPLU[Z�HYL�H�M\UKHTLU[HS�HZWLJ[�PU�[OL�JVUZ[Y\J[PVU�VM�W\ISPJ�ZWHJL�PU�\YIHU�JVU[L_[Z��PU�MHJL�
VM�H�OLNLTVUPJ�ºTHZZ�J\S[\YL»�HUK�W\ISPJP[ �̀

2.2. Ruins and derelict buildings: Street art and abandoned structures
In large contemporary cities, the usage of certain urban structures corresponds to the apparent abandon-

ment of others, which constitutes one of the most visible urban problems of the city of Lisbon: the amount of der-
LSPJ[�I\PSKPUNZ��VM�L_WLJ[HU[�JVUKP[PVU®��-LYYLPYH������!�����^OPJO�JVUÄN\YL�H�JHY[VNYHWO`�VM�ZVYYV^Z®��:LYYqV��
in Silva, 2014:17) of urban space. A walking incursion through the centre of the city is enough to assert this reality.

6U�[OL�V[OLY�OHUK��[OL�]P[HSP[`�VM�JP[PLZ�HUK�\YIHU�SPML�JHU�HSZV�THUPMLZ[�PU�[OLZL�JVU[L_[Z��PU�[OL�\U\ZLK�
I\PSKPUNZ�[OH[�TH`�YPZR�Y\PU��[OH[�[OLYLMVYL�YLZ\TL�[OLPY�JVUKP[PVU�VM�WSHJLZ��:X\H[Z�HYL�HU�L_HTWSL��WYL]PV\ZS`�
uninhabited houses that are occupied by young inhabitants, with the purpose of not only living but building a 
ZWHJL�MVY�HY[PZ[PJ�HUK�J\S[\YHS�L_WYLZZPVU��Q\Z[�HZ�[OL�HY[PZ[PJ�ZX\H[Z�,SZH�=P]HU[�WYLZLU[LK�PU�OLY�KPZZLY[H[PVU�HIV\[�
Paris (Vivant, 2008). Street art also appears as recurrent presence in the decadent urban structures, abandoned 
or interrupted in their uses – structures that mark a «suspended social history» (Fortuna e Meneguello, 2013). Ac-
cording to Carlos Fortuna and Cristina Meneguello5, these structures in ruins are consequence of a process they 
JHSS�\YIPJPKL®��VW�JP[����^OPJO�MYLX\LU[S`�PZ��0»SS�HKK��[OL�VIQLJ[�VM�Z[YLL[�HY[�PU[LY]LU[PVUZ��>OPSL�H[[LTW[PUN�[V�I\PSK�
discourses on urban public space and their uses, these abandoned structures are used for street art initiatives, as 
canvas for interventions.

:\JO�HU�L_HTWSL�^V\SK�IL�WYVQLJ[�*9656��PU�^OH[�YLMLYZ�[V�[OL�PU[LY]LU[PVUZ�[OH[�[VVR�WSHJL�PU�[OL�MH-
JHKLZ�VM�KLYLSPJ[�I\PSKPUNZ�PU�3PZIVU��HZZ\TPUN�[OL�TPZZPVU�VM�ZPNUHSSPUN�[OLZL�L_WLJ[HU[�ZP[\H[PVUZ��;OPZ�HZWLJ[�
HSZV�YL]LHSLK�P[ZLSM�HZ�H�]PZ\HS�LSLTLU[�^P[O�PTWVY[HU[�YLWLYJ\ZZPVUZ�PU�^OH[�JVUJLYUZ�[OL�HJ[P]H[PVU�VM�YLÅLJ[PVUZ�
HUK�KPZJV\YZLZ�VU�[OL�WYVISLT�VM�KLYLSPJ[�I\PSKPUNZ�PU�3PZIVU��(UV[OLY�L_HTWSL�PZ�[OL�Z[YLL[�HY[�PU[LY]LU[PVUZ�[OH[�
took place in the Alcântara tunnel, promoted by APAURB, with the intention of improving an urban space of com-
mon use through voluntary and collective work. The initiative «Passeios Literários da Graça» by ÉBANOColective 
PZ�HSZV�YLSL]HU[�PU�[OPZ�TH[[LY��HZ�P[Z�PU[LY]LU[PVUZ�PU�KLNYHKLK�MHJHKLZ�L_WYLZZLK�[OL�HPT�VM�ZPNUHSSPUN�[OL�J\S[\YHS�
ZPUN\SHYP[`�VM�H�3PZIVU�ULPNOIV\YOVVK��^OPSL�JVTTLU[PUN�VU�[OL�Z[H[L�VM�KLNYHKH[PVU�VM�H�ZPNUPÄJHU[�WHY[�VM�P[Z�
I\PSKPUNZ��0UZ[P[\[PVUHSS`�^PZL��[OL�JYLH[PVU�VM�H�T\UPJPWHS�VYNHUPZT��.(<��KLKPJH[LK�L_JS\ZP]LS`�[V�[OL�WYVWVZHS�
and support of street art initiatives, can be interpreted as a sign of a process of urban public action with the inten-
tion of enhancing urban public spaces through street art, with the notion of the transient condition of this art form.

6U�[OL�V[OLY�OHUK��[OL�PUKP]PK\HS�PUP[PH[P]LZ�VM�Z[YLL[�HY[PZ[Z�HSZV�TH`�L_WYLZZ�H�KPZJV\YZL�VY�JVTTLU[HY`�
on the state of abandonment or degradation of urban structures. Street artist Tinta Crua, for instances, frequently 
NS\LZ�OPZ�WVZ[LYZ�PU�[OL�^PUKV^Z�VM�LTW[`�Z[VYLZ��-PN�����L_WYLZZPUN�[OL�^PSS�[V�ZLL�[OLT�ÄSSLK®�^P[O�ZVTL[OPUN�

5  In their research on two urban abandoned cine-theatres, in Portugal and Brazil.
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[OH[�NP]LZ�P[�[OL�SPML®�[OH[�ZLLTZ�[V�IL�TPZZPUN��^OPSL�JVUZPKLYPUN�OPZ�PU[LY]LU[PVUZ�HZ�H�^H`�VM�ZPNUHSSPUN�[OPZ�L_-
pectant condition of the structures of suspended use. Another street artist, Miguel Januário, from the project  ±, 
frequently chooses derelict spaces for his interventions, as he considers these locations to enhance the message 
that underlies his point of view as an artist.

Figure 3 - Poster in abandoned store window, by Tinta Crua. Foto by the artist.

 Returning to Fortuna and Meneguello, these authors consider that to stop the process of devitalization of 
[OL�\YIHU�I\PSKPUNZ�PU]VS]LZ�THRPUN�KLTVJYHJ`�TVYL�KLTVJYH[PJ®��-VY[\UH�L�4LULN\LSSV������!������(Z�^L»]L�
seen, the art in public space can implicate the potential to encourage citizen participation, and therefore it can also 
be said that street art can have an active role in this matter, not only by signalling the situations of abandonment 
of buildings, but also by creating critical discourses about it. While public art participates in the construction of 
W\ISPJ�ZWHJL�HUK�ZVTL[PTLZ�HWWLHYZ�HZ�PUZ[Y\TLU[HS�PU�[OL�WYVJLZZLZ�VM�YLJVUÄN\YH[PVU�VM�P[Z�\ZLZ��[OPZ�JHU�HSZV�
happen with street art, through initiatives that, as integrated projects, can promote these mechanisms through 
HY[PZ[PJ�PU[LY]LU[PVUZ��PU�H�^H`�[OH[�PZ�HZ�T\JO�LɈLJ[P]L�HZ�PZ�[OL�SL]LS�VM�LUNHNLTLU[�^P[O�[OL�SVJHS�JVTT\UP[PLZ��

<YIHU�HY[�WYVQLJ[Z��PU�[OL�W\ISPJ�ZLUZL�/H`KLU���  ���HZZVJPH[LZ�^P[O�[OL�L_WYLZZPVU��PUKPJH[L�H�^H`�VM�
conceiving public space that involves a considerable diversity of actors – promoters, artists, entities – and creative 
HUK�L_WYLZZP]L� MVYTZ�VM�HWWYVHJOPUN�[OL�\YIHU� PZZ\LZ��7YLZLU[S �̀�3PZIVU�JVUZ[P[\[LZ�HU�L_HTWSL��ILJH\ZL�MVY�
[OL�ÄYZ[�[PTL�H�JVUZPKLYHISL�ZL[�VM�PU[LY]LU[PVUZ�PZ�THKL�]PZPISL��^P[O�[OL�HPT�VM�WYVTV[PUN�KPHSVN\L�HUK�W\ISPJ�
discussion on the matters that concern urban buildings and their degradation and abandonment, while using this 
component of urban morphology as canvas for artistic intervention.

;OL�KP]LYZP[`�VM�[OLZL�WYVQLJ[Z�PU�^OPJO�HY[�VWLYH[LZ�PU�[OL�W\ISPJ�ZWHJL�¶�WHY[PJ\SHYS`�Z[YLL[�HY[�¶�PZ�L_-
WYLZZP]L�VM�OV^�HU�L_WYLZZP]L�KPZJV\YZL�JHU�IL�JYLH[LK�HIV\[�[OL�]LY`�WSHJL�[OL`�VWLYH[L��PU�H�TLJOHUPZT�[OH[�
brings street art closer to the languages of public art as promotor of citizen participation. According to Patricia 
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Phillips (1998), art in public space, appart from its form or duration, has the potential to create forums for dialogue: 
(�W\ISPJ�HY[�[OH[�[Y\S`�L_WSVYLZ�[OL�YPJO�Z`TIPV[PJ�[VWVNYHWO`�VM�JP]PJ��ZVJPHS��HUK�J\S[\YHS�MVYJLZ�JHU�[HRL�WSHJL�
anywhere – and for any length of time. It would not have to conform to such formal parameters, for it would not 
ÄUK�P[Z�TLHUPUN�[OYV\NO�P[Z�ZP[\H[PVU�PU�H�MVY\T��I\[�P[�^V\SK�JYLH[L�[OL�MVY\T�MVY�[OL�WVPNUHU[�HUK�WV[LU[�KPHSVN\L�
between obligation and desire, between being of a community and solitude.» (Phillips, 1998:98).

The element of transience is distinct, as inherent relation between street art and the physical space it oc-
cupies suggests questions about not only the lifecycle of the intervention, but, foremost, the place of the interven-
[PVU��HZ�(UUH�>HJRSH^LR�HYN\LZ!�;OL�L_WLYPLUJL�VM�\YIHU�WHPU[PUN�HZ�H�[YHUZP[VY`�WYVJLZZ�PZ�PUL_[YPJHIS`�[PLK�[V�
[OL�^VYR»Z�TLHUPUN�HZ�HU�LSLTLU[�VM�H�JP[`»Z�JOHUNPUN�JVTWVZP[PVU�®��>HJRSH^LR������! ����*YP[PJHS�\YIHU�HY[��PU�
which street art can be included namely through the individual or collective initiatives mentioned, therefore as-
sumes a role of construction of urban public space��3V �̂��������PUHZT\JO�HZ�[OL�Å\PKP[`�VM�P[Z�LWOLTLYHS�JVUKP[PVU�
contrasts with the rigidity the old monument paradigm intended to attribute to public space. Mário Caeiro (2014) 
states that that transience is particularly rich in the possibilities of creation and reception for an urbanely situated 
art.

From the street art projects in derelict buildings to the spontaneous interventions of street artists, a critical 
ZLUZL�HIV\[�[OL�\ZLZ�VM�W\ISPJ�ZWHJL�Z[HUKZ�V\[��HZ�[OLZL�JVUZ[P[\[L�L_HTWSLZ�VM�JYP[PJHS�\YIHU�HY[��;V�P[�\UKLYSPLZ�
H�JYP[PJHS�HUK�L_WYLZZP]L�KPZJV\YZL�HIV\[�[OL�ZP[\H[PVUZ�VM�HIHUKVUTLU[�VM�[OL�I\PSKPUNZ��UV[�VUS`�I`�KPYLJ[S`�YLJ-
reating artistically its memory in the public space it stands – encouraging therefore dialogue within the community 
– but also signalling these structures, using them as canvases for the interventions, in a visual appropriation that is 
UL]LY�L_LTW[�VM�[HRPUN�H�Z[HUK��(Y[PZ[PJ�PUP[PH[P]LZ�Z\JO�HZ�[OLZL�HSSV^�[V�Z[PT\SH[L�[OH[�OHWWLUPUN�VM�[OL�JP[`�HUK�
its citizens», that Mário Caeiro (op.cit.) referred to.

3. Conclusion: Images and Discourses about the urban public space 

In this article I aimed to show how street art can both contribute to the creation of images of the city and 
the promotion of critical discourses on the urban public space and the powers that shape it, in a process that both 
connects with the crescent visibility of this art world and the new processes that involve a diversity of actors, from 
street artists to promoters, to the institutions.

The transience and degradation that are inevitable in street art pieces are central aspects in this practice, 
for which the street appears as dynamic habitat. Street artists deal with this ephemeral nature between the will 
to preserve their pieces or conforming with their erosion, with a certain detachment, considering each street art 
WPLJL�[OL`�JYLH[L�HZ�H�NPM[®�[V�[OL�Z[YLL[��;OL�WOV[VNYHWO`�VM�Z[YLL[�HY[�WPLJLZ�HZZ\TLZ�[OLYLMVYL�H�YVSL�VM�ÄNO[PUN�
this transience, while the dissemination of these pictures through the internet allows the artists to acquire bigger 
visibility and reach a broader audience.

;OL�KPZZLTPUH[PVU�VM�Z[YLL[�HY[� PTHNLZ� [OYV\NO� [OL� PU[LYUL[�JHU� SLHK� [V�KP]LYNLU[�L_WLYPLUJLZ!�VU�VUL�
OHUK��[V�VIZLY]L�Z[YLL[�HY[�[OYV\NO�[OL�PU[LYUL[��HUK�VU�[OL�V[OLY��[V�ÄUK�Z[YLL[�HY[�WPLJLZ�PU�[OLPY�WO`ZPJHS�SVJH[PVU��
where they appear as surprise elements of the urban fabric. As for the relation between street artists and the po-
[LU[PHS�[OH[�JVTLZ�^P[O�[OL�PU[LYUL[�PU�[OLPY�^VYR��[OL`�HZZ\TL�[OL�WVZZPIPSP[PLZ�VM�H�IYVHKLY�L_WVZ\YL�VM�[OLPY�^VYR��
with the consequent recognition and bigger audience. Some artists assume the street art they create as made 
ZWLJPÄJHSS`�[V�IL�L_OPIP[LK�]PY[\HSS �̀�JVUZPKLYPUN�[OH[�[V�IL�HU�LZZLU[PHS�¶�HUK�PUZ[Y\TLU[HS�¶�WHY[�VM�[OLPY�Z[YLL[�HY[�
practice. The dissemination of street art images in the internet is therefore a central aspect in the construction of 
HU�HY[PZ[PJ�WH[O�PU�[OPZ�ZWLJPÄJ�HY[�^VYSK��

6U�[OL�V[OLY�OHUK��[OPZ�KPɈ\ZPVU�VM�]PY[\HS�PTHNLZ�PZ�UV[�^P[OV\[�LɈLJ[Z�PU�^OH[�JVUJLYUZ�[OL�THYRL[PUN�VM�
JP[PLZ��ZPUJL�PTHNLZ�VM�[OL�Z[YLL[�HY[�[OL�JP[PLZ�L_OPIP[�JHU�JVU[YPI\[L�MVY�[OL�JYLH[PVU�VM�H�PTHNLY`�VM�JVU[LTWVYHY`�
and modern city, made to attract visitors and investment.

(UV[OLY�HZWLJ[�HWWYVHJOLK�^HZ�[OL�^H`�PU�^OPJO�[OL�JVUÄN\YH[PVU�VM�W\ISPJ�ZWHJL�JHU�L_WVZL�[OL�YLSH-
tionships of power that constitute it – particularly, in what concerns the disuse of physical urban structures. These, 
on the other hand, have the potential of proposing new ways of living the city, through the appropriation of these 
structures - be it by occupation, or by being subject to artistic interventions – and through their reconversion. 
:WLJPÄJHSS �̀�^L»]L�ZLLU�OV^�[OL�LWOLTLYHS�UH[\YL�VM�Z[YLL[�HY[�PZ�JVUULJ[LK�^P[O�[OL�PTWLYTHULUJL�VM�[OL�\YIHU�
buildings, and how this artistic practice can assume the role of promoting dialogue and discourses on the public 
ZWHJL��PU�H�ZWLJPÄJ�\YIHU�JVU[L_[�^OLYL�[OL�PZZ\LZ�VM�KLNYHKH[PVU�HUK�HIHUKVUTLU[�VM�I\PSKPUNZ�PZ�H�KPZ[PUJ[�
feature.
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;OL�^H`�Z[YLL[�HY[��^P[OPU�[OLZL�SLNHS�JVU[L_[Z��YLZ\S[Z�MYVT�[OL�JVUULJ[PVU�IL[^LLU�[OL�HJ[P]P[PLZ�HUK�[OL�
organizations that structure it was also addressed. Particularly, it was shown how a street art initiative can corre-
ZWVUK�[V�H�KPYLJ[�HUK�ZPNUPÄJHU[�PU]VS]LTLU[�^P[O�SVJHS�JVTT\UP[PLZ��[OYV\NO�SVJHS�YLX\HSPÄJH[PVU�HZ�H�JVSSLJ[P]L�
process, with the stimulation of feelings of belonging to a community through the inclusion of the locals in the 
projects, or the creation and promotion of discourses about the projects and the way they refer to the community. 
;OLZL�HZWLJ[Z�PUJS\KL�SVNPJZ�VM�HJ[PVU�[OH[�\UKLYSPL�[OL�KPɈLYLU[�JVU[L_[Z�VM�Z[YLL[�HY[�PUP[PH[P]LZ��PU�^OPJO�[OL�PU-
volvement with local communities is a factor privileged by the organizing entities.

Therefore, this is an artistic form that not only may bring itself closer to public art, as it may potentially 
TH_PTPaL�P[Z�LɈLJ[Z��UHTLS`�[OYV\NO�[OL�PU[LYKPZJPWSPUHYP[`�[OH[�\UKLYSPLZ�P[Z�WSHUUPUN��HZ�^LSS�HZ�PU�[OL�UL[�VYNHUP-
zation of several interventions.
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Chapter 6

Between formal and informal practices to manage the city: the role of street 
art in the Old town of Palermo
Luisa Tuttolomondo

Abstract

 The chapter presents the case study of Palermo in order to critically propose street art as an informal and 
destructured form of participation able to impact and modify urban space and to Foster new arenas of debate 
HYV\UK�[OL�JP[ �̀�>P[O�[OPZ�YLNHYK�7HSLYTV�YLWYLZLU[Z�HU�PU[LYLZ[PUN�JHZL�HUK�NVVK�ÄLSK�VM�VIZLY]H[PVU��(Z�H�TH[[LY�
of fact, Palermo is a city that despite its location in the middle of the Mediterranean Sea and its huge natural and 
HY[PZ[PJ�OLYP[HNL�OHZ�HS^H`Z�OHK�THU`�KPɉJ\S[PLZ�PU�LUOHUJPUN�SVJHS�YLZV\YJLZ�HUK�-VZ[LYPUN�SVJHS�KL]LSVWTLU[��
Moreover, this process has been always characterized by high levels of civil society engagement assuming very 
KPɈLYLU[�MVYTZ��MYVT�OPNOS`�PUZ[P[\[PVUHSPaLK�VULZ�[V�TVYL�PUMVYTHS�HUK�MYHNTLU[HY`�WYHJ[PJLZ�
 From this point of view the case of the old town is particularly interesting to observe. Starting from late 
��»Z��HM[LY�H�WLYPVK�VM�HIHUKVU�K\L�[V�[OL�Y\PUZ�SLM[�I`�[OL�:LJVUK�>VYSK�>HY��P[�ILN\U�[V�KYH^�UL^�H[[LU[PVU�MYVT�
[OL�T\UPJPWHS�HKTPUPZ[YH[PVU� [OH[�VWLYH[LK� PU�VYKLY� [V� YLZ[VYL� P[�� 0U� [OPZ�JVU[L_[��J\S[\YL�HUK�JP]PJ�WHY[PJPWH[PVU�
played and still play a fundamental role in the process, without being able to radically change the situation so far.
Today the old town still presents strong problems and obstacles to its total renewing, promotion of the art patri-
TVU`�HUK�PTWYV]LTLU[�VM�P[Z�K^LSSLYZ»�X\HSP[`�VM�SPML��>OPSL�H[�[OL�NV]LYUHUJL�SL]LS�PZ�WVZZPISL�[V�UV[PJL�H�JVU[PU\-
V\Z�H[[LTW[�[V�ÄUK�K\YHISL�ZVS\[PVUZ�[V�[OL�VSK�[V^U�THUHNLTLU[��[OL�\YIHU�ZWHJL�H[�Z[HRL�PZ�JOHUNPUN�[OHURZ�
[V�TVYL�PUMVYTHS�HUK�\UJVU[YVSSLK�K`UHTPJZ��(TVUN�[OLZL�PZ�Z[YLL[�HY[�[OH[�PU�[OL�SHZ[�Ä]L�`LHYZ�Z[HY[LK�[V�ZWYLHK�
in many areas of this part of the city, mainly thanks to the intervention of artists coming from outside the region.
From the theoretical and methodological point of view this chapter aims to reconstruct the case study of Palermo 
I`�HKVW[PUN�H�WYHNTH[PZ[�ZVJPVSVNPJHS�HWWYVHJO��;OL�HUHS`ZPZ�^PSS�JVUZPKLY�[OL�JVTWSL_�K`UHTPJZ�VM�PU[LYHJ[PVU�
between some formal and informal practice of urban management and civic participation taking place in the old 
town of Palermo. In particular, it will be analyzed the knowledge and discourse around some public problems re-
garding this part of the city and the actors involved, the public arenas and the practices of use of the urban space 
considered.
� (Z�H�TH[[LY�VM�MHJ[��[OL�WOLUVTLUH�VM�Z[YLL[�HY[�PU�[OL�VSK�[V^U�VM�7HSLYTV�OHZ�HZZ\TLK�]LY`�KPɈLYLU[�
forms: from random interventions in the underground squares of Vucciria a neighborhood that has now become 
[OL�JLU[LY�VM�TV]PKH��[V�T\YHSZ�JVTTPZZPVULK�I`�SVJHS�5.6»Z�HUK�HPTLK�H[�[YHUZMVYTPUN�H�K\TW�PU�H�ZX\HYL�H[�
)HSSHY~�THYRL[��;OL�PTWHJ[�VM�[OPZ�WOLUVTLUH�VU�[OL�W\ISPJ�ZWHJL�PZ�HS^H`Z�KPɈLYLU[�HUK�ZWHU�MYVT�[OL�JVUZVSP-
KH[PVU�VM�ZVTL�HSYLHK`�L_PZ[PUN�K`UHTPJZ��HZ�[OL�JVUÄN\YH[PVU�VM�ZWHJL�HZ�\UKLYNYV\UK�IVOLTPHU�ZWHJL��[V�[OL�
promotion of a change in the use of urban spaces as in the case of Mediterraneo square at Ballarò.

1. The Old Town of Palermo

� ;OL�6SK�;V^U�VM�7HSLYTV�PZ�VUL�VM�[OL�SHYNLZ[�PU�,\YVWL��̂ P[O�HU�L_[LUZPVU�VM�����OLJ[HYLZ�HUK�H�WVW\SH[PVU�
of 23.382 inhabitants. Due to the bombing of the Second World War, a major part of its patrimony has been 
destroyed and the area has been abandoned both from the Municipal administration and by its inhabitants that 
TV]LK�[V^HYKZ�[OL�UL^LZ[�WHY[Z�VM�[OL�JP[`��*HUUHYVaaV���������:[HY[PUN�MYVT�[OL� �»Z�H�UL^�WVSP[PJHS�ZLHZVU�Y\U�
by the center-left mayor Leoluca Orlando begins aimed at the renewal of the Old City. Thanks to European funding 
MYVT�[OL�WYVNYHTTL�<YIHU�THU`�I\PSKPUNZ�OH]L�ILLU�YLZ[VYLK��LZWLJPHSS`�PU�[OL�ULPNOIVYOVVK�VM�2HSZH��)LZPKLZ��
a strong cultural policy gave new centrality to the area and the city in general so opening up the city to dynamics 
VM�JVZTVWVSP[HUPZT��:�KLYZ[Y�T��-PTPHUP��.PHTIHS]V���3\JPKV����� ���
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Nowadays the Old City has gained new centrality thanks to some factors of change: a progressive repopulation 
mostly by young people and immigrants, the new system of mobility and the pedestrianization of the some streets 
[OH[�-VZ[LYLK� [OL�ÅV\YPZOPUN�VM�UL^�JVTTLYJPHS� HUK� YLZ[VYH[PVU�HJ[P]P[PLZ�� [OL� YHPZPUN�VM� ZTHSS� HY[� JYHM[� ZOVWZ�
and cultural associations have raised, that enhanced the attractiveness of the area thanks to a variety of cultural 
activities. The old city so become not only the center of citizen cultural activities but also the center of movida.
Unless these signals of change the Old Town still presents a number of problems: the amount of public and 
private decaying buildings in need of restoration is still very high and some neighborhoods of the area are in a 
Z[H[L�VM�[V[HS�HIHUKVU�HUK�WV]LY[`�HUK�HYL�HɈLJ[LK�I`�PSSLNHS�HJ[P]P[PLZ�VM�JVU[YVS�VM�[OL�[LYYP[VY �̀�0U�[OPZ�JVU[L_[��
the management of the Old Town and its renewing constitute a big issue of discussion both in the present public 
KLIH[L�HZ�PU�[OL�JP[`»Z�W\ISPJ�WVSPJ`�OPZ[VY �̀

2. Street art spread in the city

� ;OL�WOLUVTLUVU�VM�^YP[PUN�HYYP]LZ�PU�7HSLYTV�PU�[OL� �»Z�^OLU�P[�ZWYLHKZ�PU�H�YHWPK�HUK�ZPNUPÄJHU[�^H �̀�
0UZ[LHK��Z[YLL[�HY[�[HRL�[OL�ÄLSK�VUS`�PU�[OL�SHZ[�`LHYZ�HUK�PU�H�TVYL�KPZJVU[PU\V\Z�^H`�[OHURZ�[V�[OL�VJJHZPVUHS�
HYYP]HS�VM�HY[PZ[Z�JVTPUN�MYVT�KPɈLYLU[�WHY[Z�VM�,\YVWL��(Z�H�TH[[LY�VM�MHJ[��[OL�JP[`�SHJRZ�H�SVJHS�ZJLUL�^OPSZ[�PU�
other Sicilian cities as Catania there are many active groups and art collectives (Mondino, 2016). 

;OL�ÄYZ[�ZPNUPÄJHU[�Z[YLL[�HY[�PU[LY]LU[PVUZ�̂ HZ�JHYYPLK�V\[�PU���� �PU�VJJHZPVU�VM�̧ >HSSWHWLYZ¹��H�MLZ[P]HS�VYNHUPaLK�
K\YPUN�[OL�+LZPNU�>LLR�PU�[OL�ULPNOIVYOVVK�VM�2HSZH�VM�[OL�6SK�;V^U��;OL�L]LU[�IYV\NO[�PU�7HSLYTV�ZVTL�VM�
the most famous Italian street artists that intervened on the walls of the Convento della Speranza in the Magione 
Square. After this event street art interventions have been quite rare but in the last two years they increased 
ZPNUPÄJHU[S �̀�4HU`�T\YHSZ�HUK�NYHɉ[P�HWWLHYLK�PU�KPɈLYLU[�WHY[Z�VM�[OL�JP[ �̀�0U�ZVTL�JHZLZ�[OL`�HYL�[OL�YLZ\S[Z�VM�
spontaneous initiatives, in some others they come from the request of inhabitants or local organizations.
Street art intervention spread not only in the Old City but also in some peripheral areas outside the city: in Borgo 
Vecchio, in Zen, at Cantieri Culturali in Zisa, at the Laboratorio Zeta, on the mountain Pizzo Sella. This happened 
thanks to a network of local enthusiasts, individuals or collective groups, involved in hospitality and networking 
HJ[P]P[PLZ�IL[^LLU�[OL�SVJHS�JVU[L_[�HUK�PU[LYUH[PVUHS�Z[YLL[�HY[�ZJLUL��

 After some early interventions of artists coming from the Center and North of Italy (Ema Jons, Hopnn, 
*VSSL[[P]V�-_����ZVTL�V[OLYZ�OLHK�[V�[OL�JP[ �̀�(M[LY�H�ÄYZ[�Z[H`PUN��[OL`�JVTL�IHJR�H�ZLJVUK�[PTL��H�[OPYK�[PTL�HUK�ZV�
on. They stop over for a short period of time or a longer staying. In this process every artists spread the word and 
encourage the arrival of other artists, or comes back together with other colleagues. The social relationships that 
[OL�HY[PZ[Z�JYLH[L�^P[O�[OL�SVJHS�JVU[L_[Z��WLVWSL��HZZVJPH[PVUZ��PUMVYTHS�NYV\WZ��L[J���W\ZO�HUK�-VZ[LY�[OL�WYVJLZZ�
of returning to the city and the realization of new art piece. The city ends up becoming a favorite destination not 
VUS`�MVY�0[HSPHU�HY[PZ[Z�I\[�HSZV�MVY�PU[LYUH[PVUHS�VULZ��HZ�MVY�L_HTWSL�[OL�-YLUJO�Z[YLL[�HY[PZ[�*������+LZWP[L�[OL�
high interest and mobilization of artists from outside, local artist only rarely dedicate themselves to street art 
interventions. 

0U�NLULYHS��HY[PZ[PJ�PU[LY]LU[PVU�PU�[OL�W\ISPJ�ZWHJL�VM�[OL�JP[`�HZZ\TL�]LY`�KPɈLYLU[�MVYTZ!�[OL`�ZWHU�MYVT�PU[LY]LU[PVU�
commissioned by institutional subjects able to pay for the murals requested, to occasional and casual interventions 
JVTPUN�MYVT�[OL�ULLK�VM�PUKP]PK\HS�ZLSM�L_WYLZZPVU��)L[^LLU�[OLZL�[^V�L_[YLTP[PLZ�[OLYL�HYL�O`IYPK�WYHJ[PJLZ�HZ�
the one of murals requested by single inhabitants or by local association committed in the neighborhood, or 
coming from the militant initiatives of the single artists. In this process, the appearance of a mural and its meaning 
VYPNPUH[L�MYVT�[OL�IPVNYHWO`�VM�WSHJLZ��[OL�WYHJ[PJLZ�VM�\ZL�VM�JP[PaLUZ��HUK�LUKZ�\W�WYVK\JPUN�\UL_WLJ[LK�LɈLJ[Z�
HZ�[OL�YLZPNUPM`PUN�VM�H�ZWHJL��HUK�[OL�WYVTV[PVU�VM�H�KPɈLYLU[�\ZL�VM�P[��

3. Why street art spread in the Old City of Palermo?

� ;OYLL� M\UKHTLU[HS� MHJ[VYZ� PUÅ\LUJL� [OL�ZWYLHKPUN�VM� [OL�WOLUVTLUVU�HUK� [OL�JOVPJL�VM� [OL�WSHJL�VM�
PU[LY]LU[PVU��;OL�ÄYZ[�VUL�PZ�[OL�PUMVYTHSP[`�[OH[�HɈLJ[Z�ZVTL�VM�[OL�ULPNOIVYOVVK�VM�[OL�6SK�*P[ �̀�4HU`�YLZLHYJOLZ�
VU�Z[YLL[�HY[�VIZLY]L�HZ�K`UHTPJZ�VM�PUMVYTHSP[ �̀�JVUÅPJ[Z�HUK�SPTPUHSP[`�JVUZ[P[\[LZ�H�SL]LY�MVY�[OL�JYLH[P]L�]P[HSP[`�
of a place (Costa & Lopes, 2013).
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 These features can be easily found in the Old City where informal dynamics of management of the territory 
V]LYSHW�VɉJPHS�WVSPJPLZ��;OPZ�PZ�H�YLHZVU�^O`�PUZ[P[\[PVUZ�ÄUK�THU`�KPɉJ\S[PLZ�PU�[OL�HKTPUPZ[YH[PVU�VM�[OL�HYLH��
+LZWP[L�[OL�JVTWSL_�OPZ[VY`�VM�\YIHU�PUZ[Y\TLU[Z�HUK�WVSPJPLZ�PTWSLTLU[LK�I`�[OL�T\UPJPWHS�NV]LYUZ�HS[LYUH[LK�
PU�[OL�SHZ[�`LHYZ��[OL�WSHU�VM�[OL�6SK�*P[ �̀�[OL�4HZ[LY�WSHU��[OL�T\UPJPWHS�VɉJL�VM�[OL�6SK�*P[ �̀�ZPUNSL�PU[LY]LU[PVUZ�
in the public sector) the management of the Old City remain a problematic issue. From mobility to nightlife, from 
the needs of its inhabitants to the poverty of many neighborhoods, the history of urban policies in the area is 
JOHYHJ[LYPaLK�I`�THU`�H[[LTW[Z�[V�ZVS]L�Z\JO�WYVISLTZ�HUK�JVUZLX\LU[�MHPS\YLZ��)LZPKLZ�[OLZL�LɈVY[Z��K`UHTPJZ�
of informal management still prevail, often coupled with illegal activities (illegal sales of food and alcoholics, racket, 
drugs dealing). For what regards the mobility one of the biggest issue is the presence of illegal driver parking that 
are distributed around the Old City according to pre-established logics of splitting up of the territory.

� *VUJLYUPUN� [OL� X\HSP[`� VM� SPML� VM� YLZPKLU[Z�� UPNO[�TV]PKH� PZ� VUL� VM� [OL� IPNNLZ[� PZZ\LZ� HUK� VM� KPɉJ\S[�
solution. Vucciria square, Magione square, Ballarò square are some of the main places of gathering of youngsters, 
characterized by the proliferation of pubs, restaurants and bars sale of alcoholics and food without proper license, 
occupation of public land without permission and music loud until late in the night. This situation often provoked 
[OL�YLHJ[PVU�TVIPSPaH[PVU�VM�[OVZL�YLZPKLU[Z�VM�OPNO�TPKKSL�JSHZZ�YLJLU[S`�TV]LK�PU[V�[OL�ULPNOIVYOVVK��^PSSPUN�VM�
H�KPɈLYLU[�THUHNLTLU[�VM�[OL�HYLH�HUK�THPUS`�IHZLK�VU�JYP[LYPH�VM�[PKPULZZ��JSLHUSPULZZ�HUK�X\PL[ULZZ��(UV[OLY�
WYVISLT�HɈLJ[PUN�[OL�6SK�*P[`�YLNHYKZ�[OL�Z[H[L�VM�KLJH`�HUK�YPZR�VM�JVSSHWZL�VM�THU`�WYP]H[L�HUK�W\ISPJ�OPZ[VYPJHS�
I\PSKPUNZ��+LZWP[L�[OL�^VYRZ�VM�YLZ[VYH[PVU�JHYYPLK�W\[�PU�[OL� �»Z�[OHURZ�[V�[OL�,\YVWLHU�7YVNYHTTL�<YIHU��THU`�
buildings are still in need of restoration. 

� (U�V[OLY�MHJ[VY�[OH[�PUÅ\LUJLZ�[OL�ZWYLHK�VM�[OL�WOLUVTLUH�PZ�[OL�]PZPIPSP[`�[OH[�T\YHSZ�HUK�NYHɉ[P�PU�[OL�
Old City have. As a matter of fact, the walls of the Old City are an open air showcase for many artists that can 
circulate and let appreciate their art works to a wider public compared to the one of galleries.

� :VTL�ULPNOIVYOVVK�VM� [OL�6SK�*P[`�WLYMLJ[S`�Ä[� [OLZL�ULLKZ� [OHURZ� [V� [OL�WHY[PHS� YLUL^HS�VM� [OL�HYLH�
occurred in the last 20 years. This process Fostered the happening of street art interventions always in search of 
]PZPIPSP[ �̀�([�[OL�ZHTL�[PTL�[OL�WYLZLUJL�VM�T\YHSZ�HUK�NYHɉ[P�PU�\YIHU�ZWHJLZ�KYH^Z�H[[LU[PVU�VU�[OL�WSHJLZ�^OLYL�
they are realized and increase the visibility of them by promoting their fruition o by let circulating through media of 
KPɈLYLU[�[`WL�[OL�WPJ[\YLZ�VM�[OL�WPLJLZ�

 Finally, it is possible to suppose that the spread of the phenomena in the city is a result of a general 
JVZTVWVSPaH[PVU�VM�[OL�JP[`��:�KLYZ[Y�T��-PTPHUP��.PHTIHS]V���3\JPKV����� ���[V�^OPJO�[OL�JP[`�OHZ�VWLULK�\W�
ZPUJL�THU`�̀ LHYZ��;OL�WLYTLHIPSP[`�VM�[OL�\YIHU�Z`Z[LT�[V�ÅV^Z�VM�WLVWSL�HUK�[YLUKZ�VM�JVUZ\TW[PVU�JVTPUN�MYVT�
KPɈLYLU[�WSHJLZ�OHZ�JLY[HPUS`�LUJV\YHNLK�[OL�KL]LSVWTLU[�VM�[OL�WOLUVTLUH��HSSV^PUN�[OL�HJJLZZ�HUK�[YHUZP[�VM�
HY[PZ[Z�JVTPUN�MYVT�KPɈLYLU[�WHY[Z�VM�[OL�^VYSKZ��[OL�^VYK�VM�TV\[O��JPYJ\SH[PVU�VM�HY[�^VYRZ�HUK�PTHNPUHYPLZ�SPURLK�
to the city.

Albergheria

4LKP[LYYHULV�:X\HYL�P[�̂ HZU»[�H�ZX\HYL��6Y�P[�PZ�[V�ZH �̀�P[�̂ HZ�H�K\TW�\U[PS�H�NYV\W�VM�̀ V\UN�HJ[P]L�JP[PaLUZ�KLJPKLK�
to clean it in order to transform it in a public space open to all citizens and inhabitants of the neighborhood in 
which it is placed. 

The space of intervention corresponds to the perimeter of a building belonging to the curia and destroyed by the 
Second World War bombings. Of the previous building only the basement remained and its interior become a 
K\TW�ÄSSLK�^P[O�HU`�RPUK�VM�NHYIHNL��;OPZ�\U[PS�H�NYV\W�VM�JP[PaLUZ�\UKLY�[OL�UHTL�VM�¸NHYKLULYZ�VM�:HU[H�9VZHSPH¹�
KLJPKLZ�[V�JSLHU�\W�[OL�ZWHJL�HUK�[YHUZMVYT�P[�PU�H�ZX\HYL��ZLL�ÄN\YL�����
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Figure - 1 Mediterraneo Square (photo:author)

 The gardeners of Santa Rosalia are a group of young citizens that since 2010 try to bring some green in 
the neighborhood of Albergheria where they live and give it again the value of “sacrality”, carrying out actions of 
guerrilla gardening, of caring of public spaces and territorial animation through theater performances and other 
activities.

During the period of the fest of Santa Rosalia in 2012 the gardeners decide to clean up all the area, placed at the 
JYVZZ�IL[^LLU�7H[LYUVZ[YV�Z[YLL[�HUK�7VY[H�KP�*HZ[YV�Z[YLL[��;OL`�[VVR�H^H`�[OL�Y\IIPZO��[OL`�JYLH[LK�ÅV^LYILKZ�
and built urban fabrics with pallets. On one of the two walls surrounding the square the gardeners hung a billboard 
^P[O�[OL�^YP[PUN!�¸;OPZ�ZX\HYL�KPKU»[�L_PZ[�ILMVYL¹��ZLL�ÄN\YL����

� ([�[OL�ILNPUUPUN�RLLWPUN�[OL�ZX\HYL�JSLHU�[\YU�V\[�[V�IL�H�KPɉJ\S[�K\[ �̀�ILJH\ZL�[OL�THQVYP[`�VM�YLZPKLU[Z�
H[�ÄYZ[�ZLLTZ�[V�IL� PUKPɈLYLU[� [V^HYKZ� [OL�UL^�ZWHJL��6US`� ML^� MHTPSPLZ�� PU]VS]LK� PU� [OL� PUP[PHS� PU[LY]LU[PVU�VM�
arrangement, take on the duty of watering the plants and throw away the bottles left abandoned. To be steady in 
[OPZ�LU[LYWYPZL�[\YUZ�V\[�[V�IL�]LY`�KPɉJ\S[�K\L�[V�[OL�L_[LUZPVU�VM�[OL�ZWHJL�HUK�[OL�LɈVY[�YLX\PYLK��

But little by little the practices of use of the space begin to change. Initially, the square is used by the immigrant 
population of African origin. The majority of them are youngsters that attend the square during night and day to 
TLL[�\W�^P[O�MYPLUKZ�VY�ZPTWS`�[V�YLSH_�VU�[OL�ILUJOLZ��;OL�JSLHUPUN�VM�[OL�ZX\HYL�RLLWZ�VU�ILPUN�H�WYVISLT��
and so it is also for the maintenance of urban fabrics. At the same time some local associations starts organizing 
evening events. Among these is the sport competition “Mediaterraneo Antirazzista”  (Antiracist Mediterraneo), 
whose linkage with the place is showed by the same name of the square. Later, the square starts to be used 
LZWLJPHSS`�H[�UPNO[�HSZV�I`�HUV[OLY�[`WVSVN`�VM�WVW\SH[PVU!�`V\UN�TPKKSL�JSHZZ�HKVSLZJLU[Z�JVTPUN�MYVT�KPɈLYLU[�
parts of the city. The use of the place is Fostered by the presence of a bar and a deli on the side of the square that 
serves food and beverages until late in the night. The increase in the number of users corresponds to a change 
PU�[OL�THUHNLTLU[�VM�[OL�WSHJL��;OL�ZX\HYL�ILJVTLZ�JSLHULY��HSZV�[OHURZ�[V�ZOVW�V^ULYZ»�JVTTP[TLU[��;OLPY�
tables for customers now occupy both the square and the street.
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Figure 2 - Murals by Ema Jones (photo:author)

 The history of change regarding the practices of use of Mediterraneo square is stressed by the realization 
VM�ZVTL�T\YHSZ��-PYZ[�VUL�HTVUN�[OLZL�PZ�H�IPN�Z\U��ÄN������YLHSPaLK�I`�[OL�HY[PZ[�,TH�1VULZ�MVY�[OL�7HSLYTP[HU�
rapper Christian Picciotto in occasion of the shooting of the video clip for the song “Sole”, belonging to the 
T\ZPJPHU»Z�HSI\T�¸7PHaaH�*VUULJ[PVU¹1. 

 Always on the same wall there is a poster in tissue paper depicting a boy on a bicycle with a shirt in white 
and red lines. The poster was attached during a “baciattacchianata” (bike attaching) organized by an association 
of bicycle enthusiasts conducted with the company of Hopnn, a street artist from Marche. During biciattacchinate 
H�NYV\W�VM�JP[PaLUZ� SLHKLK�I`�HU�HY[PZ[� �L]LY`� [PTL�H�KPɈLYLU[�VUL�� YPKLZ�OPZ�IPRL� [OYV\NO� [OL�JP[`� PU�ZLHYJO�VM�
spaces where to stick posters with drawings prepared by the guest. The posters (that always deal with the issue 
of sustainable mobility) are scattered throughout the city and are intended to raise awareness of the territory and 
promote the re-appropriation of the city by the participants.

� /VWUU�OPTZLSM�OHZ�SH[LY�YLHSPaLK�H�ZTHSS�T\YHS�VU�[OL�HKQHJLU[�^HSS��5L_[�[V�[OPZ�PZ�H�SHYNLY�T\YHS�I`�[OL�
*VSSLJ[P]L�-_�LU[P[SLK�¸�(U[P�9HJPZ[�ZJVYLRLLWLY�¸��ZLL�ÄN\YL������;OPZ�^VYR�JVTLZ�MYVT�H�YLX\LZ[�THKL�[V�[OL�HY[PZ[�
from the association Handala in occasion of the Mediterranean Anti-Racism event held in 2014. This represents a 
THYRLY��^OLYL�VU�[OL�VUL�ZPKL�HYL�KLWPJ[LK�[OL�MHJLZ�VM�OPZ[VYPJHS�ÄN\YLZ�^OV�MV\NO[�MVY�O\THU�YPNO[Z�HUK�YHJPHS�
integration, on the other one are those characters who have acted against.

��:LL�[OL�]PKLV�VM�)YHUV!�O[[WZ!��^^ �̂`V\[\IL�JVT�^H[JO&]$*_�Q/0>LSH,
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-PN\YL�����4\YHS�I`�*VSSL[[P]V�-_��WOV[V!4H\YV�-PSPWWP�

 The realization of these works is an event in itself. Far from being purely individual action of a single artist, 
painting on the wall often represent an event for meeting and socializing. The presence of an artist at work in the 
urban space produces a break in the everyday life routines. The event draws the attention of passers-by and 
YLZPKLU[Z�[OH[�LUKZ�\W�WHY[PJPWH[PUN�PU�ZL]LYHS�̂ H`Z!�WYL[LUKPUN�PUKPɈLYLUJL�VY�ZPTWS`�VIZLY]PUN��HZRPUN�X\LZ[PVUZ��
THRPUN�Z\NNLZ[PVUZ��;OL�HY[PZ[�HUZ^LYZ��I`�NP]PUN�ZWHJL�[V�JVU]LYZH[PVU�HUK�TVYL�VY�SLZZ�L_[LUKLK�L_JOHUNLZ�VM�
opinion. In some cases it is the artist himself to solicit questions. In the case of the work “Anti-Racist scorekeeper” 
MVY�L_HTWSL�[OL�JOVPJL�VM�[OL�JOHYHJ[LYZ�YLWYLZLU[LK�^HZ�[OL�YLZ\S[�VM�JVU[PU\V\Z�KPHSVN\L�^P[O�WHZZLYZI �̀�IV[O�
young adolescents residents of the neighborhood and simple citizens passing by. The upper faces are the one of 
[OL�̂ PUULYZ�!�.HUKOP��5LSZVU�4HUKLSH��4HSJVST�?��:HU�:\\�2`P��,TPSPHUV�AHWH[H�HUK�*OPLM�1VZLWO��[OL�SV^LY�VULZ�
HYL�[OVZL�VM�SVZLYZ!�4PSVúL]Pǅ��,PJOTHUU��9VKVSMV�.YHaPHUP��*OP]PUN[VU�HUK�)HNVZVYH�

 Today Mediterraneo Square is a place of gathering and meeting, as well as a symbol of the possibility of a 
bottom up renewal of the neighborhood. It is enjoyed by residents and associations that use it for meetings, events 
HUK�JVUJLY[Z��6UL�VM�[OL�SH[LZ[�L_HTWSLZ�PZ�[OL�VYNHUPaH[PVU�VM�ZVJPHS�S\UJOLZ�PU�[OL�MYHTL^VYR�VM�[OL�HJ[P]P[PLZ�VM�
the collective “S.O.S. Ballarò” that was born in November 2015 thanks to the mobilization of some associations 
^PSSPUN�VM�PTWSLTLU[PUN�H�JVVYKPUH[LK�WSHU�MVY�[OL�YLKL]LSVWTLU[�VM�[OL�ULPNOIVYOVVK��ZLL�ÄN\YL����

Vucciria

The neighborhood of Vucciria is placed in the Mandamento Castello a Mare in the northern part of the Old City and 
takes its name from the popular market that used to be there in the past. Today the market has lost the prosperity 
P[�OHK�VUJL�HUK�VUS`�ML^�Z[HUKZ�YLTHPU�ZLSSPUN�]LNL[HISLZ�HUK�ÄZO��(Z�H�TH[[LY�VM�MHJ[��[OL�WYHJ[PJLZ�VM�\ZL�[HRPUN�
place in the space changed, so it has become the favorite place of youngsters for movida. The two major squares, 
WPHaaH�*HYHJJPVSV�HUK�WPHaaH�.HYYHɈHLSSV��HUK�[OL�ZTHSS�Z[YLL[Z�KLWHY[PUN�MYVT�P[��HYL�UV^�M\SS�VM�IHYZ��VM[LU�PSSLNHS�
ones, that sells alcoholics and keep the music loud all the night long. Many of these activities are illegal, then 
lacking regular license both for selling alcohol and food and for occupying public land with tables and chairs. 
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Figure 4 - Social lunch in Ballarò organized by the collective SOS Ballarò (photo:Mauro Filippi)

� -VY�^OV�HYYP]LZ�MYVT�V\[ZPKL�[V�[OL�THYRL[�[OL�ZJLUL�HWWLHYZ�[V�IL�IS\YYLK�I`�[OL�ZTVN�L_OHSPUN�MYVT�
[OL�Z[HUKZ�JVVRPUN�MVVK��;OL�THPU�J\Z[VTLYZ�VM�[OL�HYLH�HYL�`V\UN�WLVWSL�ILSVUNPUN�[V�KPɈLYLU[�ZVJPHS�JSHZZLZ��
;OL�H[[YHJ[P]LULZZ�VM�=\JJPYPH�HSZV�KLWLUKZ�VU�[OL�Z[H[L�VM�KLJH`�[OH[�HɈLJ[Z�P[��K\L�[V�[OL�:LJVUK�>VYSK�>HY�
bombings. Many buildings of the squares are empty because precarious, half destroyed or in bad conditions.
Between 2014 and 2015 two buildings collapsed due to the state of abandon of the area. Nevertheless, some of 
these buildings are inhabited, mainly by migrants or young students and workers. 

� 6U�[OL�̂ HSSZ�HUK�ZO\[[LYZ�VM�[OL�=\JJPYPH�PZ�WVZZPISL�[V�VIZLY]L�H�NYLH[�JVUJLU[YH[PVU�VM�T\YHSZ�HUK�NYHɉ[P��
;OL�KLUZP[`�VM�Z[YLL[�HY[� PU[LY]LU[PVUZ�PZ�ZV�OPNO�[OH[�P[� PZ�]LY`�KPɉJ\S[�[V�KPZ[PUN\PZO�H�^VYR�HY[�[V�HUV[OLY��;OL�
H\[OVYZ�HYL�THU`�HUK�VM�UH[PVUHS�HUK�PU[LYUH[PVUHS�VYPNPU��0U�WHY[PJ\SHY��HTVUN�[OL�0[HSPHU�HY[PZ[Z�̂ L�ÄUK!�,TH�1VULZ�
�*VTV���)PIIP[~��9LNNPV�,TPSPH���*VSSL[[P]V�-_��9LNNPV�,TPSPH���/VWUU��(UJVUH���*`VW2HM��5HWSLZ���;PSM��*VTV���
(TVUN�[OL�PU[LYUH[PVUHS�VULZ!�7HUN��3VUKVU���1\SPL[H�?3-��=HSLUJPH���(Z[YV�5H\[��4HKYPK���(_LS�=VPK��<ZH���*����
�7HYPZ����2UHYM�� 0YNH��:OP]H��-YHUR�L�4H_��=PLU���3LZZ�U\TLYV\Z�HYL�[OL�SVJHS�HY[PZ[Z!�:PK��;YLILS�(Y[��-HYL�(SH�HY[�
group, I Mangiatori di Patate e Bloom. The street art interventions in Vucciria originate in a total informal way. Some 
HY[PZ[Z�WHZZ�I`�[OL�JP[`�MVY�KPɈLYLU[�YLHZVUZ�HUK�KLJPKL�[V�WHPU[�H�^HSS��0U�ZVTL�JHZLZ�[OL`�JVTL�IHJR�THU`�[PTLZ�
�*VSSL[[P]V�M_��VY�[OL`�KLJPKL�[V�ZWLUK�H�SVUNLY�WLYPVK�PU�[OL�JP[`��,TH�1VULZ���;OL�ZPUNSL�HY[PZ[��IV[O�[OL�VUL�[OH[�
pass by chance and the one who stays longer, often invite and persuade other artists belonging to their work and 
friendship to come.

 Artists often come back and in so doing the murals in Vucciria rapidly increase. Their staying is facilitated 
by a network of support and friendship established with locals interested in the phenomenon for passion or for 
some connection with their profession. In some cases the artists arrives in the city because they are directly invited 
to participate to some events or initiatives.

 When they paint informally in the neighborhood they can operate without any danger of police intervention 
because the area is controlled by informal dynamics and is resistant to institutional forms of control. Their art works 
ZVSPJP[�[OL�LU[O\ZPHZT�VM�W\I�HUK�IHY»Z�V^ULYZ�[OH[�PU�THU`�JHZLZ�WYVTV[L�[OL�YLHSPaH[PVU�VM�H�T\YHS�VU�[OL�^HSSZ�
of their commercial activity. The creation of an artwork is always the result of an activity of intensive negotiation. 
)LMVYL�Z[HY[PUN�[V�WHPU[�[OL�HY[PZ[�HZR�[V�[OL�^HSS»Z�V^ULY�VY�[V�[OL�ULPNOIVYOVVK»Z�YLZPKLU[Z�MVY�WLYTPZZPVU��VY�
JVU]LYZLS`�PZ�[OL�V^ULY�P[ZLSM�VY�[OL�YLZPKLU[�[OH[�L_WYLZZ�[OL�^PZO�[V�ZLL�VY�[V�OH]L�H�T\YHS�VU�P[Z�^HSS��0U�HU`�JHZL�



82

L]LY`�HY[^VYR�PZ�VYPNPUH[LK�I`�[OL�LZ[HISPZOTLU[�VM�H�YLSH[PVUZOPW��WVZP[P]L�VY�ZVTL�[PTLZ�JVUÅPJ[PUN�IL[^LLU�[OL�
artist and the locals. By painting artists get into the local dynamics and Foster informal networks of relationships 
[OH[�PU]VS]L�UV[�VUS`�YLZPKLU[Z�HUK�W\I�V^ULYZ�I\[�HSZV�JP[`�\ZLYZ��0U�ZV�KVPUN��Z[YLL[�HY[�PU[LY]LU[PVUZ�WLYMLJ[S`�Ä[�
HUK�HKQ\Z[�[V�PUMVYTHS�K`UHTPJZ�HUK�OH]L�[OL�LɈLJ[�VM�Z[YLUN[OLUPUN�[OL�\ZL�VM�[OL�HYLH�HZ�H�WSHJL�MVY�HS[LYUH[P]L�
young movida.

� ;OL�T\YHSZ»�Z\IQLJ[Z�WSH`�PU�KPɈLYLU[�^H`�^P[O�[OL�Z\YYV\UKPUN�ZWHJL��;OL`�ZWHU�MYVT�WSH`M\S�Z\IQLJ[Z�
�H\Z[YVUH\[Z�I`�(\Z[YVUH\[��TLU�HUK�HUPTHSZ�^P[O�[OYLL�L`LZ�I`�)PIIP[~�� �ZLL�ÄN\YL����� [V�T\YHSZ�WSH`PUN�^P[O�
symbols of Palermo (as the posters depicting Santa Rosalia with a suitcase by an anonimus, or Einstein proposed 
HZ�[OL�NYHUKULWOPL^�VM�.LUP\Z�VM�7HSLYTV�I`�*VSSL[[P]V�-_���ZLL�ÄN\YL�����[V�NYHɉ[P�[OH[�L]VRL�[V�[OL�JVTTLYJPHS�
HJ[P]P[PLZ�UL_[�[V�[OLT��HZ�[OL�THYP[PTL�[OLTLZ�VM�NYHɉ[P�I`�/VWUU�JSVZL�[V�[OL�ÄZO�ZLSSLYZ���ZLL�ÄN\YL�����;OL�LɈLJ[�
of meaning coming from the whole of them is the strengthening of the underground and alternative connotation 
these places assume mainly in the night hours. 

Figure 5 - Mural by Bibbitò and Astronaut (photo:Mauro Filippi)

-PN\YL�����4\YHS�I`�*VSSL[[P]V�-_��WOV[V!4H\YV�-PSPWWP�
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Figure 7 - Murals by Hopnn (photo:Mauro Filippi)

� 4VYLV]LY��PU�=\JJPYPH�P[�PZ�WVZZPISL�[V�ÄUK�UV[�VUS`�Z[YLL[�HY[�PU[LY]LU[PVUZ�I\[�HSZV�V[OLY�HY[PZ[PJ�PUZ[HSSH[PVU�
VM�\YIHU�HY[��;OL�TVZ[�ZPNUPÄJHU[�L_HTWSL�PZ�[OL�^VYR�VM�[OL�(\Z[YPHU�HY[PZ[�<^L�1HLU[ZJO��HYYP]LK�PU�7HSLYTV�PU�
�   �HUK�ZPUJL�[OLU�YLTHPULK�PU�[OL�JP[`�ILJH\ZL�H[[YHJ[LK�I`�P[Z�WSHJLZ��LZWLJPHSS`�WPHaaH�.HYHɈHLSSV��;OPZ�VUL�
has become its open air laboratory where he realized many art installations on the precarious buildings of the 
ZX\HYL�SPRL�¸SH�JH[[LKYHSL�KPL�YPÄ\[P¹��[OL�JH[OLKYHS�VM�NHYIHNL���THKL�^P[O�NHYIHNL�MV\UK�PU�[OL�ULPNOIVYOVVK��HUK�
¸)HUJH�5HaPVU¹��ZLL�ÄN\YL�����WYV]VJH[P]LS`�JSHPTPUN�MVY�[OL�YHPZPUN�VM�UL^�HS[LYUH[P]L�LJVUVT`�VM�=\JJPHYPH��;OL�
SHZ[�VM�[OLZL�PU[LY]LU[PVU�PZ�[OL�YLK�^YP[PUN�¸VU�ZHSL¹�THKL�VU�[OL�MV\U[HPU�VM�.HYYHɈV�HPTLK�H[�KLUV\UJPUN�VUJL�
gain on the lack of attention and care towards the historical building of the square.

-PN\YL�����0UZ[HSSH[PVU�I`�<^L�PU�.HYYHɈHLSSV�ZX\HYL��WOV[V!H\[OVY�
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4. The practice of street art and the production of “public” 

� ;OL�JHZLZ�YLWVY[LK�WYLZLU[Z�KPɈLYLU[�MVYTZ�VM�PU[LY]LU[PVUZ�[OH[�WYVK\JL�ZWLJPÄJ�PTWHJ[Z�VU�[OL�[LYYP[VY �̀�
In any of these it is possible to identify the activation of proper public arenas where the action is “proved” (Cefaï, 
��������(Z�H�TH[[LY�VM�MHJ[��[OL�K`UHTPJZ�VM�HJ[P]H[PVU�HUK�PU[LYHJ[PVU�KYH^�H[[LU[PVU�HUK�PU[LY]LUL�VU�ZWLJPÄJ�
W\ISPJ�WYVISLTZ��-VY�L_HTWSL��[OL�HY[^VYRZ�YLHSPaLK�PU�(SILYNOLYPH�JVU[YPI\[L�[V�ZPNUPM`�H�WSHJL�WYL]PV\ZS`�\ZLK�HZ�
a dump as a square, so intervening on the issue of the abandoned spaces of the city and on the lack of spaces for 
socialization.

 The art interventions insert themselves in the mobilization strategies of a group of citizens and orientate 
[OL�MY\P[PVU�VM�[OL�ZWHJL�HZ�H�ZX\HYL��;OLZL�HYL�PU[LNYH[LK�PU�HSYLHK`�L_PZ[PUN�MHIYPJ�VM�YLSH[PVUZOPWZ��[OVZL�IL[^LLU�
active citizens, local associations and residents) and help to create some new ones, by capturing the attention of 
children from the neighborhood, of shopkeepers or simple residents. 

� 0U�=\JJPYPH��T\YHSZ��[HNZ�HUK�NYHɉ[P�VU�[OL�^HSSZ�HUK�ZOVW�ZO\[[LYZ�Z[YLUN[OLU�[OL�JVUUV[H[PVU�VM�ZWHJL�
HZ�H�TV]PKH�WSHJL�ZV�JVU[YPI\[PUN�[V�U\Y[\YPUN�W\ISPJ�KLIH[L�HUK�JVUÅPJ[�HYV\UK�[OL�WYHJ[PJLZ�VM�\ZL�HUK�MY\P[PVU�
of the Old City of Palermo.

 At the same time the installations by Uwe propose the problem of the state of abandon of monuments 
HUK�I\PSKPUNZ�YHPZPUN�VU�WPHaaH�.HYYHɈHLSSV�HUK�KLUV\UJL�[OL�SHJR�VM�Z\ɉJPLU[�W\ISPJ�WVSPJPLZ�MVY�[OL�YLZ[VYH[PVU�
VM�[OL�6SK�*P[ �̀�;OLZL�WYV]VRL�[OL�YLHJ[PVUZ�VM�YLZPKLU[Z�HUK�JP[PaLUZ�[OH[�Z[H[L�[V�IL�WYVUL�VY�HK]LYZL�[V�HY[PZ[»Z�
provocations. They claim for the intervention of the Municipality or ask for the sanction of the artist illegal occupation 
and defacement of public space, they mobilize media to report the news.
 In all these cases even if street art (or in some cases public art) is based on the individual act of the artist 
�KYP]LU�I`�L[OPJHS�VY�WSH`M\S�HPTZ��ULLK�VM�ZLSM�L_WYLZZPVU��L[J����[OPZ�LUKZ�\W�[V�HJ[P]H[L�HUK�Z[YLUN[OLU�UL[^VYRZ�
and mechanisms of interactions between artists and locals, or artists and other artists. Networks are Fostered not 
only by relationships established among people on the place but also among local and foreign artists. Moreover 
the use of media amplify the process because allows to circulate images and contents at a local and international 
level.
� :V�MVY�L_HTWSL��[OL�MHJLIVVR�WHNL�¸:[YLL[�HY[�7HSLYTV¹�YLWVY[�^P[O�WPJ[\YLZ�HUK�[L_[Z�[OL�ZWYLHKPUN�VM�
the phenomenon in the city, or local newspapers and magazines (Babbaluci news, Palermotoday), national ones 
(Repubblica), international ones specialized on art subjects (Artribune, il Gorgo) write news on recent interventions 
HUK� [OLPY�LɈLJ[�VU� [OL�JP[`�W\ISPJ�KLIH[L�� �4VYLV]LY��WYVMLZZPVUHSZ��LU[O\ZPHZ[Z�HUK�HY[PZ[Z�HZ�^LSS�W\ISPZO�VU�
Youtube video commenting on their art works (as French street artists C215). 
 In these cases public arenas arise (Cefaï, 2002), functioning as theatrical devices where every art 
intervention constitutes a performance that activate other new reactions. The street becomes a stage where 
HY[^VYRZ�HYL�]PZPISL�[V�H�^PKL�W\ISPJ��)`�[OL�HJ[�VM�WHPU[PUN�HUK�I`�[OL�T\YHSZ»�JVU[LU[Z�Z[YLL[�HY[�ZV�WYVK\JLZ�YPM[Z�
(Mondino, 2016), breaks rules and norms of behaving in public. Every intervention produce a “moral shock” that 
active process of interaction, so producing “public” (Cefaï, Carrel, Talpin, Eliasoph, & Lichterman , 2012). In this 
WYVJLZZ��[OL�LɈLJ[�VM�WYV_PTP[`��WYVJOL��IL[^LLU�[OL�HY[PZ[�HUK�[OL�ZWHJL��IL[^LLU�[OL�HY[PZ[�HUK�PUOHIP[HU[Z�WSH`Z�
a fundamental role. Apart from the physical act of painting, it is the workart in itself that bear inscribed the body 
that realized it so anyway producing a sense of public activation. 

5. Street art as practice of active citizenship 

 The phenomenon of street art has been widely studied in the framework of social science mainly from 
the anthropological and sociological point of view and from the art critic perspective as a movement made of 
^LSS�KLÄULK�WYHJ[PJLZ��YP[\HSZ�HUK�JVKLZ��4VYL�YLJLU[S`�ZVTL�Z[\KPLZ�OPNOSPNO[LK�[OL�TLHUPUN�VM�[OLZL�WYHJ[PJLZ�
HSZV�HZ�L_LYJPZL�VM�JP[PaLUZOPW��-VY�L_HTWSL�0HUULSSP��������MVJ\ZLZ�VU�[OL�HZWLJ[�VM�WVSP[PJHS�WHY[PJPWH[PVU�PTWSPLK�
by public art. It represents a communicative process able to Foster knowledge, opinions, attitudes and orientate 
JP[PaLUZ»�ILOH]PVY��>P[O�[OPZ�YLNHYK�[OL�H\[OVY�UV[PJLZ�[OL�Z[YPJ[�JVUULJ[PVU�IL[^LLU�HY[�HUK�WVSP[PJHS�WHY[PJPWH[PVU�
I`�WVPU[PUN�V\[�HZ�[OL�ÄYZ[�VUL�PZ�VM[LU�\ZLK�HZ�H�YOL[VYPJHS�HUK�JVTT\UPJH[P]L�[VVS�HZ�PU�HU`�TVIPSPaH[PVU�WYHJ[PJL��
In this frame, artists and their art practices are addressed as:
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“actors of the contentious politics on their own, which activate collective actions in order to obtain social 
and political change: art is considered mainly as one of the repertories that activists choose among others”. 
(Iannelli, 2015, p. 235)

0U�WHY[PJ\SHY�0HUULSSP�YLMLYZ�[V�[OH[�IYHUJO�VM�W\ISPJ�HY[�KLÄULK�HZ�¸YLSH[PVUHS¹�ILJH\ZL�P[�HPTZ�[V�PU]VS]L�JP[PaLUZ�
within this kind of art intervention. Public art can thus be a catalyst of active citizenship not only from the point of 
view of the artist, but also from the point view of the citizens directly or indirectly involved in the art intervention.
:[YLL[�HY[�HUK�^YP[PUN��PM�TLHU[�HZ�¸[L_[Z¹��ZWLHRPUN�PU�ZLTPV[PJ�[LYTZ���[\YU�V\[�[V�IL�H�WYHJ[PJL�VM�YLHWWYVWYPH[PVU�
of urban space that operate a continuous writing and re-writing of its meaning. It represents a practice of active 
JP[PaLUZOPW�[OH[�WYVK\JLZ�PU[LYHJ[PVUZ�I`�WYV_PTP[`�VY�JVUÅPJ[�^P[O�V[OLY�HJ[VYZ�VM�[OL�W\ISPJ�ZWHJL�HZ�PUZ[P[\[PVUZ��
citizens, community (Mastroianni, 2013):

¸;OL�[L_[\HS�TL[HWOVY�ZOV^�\W�PU�HSS�P[Z�LWPZ[LTVSVNPJHS�HUK�JVNUP[P]L�Z[YLUN[O�HUK�ZOV^�HZ�H�WYHJ[PJL�VM�
urban writing and re-writing can be carried out together with the involvement of institutions, of citizenship 
HUK�Z\IJ\S[\YHS�JVTT\UP[PLZ�PU�H�WYVJLZZ�VM�HWWYVWYPH[PVU�VM�\YIHU�[L_[\YL��[OH[�HZZ\TLZ�[OL�MLH[\YL�Z�VM�H�
MYVT�VM�HJ[P]L�JP[PaLUZOPW��(�MVYT�VM�HJ[P]L�JP[PaLUZOPW�¸HY[PZ[PJHSS`�VYPLU[H[LK¹��[OH[�ÄUK�PU�[OL�TL[YVWVSP[HU�
ZPNU�H�MVYT�VM�L_WYLZZPVU�HUK�WHY[PJPWH[PVU��[OH[�HPTZ�[V�[HRL�[OL�ÅVVY�PU�[OL�W\ISPJ�ZWOLYL��PU�[OL�T\YHSPZT�
an activity of urban regeneration” (Ibidem, p.60).

In this sense these practices produce public space thanks to the interaction of heterogeneous voices and actors 
HJJVYKPUN�[V�KPɈLYLU[�TVKHSP[PLZ�HUK�Z[YH[LN`�HJ[PVUZ��;OL�ZPNU�VU�[OL�^HSS�YLWYLZLU[Z�H�[HRPUN�VM�[OL�ÅVVY�[OH[�
together with other acts of speech (as seen in the previous paragraph) contributes to create proper public arenas 
VU�ZWLJPÄJ�PZZ\LZ��:[YLL[�HY[��MVY�P[Z�ILPUN�WYHJ[PJLK�PU�[OL�Z[YLL[��MVY�[OL�^OVSL�VM�PU[LYHJ[PVUZ�HUK�TVKHSP[PLZ�I`�
through it shows up, represents an interesting laboratory to observe the functioning of public space, its meaning 
and the modalities by which it is produced (Dourado Sequeira, 2015).
,]LU�[OV\NO�H�ZWLJPÄJ�HPT�VY�WVSP[PJHS�PU[LU[PVU�PZ�UV[�HS^H`Z�WYLZLU[��Z[YLL[�HY[�JHU�HU`^H`�IL�TLHU[�HZ�H�MVYT�
of action able to create political subjectivity (Murray, 2015). If, as Murray suggests (ibidem), we focus more on the 
actions by which this practice operates than on the artist itself, it is possible to observe as it can produce a break 
in predetermined routines, habits and norms so allowing the insurgence of new forms of citizenship. 
;OPZ�PU[LYWYL[H[PVU�HSZV�KYH^Z�VU�0ZPU»Z�̂ VYR��0ZPU��������[OH[�PU�OLY�YLZLHYJO�VU�UL^�MVYTZ�VM�JP[PaLUZOPW�KPZ[PUN\PZOLZ�
IL[^LLU�HJ[PVUZ�HUK�HJ[Z��;OL�ÄYZ[�VUL�YLNHYKZ�MVYTZ�VM�JP[PaLUZOPW�[OH[�PU�ZVTL�^H`Z�HYL�JVTWSPHU[�VY�HNYLLK�
with the govern authority, the second ones instead produces a break, overcome physical and symbolic borders 
and in so doing create new forms of citizenship. In this last case, aspects as creativity, autonomy and inventiveness 
HYL�UV[�J\YI�PU�WYLKLÄULK�Y\SLZ�I\[�SLHK�[OL�YLZLHYJO�VM�PUUV]H[P]L�WYHJ[PJLZ�VM�WHY[PJPWH[PVU��:[YLL[�HY[�HUK�^YP[PUN�
seems to carry out this kind of operation (Murray, 2015):

“These creative, inventive and autonomous acts of citizenship enacted by these writers and artists have 
provided the possibilities or potentialities to break not only their static and habitual modes of everyday 
behavioral activity but those of others. In doing so they are both involved in actively critiquing the dominant 
institutional order and contributing to the repertoire of collective activism and memory, even if they are left 
unresolved and are ignored by the authorities they are meant to critique” (Ibidem, p.63).

� ,]LU�^OLYL�[OLYL�PZ�UV[�HU�L_WSPJP[�YLMLYLUJL�[V�WVSP[PJHS�PU[LU[PVU��Z[YLL[�HY[�JHU�WYVK\JL�JP[PaLUZOPW�HUK�
mobilization, by involving a wide amount of people that is not limited to professionals but include the simple 
citizen as well. Unless its ephemeral and spontaneous nature, and maybe because of this, these artistic practices 
produce activation by involving inhabitants, professionals, activists and Fostering new strategies of action.
;OPZ�MLH[\YL�JSLHYS`�LTLYNLZ�PU�[OL�JHZLZ�L_WSVYLK�^P[OPU�[OL�JP[`�VM�7HSLYTV��^OLYL�[OL�MVYTZ�VM�HJ[P]L�JP[PaLUZOPW�
and public debate are many: from the cleaning up of a square before used as a dump, to the critic of the state of 
decay of the buildings of Old City, to the connotation of a neighborhood as a favorite place for movida.  
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6. What impact on the city?

 Beside the capacity of producing new forms of citizenship, the phenomenon of street art can be analyzed 
by focusing on the impact of this practice produce on the urban fabric, especially for what concerning its relation 
with urban public policies.

With this regard, Costa (2014) observes as the reaction of institutions to the phenomenon can vary considerably 
from attitudes of total disinterest to tolerance to repressive interventions or to forms of promotion through 
PUZ[P[\[PVUHSPaLK� PUP[PH[P]LZ�� 0U� ZVTL�JHZLZ�� PU� [OL�ZHTL�JVU[L_[� P[� PZ�WVZZPISL� [V�ÄUK� [OL�WYLZLUJL�VM�VWWVZP[L�
political attitudes as in the case of Lisbon wherein some places are applied repressive policies, but in some others 
Z[YLL[�HY[�HUK�^YP[PUN�HYL�WYVTV[LK�[OYV\NO�ZWLJPÄJ�PUZ[P[\[PVUZ�
The institutionalization of street art, recognizable in many Italian cities, derives from the idea that creativity and 
therefore artistic practices that generate it can represent a fundamental asset for the development of the city. 
Urban creativity can be seen as a set of processes able to promote urban development. Therefore, the trend in 
\YIHU�WVSPJPLZ�PZ�[V�WYVTV[L�P[�[OYV\NO�ZWLJPÄJ�WVSPJ`�VYPLU[H[PVUZ��TVZ[S`�PUZWPYLK�[V�TVKLSZ�VM�\YIHU�NV]LYUHUJL�
�*VZ[H��:LP_HZ���9VSKqV����� �!

“Creativity, a key factor for the development and creation of value in contemporary economies, transversal 
to all activities and social practices (from the cultural and more “creative” through to all others) has a 
WV[LU[PHS�[OH[�TH`�IL�L_WSVYLK�H[�SVJHS�SL]LS��^P[OPU�H�SVNPJ�VM�WYVTV[PUN�\YIHU�]P[HSP[`�HUK�JVTWL[P[P]P[ �̀�
which may prove highly relevant to sustainably boosting various facets of urban development (economic 
LɉJPLUJ �̀� ZVJPHS� LX\P[ �̀� LU]PYVUTLU[HS�X\HSP[ �̀� JP]PJ�WHY[PJPWH[PVU�HUK� PKLU[P[`�HUK�J\S[\YHS� L_WYLZZPVU���
HUK�YLWSHJPUN�TVYL�YLK\J[P]L�SVNPJZ�VM�HJ[PVU��MYLX\LU[S`�JLU[LYLK�VU�[OL�TLYL�L_WSVP[H[PVU�VM�ZOVY[�[LYT�
competitive advantages (Ibidem, p.26)

� ;OL�YLJLU[�PUZ[P[\[PVUHSPaH[PVU�VM�Z[YLL[�HY[�HUK�\YIHU�HY[�PU�NLULYHS�ÄUK�P[Z�Q\Z[PÄJH[PVU�VU�[OLZL�HZZ\TW[PVUZ��
According to them many festival and interventions of regeneration with famous international artists have been 
organized in the last years, able to attract a wide public.

With reference to the case of Palermo it is possible to observe a substantial disinterest of the public authorities 
[V^HYKZ�[OL�ZWYLHK�VM�Z[YLL[�HY[�PU�[OL�JP[`�K\YPUN�SHZ[�̀ LHYZ��(Z�P[�OHZ�ILLU�VIZLY]LK��[OL�PUMVYTHSP[`�HɈLJ[PUN�THU`�
VM�[OL�ULPNOIVYOVVKZ�VM�[OL�JP[`�OHZ�-VZ[LYLK�HUK�HSSV^LK�[OL�KL]LSVWTLU[�VM�[OPZ�HY[PZ[PJ�WYHJ[PJL�PU�]LY`�KPɈLYLU[�
^H`Z��;OL�HUHS`ZPZ�VM�[OL�HIV]L�TLU[PVULK�JHZLZ�WLYTP[Z�[V�VIZLY]L�H�ZPNUPÄJHU[�PTWHJ[�VU�[OL�WYHJ[PJLZ�VM�\ZL�
of the city, on the transformation of spaces and on the public debate.

As we have noticed, the case of Mediterraneo square in Albergheria demonstrates how street art interventions can 
JVU[YPI\[L�[V�[YHUZMVYT�HUK�WYVTV[L�[OL�\ZL�VM�ZWHJL�HZ�H�ZX\HYL�PU�H�X\P[L�KPɉJ\S[�ULPNOIVYOVVK�HɈLJ[LK�I`�
decay and lack of spaces of socialization.

 The patchwork of murals, tags and stencils on the walls and shutters of the market of Vucciria fully get 
into the debate regarding the modalities of fruition of the space, the rules that are supposed to regulate it, and 
[OL� JVUÅPJ[� IL[^LLU� `V\UNZ[LYZ� HUK� YLZPKLU[Z� HIV\[� [OL� IV^PUN� KV^U� VM�TV]PKH� \U[PS� SH[L� PU� [OL� UPNO[�� ;OL�
JVUUV[H[PVU�VM�[OL�ZWHJL�VM�[OL�THYRL[�HZ�¸\UKLYNYV\UK¹�HUK�¸HS[LYUH[P]L¹�[OHURZ�[V�[OL�THU`�T\YHSZ�HUK�NYHɉ[P�
Foster the use of it as favorite place for movida and encourage youngster to attend bars and pubs of the area. The 
installations by Uwe draw public attention on the issue of the restoration of many historical buildings of the Old 
City so forcing the Municipality to state its purposes about the issue and the citizens to rake position.
0U�[OL�JHZLZ�YLWVY[LK�P[�PZ�WVZZPISL�[V�VIZLY]L�ZWLJPÄJ�PTWHJ[Z�VU�WVSPJPLZ�HUK�WYHJ[PJLZ�VM�THUHNLTLU[�VM�[OL�
city. These sometimes turn out to be clear and durable, some others more temporary but in any case they are 
ZPNUPÄJHU[�MVY�[OLPY�WH`SVHK�LZWLJPHSS`�PM�^L�SVVR�H[�[OL�ZWVU[HULP[ �̀�JHZ\HS[`�HUK�PUMVYTHSP[`�I`�^OPJO�[OLZL�RPUK�
of interventions occur.
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Chapter 7

Camilla Watson photography and its impact in the social production of public 
space in a neighbourhood (Mouraria) in the inner city of Lisbon

Madalena Corte-Real; Maria João Monteiro Gomes

Abstract

;OPZ�YLZLHYJO�HUHS`ZLZ�[OL�L_[LU[�[V�^OPJO�[OL�WOV[VNYHWOPJ�^VYR�VM�*HTPSSH�>H[ZVU�OHZ�HɈLJ[LK�[OL�ZVJPHS�WYV-
K\J[PVU�VM�ZWHJL�PU�H�KPZ[YPJ[�VM�[OL�OPZ[VYPJHS�WHY[�VM�3PZIVU��;OPZ�WHY[PJ\SHY�W\ISPJ�HY[�PU�WSHJL�L_OPIP[Z�[OL�LSKLYS`�
YLZPKLU[Z�[OYV\NO�WPJ[\YLZ�KPZWSH`LK�PU�[OL�ULPNOIV\YOVVK»Z�W\ISPJ�ZWHJLZ��0U�H�JVU[L_[�VM�[YHUZMVYTH[PVUZ�[OH[�
the territory is undergoing, the analysis aims to understand how far it contributes to change the way the area is 
socially produced in terms of spatial practice, representational space and representation of space.
;̂ V�RPUKZ�VM�L_WLYPLUJLZ�^LYL�JVUZPKLYLK"�[OH[�VM�[OL�YLZPKLU[�HUK�[OL�]PZP[VY��TLHUPUN�[^V�NYV\WZ�[OH[�WLYJLP]L��
JVUJLP]L�HUK�SP]L�[OL�WSHJL�PU�]LY`�KPɈLYLU[�^H`Z��)HZLK�VU�[OL�PUMVYTH[PVU�MYVT�V\[ZPKL�[OL�ULPNOIV\YOVVK�HZ�
^LSS�HZ�MYVT�YLZPKLU[Z�PU]VS]LK�PU�[OL�WYVQLJ[��[OL�PU[LU[PVU�PZ�[V�JHW[\YL�[^V�KPɈLYLU[�JVUZ[Y\J[LK�YLHSP[PLZ�HUK�[V�
JVTWHYL�[OL�^H`�[OL�^VYR�PZ�\UKLYZ[VVK�HUK�MLS[�PU�[OVZL�JVU[L_[Z��
For the residents the artistic work has been accepted, approved and appropriated because it became part of their 
KHPS`�YV\[PUL�LU]PYVUTLU[��-YVT�HU�L_[LYUHS�WVPU[�VM�]PL �̂�[OL�HUHS`ZLK�HY[�WYVQLJ[�IPUKZ�[OL�VSK�X\HY[LY�^P[O�[OL�
new one. By being part of the new creative scene it links the new visitors with the longstanding residents, helping 
[V�YLKLÄUL�[OL�^H`�SVJHSZ�HYL�WLYJLP]LK�HUK�OV^�[OL�HYLH�PZ�L_WLYPLUJLK��

Keywords: ZWHJL�WYVK\J[PVU��L_WLYPLUJL��W\ISPJ�HY[�PU�WSHJL

1. Introduction

 This chapter focuses on the eventual impact of art in the social production of space, considering as a case 
Z[\K`�*HTPSSH�>H[ZVU»Z�WOV[VNYHWOZ�PU�4V\YHYPH��0[�PZ�W\ISPJ�HY[^VYR�KL]LSVWLK�̂ P[O�[OL�JVTT\UP[`�PU�HU�PUULY�JP[`�
neighbourhood of Lisbon. 

 Our hypothesis, considering this case study, is that the cultural production of urban space, intentionally or 
UV[��JVU[YPI\[LZ�[V�[OL�[YHUZMVYTH[PVU�VM�[OL�\YIHU�LU]PYVUTLU[�^OPJO�HɈLJ[Z�OV^�P[�PZ�L_WLYPLUJLK�HUK�\S[PTH[LS`�
generates new practices.

� 0U� [OPZ� ZLUZL� [OL� YLZLHYJO�X\LZ[PVU�� IHZLK�VU�3LMLI]YL»Z� [OLVY �̀� HKKYLZZLZ�how far Camilla Watson’s 
photography contributes to the production of space. <UKLY�[OPZ�HUHS`ZPZ�P[�PZ�PTWVY[HU[�[V�\UKLYZ[HUK�[OL�L_[LYUHS�
perception of the territory, considering in what way this work became an intrinsic element of it, and to acknowledge 
[OL�SVJHS�WVW\SH[PVU»Z�WLYJLW[PVU�VM�ILPUN�WHY[�VM�[OPZ�WYVQLJ[�
The research starts with a brief description of Mouraria and the socio-spatial changes that have been taken place, 
followed by a description of the photographic interventions.
Theoretically, three interrelated concepts were considered that frame the analysis: public art�\UKLY�[OL�JVU[L_[�VM�
the social production of space and the way it is experienced.

 The applied methodology aims to characterize and assess the potential contribution of this artistic 
PU[LY]LU[PVU�VU�[OL�KPɈLYLU[�WLYJLW[PVUZ�VM�ZWHJL��(U�HUHS`ZPZ�VM�[OL�^H`�[OPZ�HY[PZ[PJ�WYVQLJ[�PZ�YLMLYYLK�[V�VU�[OL�
PU[LYUL[� PU[LUKZ�[V�JHW[\YL�[OL�YLWYLZLU[H[PVU�VM�[OL�^VYR��0U�WHYHSSLS�[^V�KPɈLYLU[�PU[LYHJ[PVUZ�[V�[OL�WSHJL�HYL�
HUHS`ZLK��[OH[�VM�[OL�WLVWSL�^OV�SP]L�HUK�\ZL�[OPZ�HYLH�VU�H�KHPS`�IHZPZ�HUK�[OL�]PZP[VY»Z�L_WLYPLUJL�
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2. Mouraria in a Context of Socio-Spatial Transformation

 The area that is being studied is a neighbourhood on a downhill slope with narrow and labyrinthine streets 
that has about 5,800 inhabitants. The territory received people from rural areas that came to Lisbon to work. They 
JVU[YPI\[LK�[V�[OL�KL]LSVWTLU[�VM�H�WHY[PJ\SHY�\YIHU�WVW\SHY�J\S[\YL��*VZ[H���   ��[OH[�JHU�IL�PKLU[PÄLK�PU�[OL�
inner city neighbourhoods in Lisbon marked by practices like Fado music, the festivities to celebrate the day of the 
T\UPJPWHSP[ �̀�YP]HSY`�HTVUN�KPɈLYLU[�OPZ[VYPJ�ULPNOIV\YOVVKZ��[OL�YLSPNPV\Z�WYVJLZZPVU��P[Z�UHYYV^�TVYWOVSVNPJHS�
layout, the traditional trade and the local organizations. These are all elements that nurture a strong connection 
between the locals. 

 Especially in the last decades, the territory has been receiving an immigrant population that has introduced 
H�T\S[PJ\S[\YHS�H[TVZWOLYL�[OH[�PKLU[PÄLZ�[OPZ�HYLH�PU�WHY[PJ\SHY�^P[O�WLVWSL�MYVT�ZV\[O�(ZPH�HUK�*OPUH�^OV�OH]L�
opened stores and warehouses, restaurants, grocery shops and supermarkets. 
Currently the area is becoming attractive for new residents, including students and young people with high 
X\HSPÄJH[PVUZ�HUK�HY[PZ[Z��UHTLS`��,\YVWLHU��MVYLPNULYZ��^OV�HYL�H[[YHJ[LK�[V�[OPZ�LU]PYVUTLU[�PU�[OL�OPZ[VYPJHS�WHY[�
of the city.
:PUJL� ����� H� [YHUZMVYTH[PVU� WYVJLZZ� OHZ� ILLU� PUP[PH[LK�� SHYNLS`� [YPNNLYLK� I`� [OL�T\UPJPWHSP[`� PU� ÄUHUJPHS� HUK�
Z[YH[LNPJ�[LYTZ��(�T\S[P�[HYNL[LK�WYVNYHT�PZ�ILPUN�PTWSLTLU[LK�ILJH\ZL�[OL�[LYYP[VY`�̂ HZ�PKLU[PÄLK�HZ�H�Y\U�KV^U�
HYLH��HɈLJ[LK�I`�[OL�KL[LYPVYH[PVU�VM�[OL�W\ISPJ�YLHST�HUK�I\PSKPUNZ��HZ�^LSS�HZ�ZVJPHS�WYVISLTZ�[OH[�OHK�[V�IL�
HKKYLZZLK�PUJS\KPUN�THU`�LSKLYS`�YLZPKLU[Z��H�SVJHS�WVW\SH[PVU�^P[O�SV^�X\HSPÄJH[PVUZ�HUK�OPNO�\ULTWSV`TLU[��
WYVZ[P[\[PVU��HZ�^LSS�HZ�KY\N�[YHɉJRPUN�HUK�JVUZ\TW[PVU�
Fado, a music genre, developed during the nineteenth century in the popular neighbourhoods of Lisbon, is 
invariably part of Mouraria and as a central element of local identity, it was considered an important lever in the 
promotion of the territory.

 Mouraria is being used to market the image of a multi-cultural, open and tolerant cosmopolitan city. 
Several events are being held such as the Festival for Everyone (Festival Todos) initiative - Walk of the Cultures, 
^OPJO�OHZ�[HRLU�WSHJL�L]LY`�`LHY�ZPUJL���� �HUK��HZ�Z[H[LK�I`�[OL�JP[`�JV\UJPS��HPTZ�[V�KLÄUL�3PZIVU�HZ�H�JP[`�
committed to the dialogue between cultures, between religions and between people of diverse backgrounds and 
generations. According to the municipality it has contributed to the destruction of territorial ghettos associated 
^P[O�PTTPNYH[PVU��VWLUPUN�\W�[OL�JP[ �̀��O[[W!��MLZ[P]HS[VKVZ�JVT�PU[YV�OVTL��
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Apart from the key actors undertaking socio-cultural interventions like local charities, numerous players were 
attracted to the territory due to a sudden recognition of its potential. An area that was previously not recommended 
[V�^HSR�[OYV\NO�PZ�UV^�ILJVTPUN�[YLUK`�HUK�JH\ZPUN�H�YPWWSL�LɈLJ[�PU�[OL�Z\YYV\UKPUN�HYLH��;OLZL�UL^JVTLYZ�HYL�
creating new spaces for leisure and consumption attracting new residents and visitors as well as devolving a new 
sense of security to the territory. There is an increasing presence of guided walks and other tourists that wander 
around in the area.

3. The Empirical Object - A tribute to the People of Mouraria

 

 
 Camilla Watson settled in Mouraria by chance in 2007. On her way to São Tomé e Principe the photographer 
made a stop in Lisbon. She became enchanted with the area where she bought an apartment and has her 
workplace. She began to establish a relationship with her neighbours who passed by her studio, which is always 
VWLU��0U���� �ZOL�OHK�[OL�PKLH�VM�W\[[PUN�WPJ[\YLZ�VU�[OL�Z[YLL[»Z�^HSSZ��LP[OLY�KPYLJ[S`�VY�VU�^VVK��

6UL�VM�[OL�WYVQLJ[Z��ÄUHUJLK�I`�[OL�T\S[PJ\S[\YHS�Festival Todos is called Tribute: a way of thanking the hospitality 
received since moving to Portugal and honouring her neighbours. Based on the same technique, the photographer 
also did two other projects. One was called Inside Out�HUK�KVLZ�UV[�L_PZ[�HU`TVYL��;OL�HPT�^HZ�[V�KVJ\TLU[�[OL�
renovation of a building as well as to photograph the people in the area. The other project was about Fado done 
in 2013, both were commissioned by the city council.

 According to the artist the intention of all these works, apart from its aesthetic concern, is the collaboration 
with the local community. It was a cooperative process in which those involved accepted to be part of it and chose 
the images that went on the walls. In the case of the Fado project the people in the borough, the families that have 
ILLU�[OLYL�MVY�NLULYH[PVUZ��HSS�OH]L�ZVTL�SPUR�^P[O�-HKV��(IV\[�LPNO[�VM�[OL�WLVWSL�PU�[OL�L_OPIP[PVU�OH]L�HSYLHK`�
KPLK�ZV�[OL�WOV[VNYHWOLY�^VYRLK�^P[O�[OL�YLSH[P]LZ�[V�ÄUK�VSK�PTHNLZ��;OL�[^LU[`�ZP_�L_OPIP[LK�T\ZPJPHUZ�HUK�
singers have some link to Mouraria and in this sense it is a project about the community, its history and its music. 
>H[ZVU»Z�WOV[VNYHWOPJ�^VYR�Tribute consists of prints of elderly people from the community displayed on the 
YV\NO�[L_[\YLK�^HSSZ��YLÅLJ[PUN�[OL�WLVWSL�[OH[�OH]L�[OLTZLS]LZ�ILLU�THYRLK�I`�[OLPY�[V\NO�SP]LZ��;OL�HLZ[OL[PJ�
X\HSP[`�VM�[PTL�PZ�YLÅLJ[LK�PU�OLY�^VYR��TLYNPUN�YLHS�WLVWSL�HUK�YLHS�I\PSKPUNZ��YLPUMVYJPUN�[OL�PTHNL�VM�P[Z�\UP[`�
and dependency.
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;OPZ�WOV[VNYHWOPJ�^VYR�PZ�HU�L_HTWSL�VM�HY[�JYLH[LK�HUK�NLULYH[LK�PU�HUK�MVY�[OL�W\ISPJ�YLHST�VM�4V\YHYPH��/LY�
material is the ordinary people and buildings; the images capture an imprisoned reality of the daily lives of its 
residents enhancing perceptions and meanings of this particular neighbourhood. 

;OLYL�PZ�H�JVU[PU\P[`�IL[^LLU�[OL�L_WLYPLUJL�VM�[OL�^VYR�VM�HY[�HUK�[OL�L]LY`KH`�SP]LZ�VM�[OL�YLZPKLU[Z��0[�NP]LZ�
HU� PU[YVK\J[PVU� [V� [OL� ULPNOIV\YOVVK�� HU� \UL_WLJ[LK� PUZPKLY»Z� WLYZWLJ[P]L� MVY� [OL� ]PZP[VY� VM� [OL� JVTT\UP[`»Z�
atmosphere, revealing the lives of the local residents and getting closer to them. The photographer states that the 
feedback has been very positive:

;OL`�YLHSS`�SPRL�P[�HUK�[OL�WLVWSL�VU�[OL�^HSSZ�[OL`�SV]LK�P[��[OL`�^HU[LK�[V�IL�VU�[OL�^HSSZ�ZV�P[»Z�H�Z\JJLZZ�
in terms of a collaboration (...) Their response would be I was born here, I lived here, and all my family is 
here so I think it gives a sense of territory which I think it is really good when so much is changing. We have 
a lot of new people moving, it gives them a sense of their history. These people are the ones who made 
the area what it is. (…) some people think it is negative but interestingly not the people who have been 
OLYL�H�SVUN�[PTL��[OL`�B[OL�UL^JVTLYZD�KVU»[�SPRL�[OL�[V\YPZ[Z�[OH[�JVTL�HUK�ZLL�[OL�WPJ[\YLZ��¯���;OLYL�
are three or four people that I know who complain about tourists all the time but it is not the people who 
have been here for generations (…) I think they mind [the longstanding  residents] when the prices go up, 
[OH[»Z�[OL�KV^U�ZPKL��[OLYL�PZ�UV�JVU[YVS�V]LY�[OL�YLU[Z��[OH[»Z�[OL�VUS`�KV^U�ZPKL�0�[OPUR��;OH[»Z�OV^�JP[PLZ�
change unfortunately.

 People are celebrated on the old walls of the neighbourhood that are comprised of successive sediments 
of centuries of the city of Lisbon, printing onto them an additional memory. The work has a humanizing character 
in a territory that has been successively forgotten and neglected. It depicts neighbours who seem to have been 
caught up in their daily lives in ordinary clothes without make-up or staged scenarios. Ordinary people become 
part of the urban fabric establishing a connection between the photographed and the walls. 

Interestingly nobody tried to destroy or vandalize the work. Once someone wrote on a picture and then somebody 
MYVT�[OL�HYLH�JSLHULK�P[�HUK�P[�HSS�JHTL�VɈ��

 Although commissioned for a particular event, Watson considers Tribute to be a hobby and the project as 
being part of her community. For the photographer this is an ongoing project. The artwork will stay alive so long 
as people keep requesting new photographs to be displayed. 

)\[�P[�PZ�HSZV�HU�LWOLTLYHS�WYVQLJ[��0U�H�JVU[L_[�VM�JOHUNL��PU�^OPJO�THU`�[YHUZMVYTH[PVUZ�OH]L�ILLU�VJJ\YYPUN�
in the area, this could seem like a form of eternalizing the longstanding residents and to preserve the past, but as 
stated by the photographer the pictures only have a limited durability and then they will fade. 

4. Three Main interrelated Concepts

4.1 Public-Art-In-Place 

 Public art is considered to be art that takes place outside conventional spaces like museums and galleries, 
put in the physical public domain intended to be accessible to everyone and in this sense it has to consider the 
YLSH[PVU�IL[^LLU�[OL�HY[PZ[PJ�VIQLJ[�HUK�[OL�W\ISPJ�JVU[L_[��4PSLZ���  ���W���"�-PURLSWLHYS��������W���"�1HU\JO[H�
:aVZ[HR��������W�������0[�PU]HYPHIS`�HɈLJ[Z�[OL�\YIHU�ZWHJL��PUKP]PK\HSPaPUN�P[��I\PSKPUN�H�UL^�PKLU[P[`�VM�WSHJL�HUK�
contributing to the creation of spaces (Sharp, Pollock & Paddison, 2005, p. 1004; Januchta-Szostak, 2010, pp. 
81-82). The latter refers to the way that the unique form of artworks makes them stand out from the surroundings. 
Art provides spatial tags helping with orientation and navigation and also as anchor-points on mental maps of the 
inhabitants and tourists.

The act of placing art in a certain space tends to give meaning to the object and the space itself. For Remesar 
(2005, p. 134), there is a clear distinction between spaces for art and public art in place with the latter, in its global 
sense, being a process with three phases: recreation, approval and appropriation by the user of the place. 
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� 7\ISPJ�HY[�^VYRZ�HZ�H�Z`TIVS��NLULYH[PUN�HUK�LUOHUJPUN�JVNUP[P]L�HUK�VY�HIZ[YHJ[�TLHUPUNZ�VM�ZWHJL��0U�
addition to an aesthetic perspective, public art has an urban component that establishes a reciprocal relationship 
^P[O�[OL�Z\YYV\UKPUN�ZVJPV�ZWH[PHS�JVU[L_[��0[�VJJ\YZ�IL[^LLU�[^V�WVSLZ�PU�]PL^�VM�W\ISPJ�ZWHJL!�VU�[OL�VUL�OHUK�
P[�PZ�HY[�YLNHYKLK�HZ�H�W\ISPJ�VIQLJ[��H�Z\IQLJ[�VM�ILH\[PÄJH[PVU�KL[HJOLK�MYVT�[OL�LU]PYVUTLU[���VU�[OL�V[OLY�P[�PZ�
art within the city (art as reciprocally connected to its surrounding dynamics).

� *\YYLU[S �̀�\YIHU�HY[PZ[PJ�PU[LY]LU[PVUZ�HYL�H�YLJ\YYLU[�PUZ[Y\TLU[�VM�[LYYP[VYPHS�YLX\HSPÄJH[PVU��)`�YLKLÄUPUN�
the urban environment, it triggers or emphasizes the social transformation of urban spaces. Miles (1997, p. 2) refers 
[V�P[Z�ZPNUPÄJHUJL�PU�[OL�JVU[L_[�VM�[OL�JVU]P]PHS�JP[`�HUK�YLSH[LK�Z[YH[LNPLZ�VM�WSHJL�THRPUN�HUK�[OL�YLKLÄUP[PVU�VM�
public space. Sharp, Pollock & Paddison (2005, p. 1004); Hall and Roberson (2001, p. 5, 10) critique the use of 
W\ISPJ�HY[�PU�\YIHU�YLNLULYH[PVU�HUK�X\LZ[PVU�[OL�L_[LU[�[V�^OPJO�[OL`�YLHSS`�OLSW�JVTT\UP[PLZ�PU�Y\U�KV^U�PUULY�
city areas.
In the present case study, the focus is on the relationship between public art and the place making, particularly 
PU� [OL� JVU[L_[� VM� WO`ZPJHS� \W�NYHKPUN� VM� H� [LYYP[VY`� HUK� OV^� MHY� P[� OHZ� JVU[YPI\[LK� [V� [OL�^H`� [OL� [LYYP[VY`� PZ�
characterised.

4.2 The production of Space

� ;OL�ZVJPHS�WYVK\J[PVU�VM�ZWHJL�� PZ�H�ZVJPHSS`�WYVK\JLK�YLHSP[`� PU� [OL�JVU[L_[�VM�H�WHY[PJ\SHY�ZVJPL[ �̀� 0[Z�
spatial production, according to Henri Lefebvre (1991 [1974], pp. 33, 38, 39) arises from the interconnection of 
three processes:

- Spatial practice, meaning the material and social dimension of an activity. Closely associated with the 
perceived space;
-Representations of space, as the dimension of spatial conception and description, connecting perception 
and lived space, becoming an organizing factor or framework with impact on spatial practice;
- Representational space, concerns the meanings and the relationships established with the lived space. 
It overlays physical space, making symbolic use of its objects.

� 0U�[OPZ�HY[PJSL�^L�PU[LUK�[V�HWWYVHJO�[OL�ULPNOIV\YOVVK�HUK�[OL�L_WLYPLUJL�VM�[OL�W\ISPJ�YLHST�^OLYL�[OL�
intervention stands through the re-appropriation of these processes, analysing it as a social production process.  
;OL�WYVK\J[PVU�VM�ZWHJL�L_PZ[Z�HZ�H�JVTWSL_�HUK�T\S[PKPTLUZPVUHS�YLHSP[ �̀�:V��PU�[OL�ZHTL�̂ H`�3LMLI]YL�HKKYLZZLZ�
[OYLL�TVTLU[Z�VM�ZVJPHS�ZWHJL�̂ P[O�H�WOLUVTLUVSVNPJHS�JOHYHJ[LY�JLU[YLK�PU�[OL�IVK`»Z�L_WLYPLUJL!�[OL�perceived, 
the conceived and the lived. The three dimensions of the production of space are auto-productive of the individual 
and society (Lefebvre, 1991 [1974], p. 40).

4.3 The Experience 

� (JJLZZ�[V�[OL�HY[PZ[PJ�PU[LY]LU[PVU�PZ�UV[�YLZ[YPJ[LK�[V�H�ZWLJPÄJ�TH[LYPHSP[`�I\[�[V�H�YLHSP[`�MLS[�HUK�[OV\NO[�
HZ�HU�L_WLYPLUJL��8\V[PUN�@P�-\�;HUN�������B� ��D��W�����¸L_WLYPLUJL�PZ�H�JV]LY�HSS�[LYT�MVY�[OL�]HYPV\Z�TVKLZ�
through which a person knows and constructs a reality”.
� ;OPZ�Z[\K`�JVUJLYUZ�[^V�[`WLZ�VM�L_WLYPLUJL��[OL�YLZPKLU[�VY�X\V[PKPHU�L_WLYPLUJL�HUK�[OL�]PZP[VY�L_WLYPLUJL��
They represent two distinct ways of constructing realities and the production of space.  As Rapoport (1990 [1982], 
W������Z[H[LZ��[OL�HJ[P]P[`»Z�JVTWVULU[Z�VY�[OL�KL[HPSZ�VM�[OL�HJ[P]P[`��WYVWLY��^H`�VM�KVPUN�P[��HZZVJPH[LK�HJ[P]P[PLZ�
and meaning), are determining factors when sharing the perceived attributes and meanings associated to them.
;OL�KHPS`�L_WLYPLUJL�VM�YLZPKLU[Z�OHZ�H�WYL]HPSPUN�M\UJ[PVUHS�HPT��^OPJO�YLZ\S[Z�PU�[OLT�OH]PUN�H�TVYL�operational 
perception of place (Appleyardd, 1973, p. 109). This condition is dominated by a body-memory and the cognitive 
abstraction from the environment granted by the repetition of routines. There is a physical and emotional stability, 
a reliable connection with the environment, which allows a state of obliviousness (Seamon, 1979, pp. 103-105).
;OL� ]PZP[VY»Z� L_WLYPLUJL� PZ� MVJ\ZLK� HYV\UK� SLPZ\YL� HJ[P]P[PLZ� HUK� PZ� [OLYLMVYL� KVTPUH[LK� I`� H� responsive and 
inferential perception of place. The visitor gazes the public realm with an open and active attitude, watching it and 
JVTWHYPUN�P[�^P[O�[OLPY�L_WLJ[H[PVUZ��(WWSL`HYKK��� ����W���� ���;OL�WLYJLW[P]L�H[[P[\KL�VM�watching is an active 
L_[LYUHS�H[[LU[PVU��:LHTVU��� � ��WW�����������
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� (UV[OLY�PTWVY[HU[�KPZ[PUJ[PVU�IL[^LLU�[OL�X\V[PKPHU�HUK�SLPZ\YLS`�L_WLYPLUJL�VM�[OL�LU]PYVUTLU[�PZ�[OH[��
as Yi-Fu Tang (1990 [1974]:64-65) states, the visitors evaluation, the view from the outsider, is essentially aesthetic. 
;OL�V\[ZPKLY�Q\KNLZ�I`�HWWLHYHUJL��I`�ZVTL�MVYTHS�JHUVU�VM�ILH\[ �̀�(S[OV\NO�Z\WLYÄJPHS��P[�PZ�H�MYLZO�]PL^�VM[LU�
able to perceive merits and defects in an environment that are no longer visible to the resident.

5. The Method

 This chapter presents the methodology used to determine how far the cultural production of urban space, 
deliberately or not, contributes to the transformation of the urban environment.
)HZLK�VU�[OL�WYLTPZL�Z\Z[HPULK�I`�[OL�[OLVYL[PJHS�HWWYVHJO��P[� PZ�JVUZPKLYLK�[OH[�[OL�L_WLYPLUJL�VM�[OL�W\ISPJ�
realm is determined not only by the socio-spatial dimension and the individual characteristics of the walker, but 
HSZV�I`�[OL�ZWLJPÄJP[PLZ�VM�[OL�L_WLYPLUJL�

� ;V�[HRL�PU[V�HJJV\U[�L_[LYUHS�YLMLYLUJLZ��KPɈLYLU[�VUSPUL�YLWVY[Z��MYVT�[OL�UH[PVUHS�HUK�PU[LYUH[PVUHS�WYLZZ��
blogs, city guides) were considered as they provide a huge amount of current and up to date information. The 
intention was to capture the symbolic representations projected in the last few years about the territory and the 
WHY[PJ\SHY�WOV[VNYHWO`�WYVQLJ[Z�� [OYV\NO�HU�L_WSVYH[VY`� YLZLHYJO�HUK�JVU[LU[�HUHS`ZPZ��;OPZ�ZV\NO[� [V�HUZ^LY�
the following questions: how often are the pictures referred to? What is transmitted about these projects and by 
whom?

 Visitors were questioned about characteristics of the neighbourhood in the past, how it has changed, 
as well as the aspects that have persisted. Within this framework the respondents were also asked how the 
HY[PZ[»Z�^VYR�PZ�WLYJLP]LK��:VJPV�KLTVNYHWOPJ�PUMVYTH[PVU�SPRL�[OL�HNL��NLUKLY��UH[PVUHSP[ �̀�WYVMLZZPVU�HUK�SL]LS�VM�
education of the interviewees was also taken into account. 

 Some of the photographed were interviewed in order to understand how they dealt with the process of 
ILPUN�L_WVZLK�HUK�ILJVTPUN��TH[LYPHSS`�ZWLHRPUN��WHY[�VM�[OL�ULPNOIV\YOVVK�I\PSKPUNZ��;OL�HPT�̂ HZ�[V�\UKLYZ[HUK�
OV^� [OLPY� SP]LK�L_WLYPLUJL�VM� [OL� Z[YLL[Z�OHK�JOHUNLK�� 0U� [OPZ� JVU[L_[� [OL�X\LZ[PVUZ�HKKYLZZLK�^OL[OLY� [OL`�
photographic portraits were recognized by their neighbours and the visitors and how they felt about it. Locals were 
also asked about what has changed and what has stayed the same in the area.

6. Data Analysis

6.1 Camilla’s Work on the Web 

� 6USPUL�[YH]LS�HY[PJSLZ�MYVT�UL^ZWHWLYZ�HUK�THNHaPULZ��[YH]LS�ZP[LZ�HUK�WLYZVUHS�ISVNZ��VɈLY�HU�LUVYTV\Z�
HTV\U[�VM� PUZPNO[�HIV\[�4V\YHYPH�HUK�*HTPSSH�>H[ZVU»Z�^VYR��;OL�HUHS`ZPZ�VM� [OPZ�VUSPUL�TH[LYPHS� YLÅLJ[Z� [OL�
evolution of a territory in transformation, from a run-down area to an area increasingly themed around leisure and 
[YH]LS��/LY�^VYR�PZ�HU�L_HTWSL�VM�ZVTLVUL�^OV�IYLHRZ�[OL�Z[PNTH�[OH[�Z[PSS�HɈLJ[Z�[OPZ�OPZ[VYPJ�ULPNOIV\YOVVK�VM�
3PZIVU��JSHPTZ�H�^LIZP[L�PU��������O[[WZ!��]PTLV�JVT���� �������

“Walks in the inside” written by an inhabitant of Lisbon, reveals the use of the street as a stage by making the 
photographic production an outdoor installation, in a natural environment. The relation with the local community is 
LUOHUJLK��0[�L_WSHPUZ�[OH[�K\YPUN�[OL�^VYR��[OL�WOV[VNYHWOLY�JVU[HJ[Z�HUK�SPURZ�^P[O�[OL�PUOHIP[HU[Z��YLIV\UKPUN�
[OL�¸SVJHS�ZV\S¹!�¸4V\YHYPH�^P[O�VWLU�HYTZ¹��;OL�HY[�PZ�YLPUJHYUH[LK�PU�[OL�\YIHU�SHUKZJHWL��;OL�HY[PZ[»Z�[LJOUPX\L�
PZ�HSZV�L_WVZLK!�[OL�WOV[VNYHWOZ�HYL�KL]LSVWLK�PU�H�WYLMHIYPJH[LK�H[LSPLY��H�KHYRYVVT�^P[O�ISHJR�WSHZ[PJ�\ZPUN�H�
OHUKTHKL�WYVJLZZ��O[[W!��T`N\PKL�PVS�W[�WYVÄSLZ�ISVNZ�WHZZLPVZ�JH�KLU[YV�JHTPSSH���

Also in 2011 the Guardian�̂ YP[LZ�HIV\[�Z[YLL[�HY[�PU�3PZIVU�ZH`PUN�[OH[�̧ /LY�L_OPIP[Z�OH]L�WYV]LK�WVW\SHY�̂ P[O�SVJHSZ�
HUK� ]PZP[VYZ�� HUK�^PSS� YLTHPU� PU� WSHJL� PUKLÄUP[LS �̀� M\UKPUN� WLYTP[[PUN¹�O[[W!��^^ �̂[OLN\HYKPHU�JVT�[YH]LS������
QHU�� �NYHɉ[P�Z[YLL[�HY[�SPZIVU�WVY[\NHS���
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Some online accounts of her work refer to the fact that it immortalizes local inhabitants and preserves local 
PKLU[P[PLZ��(�ISVN�PU������[HSRZ�HIV\[�¸[OL�OPZ[VYPJ��ZSLLW`�KPZ[YPJ[�VM�4V\YHYPH��¯��P[»Z�YHYL�[V�ÄUK�VSKLY�VYKPUHY`�MVSR�
given the limelight in works of art. I hope that these pieces will leave the legacy they intended to create and that 
[OL`�^PSS�IL�WYLZLY]LK�HUK�[YLHZ\YLK�I`�[OL�JVTT\UP[`�HUK�[V\YPZ[Z�HSPRL¹���O[[W!��^^ �̂MVVKHUK[OLMHI\SV\Z�JVT�
YLJPWLZ�JOLKKHY�JOLLZL�WHYZSL`�ILLY�IYLHK�L_WSVYPUN�[OL�IPY[OWSHJL�VM�-HKV�TV\YHYPH�
Z[OHZO�L�+-��QT�
dpuf).

0U�[OL�MVSSV^PUN�`LHYZ�4V\YHYPH�OHZ�PUJYLHZPUNS`�ILJVTL�H�YLMLYLUJL�PU�[OL�JVU[L_[�VM�[OL�JP[`�VM�3PZIVU��:V�OH]L�
*HTPSSH�>H[ZVU»Z�WPJ[\YLZ��PU�WHY[PJ\SHY�[OL�̂ VYR�̂ P[O�[OL�LSKLYS`�YLZPKLU[Z��0U�H�-YLUJO�HY[PJSL�MYVT������̧ 3PZIVUUL��
sH�IV\NL��THPZ�V�&¹�[OPZ�Z[YLL[�HY[�̂ HZ�JHSSLK�\YIHU�WVL[Y`��O[[W!��^^ �̂S_MHJ[VY �̀JVT�ÄJOLPYVZ�UV[PJPHZ�PTWYLUZHF
WKMF����I���K�IK��WKM��

An article from 2013 recognizes the duality of Mouraria where “Some of the white walls were peeling while others 
had fresh paint”. Beyond the interpretation of the pictures, interviews with the photographer were also undertaken 
where she gives her own understanding of the connection between the elderly and the walls and the wish to 
IYLHR�[OL�IHYYPLYZ�VM�H�NHSSLY`!�¸/LYL��L]LY`VUL»Z�H�WHY[�VM�P[��,]LY`VUL�HWWYLJPH[LZ�P[�ILJH\ZL�P[»Z�V\[KVVYZ¹��0U�OLY�
VWPUPVU�[OL�]PZP[VYZ�SPRL�P[�]LY`�T\JO�ILJH\ZL�[OL�L_WYLZZPVU�PU�[OL�WOV[VZ�PZ�IL[^LLU�[OL�Z\IQLJ[Z�HUK�OLY��HUK�
PU�[OPZ�ZLUZL�P[�PZ�H�MVYT�VM�NL[[PUN�JSVZLY�[V�[OL�JVTT\UP[`��O[[W!��TH[HKVYUL[^VYR�JVT�UV[LIVVR�SPZIVUZ�^HSSZ�
HU�PU[LY]PL^�^P[O�WOV[VNYHWOLY�JHTPSSH�^H[ZVU���� *VUZPKLYPUN� OV^�>H[ZVU� HWWYVHJOLK� [OL� WLVWSL� [OH[� ^LYL�
photographed, she says that the locals were open to being photographed. When the idea of   putting the pictures 
VU�[OL�^HSSZ�JHTL�\W��[OL�ÄYZ[�WLYZVU�[OH[�^HZ�HZRLK�^HZ�ZVTLVUL�^OVT�L]LY`VUL�SPRLK��<ZPUN�SPX\PK�LT\SZPVU�
she tried to the print images directly onto the walls which failed completely, so she decided to print on wood and 
RLW[�VU�KL]LSVWPUN�OLY�[LJOUPX\L���O[[W!��^^ �̂[HZ[LVÅPZIVH�JVT�LUN�ISVN�MHJLIVVR�HY[PJSL���
�=X+5U]T39KN��
In 2015 most of the buildings in the square where she has her studio were regenerated and tourism became a 
constant presence. A visitor that stayed there in an apartment wrote: “Each building on the street has a portrait of 
[OL�LSKLYS`�YLZPKLU[Z�̂ OV�SP]L�[OLYL��H�ZLYPLZ�JHSSLK�º(�;YPI\[L�[V�4V\YHYPH»�I`�[OL�WOV[VNYHWOLY�*HTPSSH�>H[ZVU��(UK�
L]LU�[OV\NO�[OLYL�HYL�H�SV[�VM�[V\YPZ[Z��HUK�L]LY`�UV^�HUK�HNHPU�H�^HSRPUN�[V\Y�NVLZ�[OYV\NO�V\Y�ZX\HYL��[OLYL»Z�
H�ZLUZL�VM�JVTT\UP[`�HUK�H�SHPK�IHJR�^H`�VM�SPML�OLYL�[OH[»Z�ZV�HWWLHSPUN¹��O[[W!��WLLRPUNK\JR�JV�^LSJVTL�[V�
TV\YHYPH�SPZIVU����

6.2 The Visitors 

 People who had recently been in Mouraria, that were living in the Lisbon Metropolitan Area, were asked to 
answer a questionnaire. Many said that although they live in Lisbon, they had never visited the area or only did so 
when they were very young.

We received 22 questionnaires of people that visited Mouraria recently, 14 women and 9 men. The ages were 
within 50-34 years old. All of them have at least a college degree.

0U�[LYTZ�VM�UH[PVUHSP[ �̀�[OL�THQVYP[`�HYL�7VY[\N\LZL�HUK�MV\Y�^LYL�MVYLPNULYZ��>OLU�HZRLK�HIV\[�[OL�ÄYZ[�[YPW�[V�[OL�
neighbourhood the answers were very diverse, and as for the last time they visited, everybody answered 2015 or 
even 2016.
(Z�TLU[PVULK�I`�TVZ[�VM�V\Y�]PZP[VYZ��4V\YHYPH�̂ HZ�ZLLU�HZ�H�JSVZLK��ºUV�NV»�HYLH"�H�RPUK�VM�NOL[[V��HU�PUHJJLZZPISL�
location (narrow streets and no parking facilities with very bad access), unknown, and intriguing; not visitor friendly 
HUK�KLÄUP[LS`�UV[�H�[V\YPZ[PJ�WSHJL���;OL�PTHNL�[OL`�OH]L�KVLZ�UV[�JVTL�MYVT�H�WLYZVUHS�L_WLYPLUJL�I\[�MYVT�H�
shared public image of this territory.
;OL�]PZP[VYZ»�HUZ^LYZ�HIV\[�^OH[� [OL�ULPNOIV\YOVVK�^HZ� SPRL� PU� [OL�WHZ[��^LYL�KVTPUHU[S`�KLZJYPW[PVUZ�VM� P[Z�
social-cultural and economic character. Three related images of the neighbourhood stand out:
- The run-down Mouraria��YLSH[LK�[V�KY\N�[YHɉJRPUN�HUK�JVUZ\TW[PVU�HZ�̂ LSS�HZ�WYVZ[P[\[PVU"�VSK�HUK�WVVY�YLZPKLU[Z�
living in dilapidated buildings as well as dirty and dark streets. 

-The authentic Mouraria, the old neighbourhood, the cradle of Fado, with genuine Lisbon residents. A non-touristic 
area with local shops and small restaurants.
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- The multicultural Mouraria, ^P[O�P[Z�TPNYHU[Z�THPUS`�MYVT�(MYPJH�HUK�(ZPH��SP]PUN�PU�[OPZ�HɈVYKHISL�WHY[�VM�[OL�JP[ �̀
When asked about the present characteristics of this neighbourhood, the Mouraria that was described was the 
VUL� J\YYLU[S`� L_WLYPLUJLK� HUK� WLYJLP]LK��5L]LY[OLSLZZ�� [OPZ� WLYJLW[PVU� OHZ� WYVIHIS`� ILLU� PUÅ\LUJLK� I`� [OL�
UL^�\ZLYZ�HUK�[OL�TLKPH��(U�L]VS\[PVUHY`�WYVJLZZ�PZ�L]PKLU[�^OLYL�[OL�[OYLL�PTHNLZ�WLYZPZ[�I\[�^P[O�H�KPɈLYLU[�
importance:
-The authentic Mouraria, the neighbourhood of the old residents and strong community relations, is now accessible 
and valued as the main characteristic of the area. The perceived atmosphere of the old traditional neighbourhood, 
the typical small restaurants (tascas��HUK�[OL�-HKV�HYL�HSS�OPNOSPNO[LK��;OL�VSK�I\PSKPUNZ�UV^�ILJHTL�[OL�YLÅLJ[PVU�
VM�[OL�H\[OLU[PJP[`�VM�[OL�ULPNOIV\YOVVK��UV[�`L[�HɈLJ[LK�I`�[OL�[V\YPZ[�PUK\Z[Y`�HUK�THPU�JVTTLYJPHS�IYHUKZ��
-The multicultural Mouraria stands out now as a tolerant ambience and culturally rich with new restaurants and 
L]LU[Z�HZZVJPH[LK�[V�[OL�KPɈLYLU[�JVTT\UP[PLZ�
-The run-down Mouraria [OH[�Z[PSS�L_PZ[Z�HUK�PZ�HJ[\HSS`�YLPU[LYWYL[LK��(S[OV\NO�WYVISLTZ�̂ P[O�JYPTL�HYL�Z[PSS�PKLU[PÄLK�
by the local population, it does not seem to have a big impact on the visitors not only because it is probably less 
visible in the areas where the visitors move, but also because their attitude enhances the positive features. 

Mouraria, as it is revealed to the outside, is undergoing a process of change: as underlined by the visitors, new 
people come because it is cheap, there is a new vitality, a new kind of public and tourists, there are more social 
HUK�J\S[\YHS�L]LU[Z�SPRL�KPUULYZ��JVUJLY[Z��VWLU�HPY�JPULTH��L_OPIP[PVUZ�HUK�JVTTVKP[PLZ��9LZ[H\YHU[Z�HUK�JHMLZ�
VM�H�OPNOLY�X\HSP[`�HUK�WYPJL�YHUNL�HYL�UV^�VU�VɈLY��;OVZL�PU[LY]PL^LK�HSZV�TLU[PVULK�[OL�MHJ[�[OH[�UV^�[OLYL�^HZ�
more diversity and more young people. It became safer both by day and night, which brought more people in from 
outside. It is becoming a trendy area where people go for leisure.

When the visitors were asked what they thought about the photographs, some did not pay much attention, did not 
notice, or had no opinion, either because they usually go by night or the photos do not represent a reference for 
them. Most respondents were quite positive and clear about the purpose of this art intervention and three main 
characteristics were mentioned:

���;OL�VWPUPVUZ�LUOHUJLK�[OL�ZVJPHS�TLHUPUN�VM�L_OPIP[PUN�YLZPKLU[Z��^P[O�HU�PTWVY[HU[�ZPNUPÄJHUJL�MVY�YLZPKLU[Z�
and visitors.  According to the statements, this is a form of presenting the neighbourhood from within, honouring 
the longstanding residents, showing that they matter and making them feel proud of their history and thus 
preserving as much as possible their authenticity by strengthening and increasing their identity. As underlined by 
this statement “I Like them because they show us the neighbourhood from within, the people that really live there; 
HUK�P[»Z�NVVK�MVY�[OVZL�WLVWSL��[V�ZLL�[OH[�[OL`�TH[[LY�HUK�[OH[�LHJO�ULPNOIV\YOVVK�PZ�THKL�VM�[OL�WLVWSL�[OH[�SP]L�
there, they are the most important thing, whoever they are, age, gender...”. Another testimony says “It is important 
for residents and for visitors. Actually when we were there some residents proudly showed us the photos. Clearly 
it is strengthening and increasing their identity.”

2. Respondents frequently mentioned the way the work contributed to the perception of public place, for instance 
enjoyment (lively, stimulating, and interesting) as well as pleasantness (attractive, beautiful, pleasant, and inviting) 
were enhanced. Interestingly, it was felt that the work transmits a sense of intimacy and awakens a curiosity to 
ÄUK�TVYL�WOV[VNYHWOZ��

3. When asked if they felt that this art was an anchor-point for Mouraria, although not everybody agreed, the ones 
who gave a positive answer made not only a spatial reference but also a temporal one.
 The photos were seen as a spatial reference in the area, becoming part of the street and of the neighbourhood 
landscape. An interviewee said that this work represents something which makes Mouraria stand out from other 
neighbourhoods. For the passer-by it feels like entering a community with familiar faces, which can be reassuring.
In view of the temporal dimension it was pointed out that, “they act like a bridge between knew and old, acting as 
H�^H`�VM�JVTT\UPJH[PVU�IL[^LLU�KPɈLYLU[�J\S[\YLZ�HUK�IL[^LLU�KPɈLYLU[�NLULYH[PVUZ�¹�0[�PZ�PU[LYLZ[PUN�[OH[�[OL�
ephemeral character of this work is not perceived or is often forgotten by the observer who refers to this work as a 
form of suspending a certain time on the walls, “a legacy to be preserved and treasured”, “it crystallizes moments 
in time that soon will disappear, taking into account the age of the photographed” and that “they will always be a 
historical and cultural reference”.
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6.3 The Residents

� -P]L�YLZPKLU[Z�^LYL�PU[LY]PL^LK��MV\Y�YLZPKLU[Z�[OH[�WHY[PJPWH[LK�PU�[OL�HY[PZ[PJ�^VYR�HUK�ÄUHSS`�ZVTLVUL��
that approached us. She was pleased to provide information about the photographer, the people who were 
photographed and about the neighbourhood. When asked if she was represented on the walls, the old lady stated 
that she was invited to participate but did not want to. Although living there for a long time, she likes to keep a 
JLY[HPU�KPZ[HUJL��(Z�ZOL�L_WSHPUZ��¸0�KV�UV[�SPRL�[V�ZWLUK�T`�[PTL�PU�[OL�Z[YLL[Z�HUK�PU�[OL�JHMtZ��JOH[[LYPUN�HIV\[�
LHJO�V[OLY��HUK�L_WVZPUN�T`�SPML�¹�;OL�V[OLY�MV\Y�PU[LY]PL^LLZ�HSS�OH]L�PU�JVTTVU�[OL�MHJ[�[OL`�OH]L�^VYRLK�PU�
local commerce (tavern, shoemaker, drugstore and restaurant).

When questioned about the evolution of Mouraria in recent years, it is interesting to note that although some 
start by saying that everything has changed and one states it all remains the same, by the end there is an overall 
concordance in their points of view.

 The character of the old quarter, the human relations and the lack of parking areas are aspects that 
according to these longstanding residents remain. Although there have been some improvements, the lack of 
ZLJ\YP[`�HUK�JVU[PU\PUN�WYVISLTZ�HZZVJPH[LK�^P[O�KY\N�[YHɉJRPUN�^LYL�HSZV�YLMLYYLK�[V�

(JJVYKPUN�[V�[OL�PU[LY]PL^LLZ��[OL�WYL]HPSPUN�MLH[\YL�VM�[OL�UL^�ULPNOIV\YOVVK�PZ�[OL�L_PZ[LUJL�VM�H�[LTWVYHY`�
population. Bearing in mind that the respondents work in local trade, tourism is generally seen as positive, but 
[OL`�[OPUR�[OH[�[OL�WYVSPMLYH[PVU�VM�HWHY[TLU[Z�MVY�[LTWVYHY`�\ZL�I`�[V\YPZ[Z�TH`�HɈLJ[�[OL�JVTT\UP[ �̀�;YHKP[PVUHS�
commerce has been substituted by restaurants as well as other types of outlets or is being run by immigrant 
communities that are present in the area. Another mentioned aspect was the rise of rents.

From these interviews, and taking into account the fact that that all the contacted people were elderly with a 
SVUNZ[HUKPUN�YLSH[PVUZOPW�̂ P[O�[OL�ULPNOIV\YOVVK��P[�PZ�PU[LYLZ[PUN�[V�UV[L�[OH[�̂ OLU�[HSRPUN�HIV\[�[OL�WHZ[��KPɈLYLU[�
periods are referred to. This can be seen in the following quotation from a resident that has lived in Mouraria for 
forty years and has worked there for seventeen:

Practically everything has changed. There was the traditional trade, most of these houses closed. A few 
years ago it had a lot of life, then it died, everyone was stuck in their homes. Now we have customers who 
HYL�OLYL�\U[PS�TPKUPNO[��[OL�Z[`SLZ�HYL�KPɈLYLU[�[OHU�ILMVYL��0�OVWL�[OLYL�^PSS�IL�UV�IHYZ��P[�PZ�H�WP[`�PM�[OH[�
JVTLZ�[V�[OPZ�HYLH�^P[O�L]LY`[OPUN�P[�IYPUNZ�¶�OLYL�[OLYL�PZ�Z[PSS�H�SP[[SL�IP[�VM�ZLJ\YP[`���0�KVU»[�TPUK�TVYL�
trade, more restaurants…

 When asked about the photographic intervention they all consider to be positive, highlighting its 
importance for the people visiting the neighbourhood. As time goes by the inhabitants seem to have got used to 
[OL�WPJ[\YLZ�VU�[OL�^HSSZ�;OL�[^V�TLU�PU[LY]PL^LK�Z[H[LK�[OH[�[V�IL�L_OPIP[LK�OHK�UV�NYLH[�ZPNUPÄJHUJL�MVY�[OLT��
and according to one of them it is something that only people from outside the neighbourhood value. The female 
residents interviewed appeared, in a rather discreet way, to be pleased about being part of the photographic 
work. One admitted that the suggestion of putting an image of her on the wall came from herself: “I do not like to 
see my photos but I found the idea of having our photograph on the wall funny. I really like seeing the dispersed 
WOV[VNYHWOZ��0�[OPUR�P[»Z�UPJL¯�:VTL�VM�[OL�WLVWSL�OH]L�WHZZLK�H^H �̀��¹

One of the interviewees stated that she likes to show the photographic work to people, in particular her picture to 
family or friends who visit her. She also stated that she likes the photos, the interest that the tourists show and the 
fact of being recognised by them. 

 Given that over time the pictures will disappear, this is viewed with pity but accepted as normal. When 
HZRLK�PM�P[�̂ V\SK�IV[OLY�OLY�PM�[OL�WOV[VNYHWOZ�̂ V\SK�UV�SVUNLY�L_PZ[��VUL�VM�[OL�PU[LY]PL^LLZ�Z[H[LK��PU�H�WYHNTH[PJ�
way, that nothing lasts forever. Focusing on the importance to the character of the street, another resident said 
that it would be a shame to let the photos “die” because they give a certain interest to the streets, something that 
awakens the attention to the people passing by.



97

7. Discussion: Does Watson’s Work have an Impact on the Production of Space?

;OL�WYLZLU[�HUHS`ZPZ�VM�HU�HY[^VYR� PU� [OL�W\ISPJ� YLHST�OHWWLUZ� PU�H�JVU[L_[�^OLYL� [OL�WSHJL�^OPJO�OVZ[Z� [OL�
projects, the neighbourhood of Mouraria, is undergoing socio-spatial transformations. The city itself is going 
[OYV\NO�WYVMV\UK�JOHUNLZ��ILJVTPUN�MHZOPVUHISL�HUK�PUJYLHZPUNS`�UV[PJLK�PU�[OL�PU[LYUH[PVUHS�JVU[L_[�HZ�H�[V\YPZ[�
destination, enhancing its traditional and historical character but at the same time the creative and trendy scene. 
0U�[OPZ�JVU[L_[�VSK�ULPNOIV\YOVVKZ�OH]L�JVU[PU\LK�[V�NHPU�WYVTPULUJL�HZ�[LYYP[VYPLZ�MVY�JVUZ\TW[PVU�^OLYL�[OL�
whole landscape is to be gazed upon and where visitors search for the “picturesque”, the “authentic” and the 
“typical”.

;OL�ZHTL�ZWHJL�PZ�WYHJ[PJLK�PU�KPɈLYLU[�ZWH[PHS�HUK�ZVJPHS�YLHSP[PLZ�[OH[�VM[LU�V]LYSHW�I\[�KV�UV[�JVPUJPKL��;OL�
Mouraria practiced by the residents is predominantly during the daytime routines rooted within the space and the 
social surroundings. The Mouraria practiced by the visitor is shallower but fresher and frequently occurs by night.
;OL�^H`� [OL� PU[LY]LU[PVU� VM�*HTPSSH�>H[ZVU� HɈLJ[Z� [OL� L_WLYPLUJL� VM� ZWHJL� PU� [LYTZ� VM� OV^� P[� PZ� WLYJLP]LK��
conceived and lived is connected above all with the relationship that is established with the neighbourhood, for 
some it takes place within the routine spaces of their daily lives, for others in their places of leisure.

7.1 The visitor’s Experience

The artistic intervention, by its particular characteristics and by the way it merges with the space, interferes with 
[OL�]PZP[VY»Z�representational dimension of space. For the visitor they gain visibility, by the unusual act of having 
WPJ[\YLZ�L_WVZLK�V\[KVVYZ�VY�I`�[OL�KPZJSVZ\YL�NP]LU�[V�[OPZ�^VYR��>OL[OLY�MVY�P[Z�HY[PZ[PJ�VY�ZVJPHS�PU[LYLZ[��[OPZ�
photographic work undeniably participates in the new image of the neighbourhood.

The spatial concentration of the intervention within a particular part of Mouraria overlaps with one of the zones with 
more restaurants and new outlets (art galleries, ceramic shop, vintage shop), regenerated houses and renewed 
W\ISPJ�ZWHJLZ��KLÄUPUN�H�^LSJVTPUN�HUK�ZHML�WHY[�VM�[OL�ULPNOIV\YOVVK�

;OL� PTHNLZ� YLSLHZLK�I`� [OL�TLKPH� JVTIPULK�^P[O� SLPZ\YL� L_WLYPLUJLZ�VM� ZWHJL�� JVUÄYT� [OL�X\HY[LY� HZ�TVYL�
open, authentic, multicultural and creative. The art participates in the space cohesion, linking the area within the 
ULPNOIV\YOVVK�HUK�PU�[OL�PKLU[PÄJH[PVU�VM�[OL�NLU\PUL�I\[�ZLJ\YL�ZWHJL��

7.2 The Resident’s Experience

The artistic intervention in this study appears to be clearly integrated in a particular setting, which more than 
hosting this particular art project, is the element of its production. As we were able to capture from the interviewed 
YLZPKLU[Z��P[�KVLZ�UV[�ZLLT�[V�HɈLJ[�[OL�^H`�[OL`�WLYJLP]L�HUK�WYHJ[PJL�ZWHJL�PU�[OLPY�KHPS`�SP]LZ�

It is interesting that before the presence of people from the outside, the images gain value as an element of pride, 
YLWYLZLU[PUN�H�UHYYH[P]L�HIV\[� [OL�ULPNOIV\YOVVK��HɈLJ[PUN� [OL�TLHUPUN�NP]LU� [V� [OH[�ZWHJL� �YLWYLZLU[H[PVUHS�
space) and the way the space is described (representation of space). 

;OL�WOV[VNYHWOZ�HWWHYLU[S`�LUK�\W�OH]PUN�H�ZPTPSHY�M\UJ[PVU�[V�MHTPS`�WVY[YHP[�PU�H�SP]PUN�YVVT�VM�H�OVTL��L_WVZPUN�
moments with visitors, giving clues about the identity of those who live there and also those who have left. 

7.3 Conclusion

>H[ZVU»Z�WOV[VNYHWOZ�ZLLT�[V�IL�PUL]P[HIS`�WHY[�VM�[OL�^H`�[OL�ULPNOIV\YOVVK�PZ�WYLZLU[S`�L_WLYPLUJLK��ZPUJL�
her work is seen as something which makes Mouraria stand out. The work is an intrinsic element of the past, 
I`�L_WVZPUN�[OL�SVUNZ[HUKPUN�YLZPKLU[Z��JYLH[PUN�HU�LTWH[O`�^P[O�[OPZ�JVTT\UP[ �̀�HUK�[OL�UL^�YLWYLZLU[H[PVU�
associated with a trendy scene. Her work, particularly the one dedicated to the elderly, became invariably a 
reference point in the area and is often referred to in the touristic circuit as one of the main points of interest in the 
territory. 
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;OPZ�HY[^VYR�PZ�L_WLYPLUJLK�I`�]PZP[VYZ�PU�HU�LTV[PVUHS�^H �̀�ÄYZ[S`�I`�IYLHRPUN�[OL�PTHNL�VM�H�Y\U�KV^U�HYLH��HUK�
ZLJVUKS`�I`�JYLH[PUN�H�SL]LS�VM�WYV_PTP[`�^P[O�[OL�VSKLY�YLZPKLU[Z��0U�[OPZ�^H`�P[�M\SÄSZ�P[Z�PTHNPUHY`�VM�ILPUN�JSVZLS`�
connected to the local identity of Mouraria.

6]LY�[OL�JV\YZL�VM�[OPZ�ULPNOIV\YOVVK»Z�[YHUZMVYTH[PVU��[OL�HY[PZ[PJ�PU[LY]LU[PVU�VM�*HTPSSH�>H[ZVU�WHY[PJPWH[LZ�PU�
[OL�KPɈLYLU[�KPTLUZPVUZ�VM�[OL�WYVK\J[PVU�VM�ZWHJL�I`�ILPUN�WHY[�VM�OV^�[OPZ�JVU[PU\V\Z�WYVJLZZ�VM�ULPNOIV\YOVVK�
JOHUNL�PZ�L_WLYPLUJLK��0U�[OPZ�^H`�P[�OHZ�NLULYH[LK�UL^�UHYYH[P]LZ��JYLH[PUN�PTHNLZ�[OH[�]HSPKH[L�HUK�\S[PTH[LS`�
consolidate the social representation of space.
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Chapter 8

Street art in Yogyakarta, Indonesia: Messages of the streets 

Polona Lupinšek

Abstract: 
The chapter attempts to illuminate street art in the city of Yogyakarta, located on the island of Java, Indonesia. 
(\[OVY� YLWYLZLU[Z� [OL� ZVJPHS�J\S[\YHS� YLHSP[`�VM�^VYRZ� [OH[� YLÅLJ[�WYVISLTZ�VM� [OL�JP[ �̀� HZ�^LSS� HZ�VM� [OL�LU[PYL�
JVU[LTWVYHY`�0UKVULZPHU�ZVJPL[ �̀�;OL�THPU�MVJ\Z�PZ�PU�[OL�WYVJLZZLZ�VM�JYLH[P]P[ �̀�WSHJLK�PU�[OL�OPZ[VYPJHS�JVU[L_[�
of the country and the local atmosphere of the city itself. 
;OLZL�WYVJLZZLZ� YL]LHS� [OL� WYH_PZ� VM� Z[YLL[� HY[PZ[Z� IHZLK� VU�KH[H� NH[OLYLK� [OYV\NO� ÄLSK�^VYR�� (Y[PZ[Z»� ZVJPHS�
LUNHNLTLU[�PZ�YLÅLJ[LK�PU�[OLPY�JVVWLYH[PVU�^P[O�[OL�JVTT\UP[PLZ�HUK�PU�[OLPY�^VYRZ�[OLTZLS]LZ��;OL�WYLZLUJL�VM�
Z[YLL[�HY[�JVU[YPI\[LZ�[V�KPɈLYLU[�SL]LSZ�VM�SP]PUN�PU�[OL�JP[`!�]PZ\HS��ZVJPV�WVSP[PJHS��J\S[\YHS�HUK�LJVUVTPJ��0[�JHU�IL�
concluded that its presence strengthens the identity of the city, shapes social awareness and gives voice to the 
people. Nonetheless, it remains one of the few critical factors in the city.

Keywords: street art, processes of creation, urban communication, Jogjakarta, Indonesia

1. Introduction 

0U�@VN`HRHY[H��[OL�JP[`�VM�J\S[\YL��[YHKP[PVUHS�HY[�PZ�H]HPSHISL�H[�L]LY`�Z[LW�̂ OLYLHZ�JVU[LTWVYHY`�HY[�PZ�SLZZ�L_WVZLK�
and promoted. Street art actions stimulate the importance of contemporary art, which is slowly coming to the fore 
HUK��[OLYLMVYL��WYV]PKLZ�JVU[YPI\[PVUZ�[V�[OL�JP[`�PU�KPɈLYLU[�THUULYZ�
The sides of the streets of Yogyakarta are used as parking lots during the day and as improvised restaurants at 
night. Streets are places of demonstrations, music, art performances and installations that are all omitted in the 
following chapter where merely art forms on the walls are being analysed. 
Through insight into the art world of street artists, I have got an overall image of social reality of Yogyakarta, its 
culture and problematics. The phenomenon shows that street art is a medium through which those problematics 
HYL�L_WYLZZLK�HUK�Z\JO�HWWYVHJO�THRLZ�Z[YLL[�HY[PZ[Z�VM�[OL�JP[`�ZL]LYLS`�ZVJPHSS`�LUNHNLK��<ZPUN�HU[OYVWVSVNPJHS�
TL[OVKVSVNPLZ�Z\JO�HZ��WHY[PJPWHU[��VIZLY]H[PVU�HUK�PU[LY]PL^Z��TVZ[S`�YLSH_LK�KPZJ\ZZPVUZ���0�^HZ�ZLHYJOPUN�MVY�
information of art practices. 
Living in the city most of the time for the past two years gives me an opportunity to see a development of street 
HY[�HUK�P[Z�PTWHJ[��/V^L]LY��[OL�JOHW[LY�PZ�TVZ[S`�IHZLK�\WVU�[OL�PU[LUZP]L�ÄLSK�^VYR�JVUK\J[LK�MYVT�4H`�\U[PS�
September 2014. 

2. Invisibility of street art

<ZPUN�(SMYLK�.LSS»Z�WLYZWLJ[P]L��0�put focus on the creation processes of street art rather than solely on artworks 
HZ�ÄUHS�WYVK\J[Z� In addition, it made the research elaborate on social networks within which art production is 
JVUK\J[LK��.LSS�WSHJLK�HY[�PU[V�ZVJPHS�JVU[L_[��/L�^HZ�LTWOHZPaPUN�[OH[�HU[OYVWVSVNPJHS�HWWYVHJO�[V�HY[�ZOV\SK�
Z[\K`�ZVJPHS�YLSH[PVUZOPWZ�^P[OPU�^OPJO�HY[^VYRZ�HYL�ILPUN�WYVK\JLK��;OL�Z[YLZZ�PZ�VU�[OL�HY[�UL_\Z!�JPYJ\SH[PVU��
acceptance and consumption of the artwork. Embedded in such network, HY[^VYR�L_LY[Z�its particular variety of 
agency and act as social agent (Gell, 1998).



101

Such approach allows us to understand creative processes on levels of the individual, social groups and society. 
It is revealing cognitive systems; conceptualization of everyday life, representation of the worlds and forms of par-
[PJ\SHY�ZVJPHS�WYH_PZ�HUK�PKLU[P[PLZ��9LWPȏ���������

0U�[OL�MVSSV^PUN�[L_[�0�HT�WYLZLU[PUN�[OL�JVUZ[Y\J[PVU�VM�HY[�[OYV\NO�P[Z�KPYLJ[�TLZZHNL��KLUV[H[PVU�SL]LS��^OPJO�PZ�
reachable by anyone, as well as through indirect message (connotation level) which is inscribed into local com-
munication and social codes. Through the analysis of street art in Yogyakarta, I was trying to grasp the invisibility 
in the�]PZ\HSP[`�VM�Z[YLL[�HY[�^OPSL�JVUZPKLYPUN�]HYPV\Z�MHJ[VYZ�PUÅ\LUJPUN�Z[YLL[�HY[�WYVK\J[PVU�MYVT�[OL�ILNPUUPUN�
until the end, focusing on the agency of street artists.

The invisibility is hidden in the processes of making art, namely in the activism of the artists which stimulates social 
change. 6U�[OL�ÄLSK, I have noticed that street artists are in constant contact with people whose perspectives are 
often incorporated into their artworks. Firstly, when they use ethnographic methods gathering information in the 
ÄLSK�HZ�[OL�TH[LYPHS�MVY�[OLPY�JYLH[PVUZ��:LJVUKS �̀�^OLU�[OL`�HYL�V\[�VU�[OL�Z[YLL[Z�JYLH[PUN�VU�[OL�^HSSZ��(U[OYVWV-
SVNPJHS�HWWYVHJOLZ�^P[OPU�Z[YLL[�HY[�WYH_PZ�PU�@VN`HRHY[H�HYL�IYPKNPUN�[OL�KPZJPWSPULZ��)LPUN�LUNHNLK�PU�Z\JO�ZVJPHS�
art actions, the artists usually use anthropological methodologies, mostly subconsciously.

Anthropologists and artists are gradually becoming interested in each other. Both disciplines share interest in eth-
UVNYHWOPJ�ÄLSK^VYR�HUK�[OL`�HYL�IV[O�ZVJPHSS`�LUNHNLK��4VYLV]LY��[OL`�HYL�IV[O�Z[\K`PUN�WVSP[PJZ�VM�PKLU[P[`�HUK�
representation as well as political economy of contemporary world. The intentions of artists are nowadays more 
important than the artwork itself and the artwork may be the interaction with community which produces sociabil-
ity rather than tangible result (Laine, 2009). The art of public space is not only physically present, but is also estab-
lishing the relationship with its environment, mostly during the art process itself. One of the purposes of street art 
projects is to contribute to communities “to consolidate its identity through promotion of local culture” (Andres).
)LPUN�ZL]LYLS`�ZVJPHSS`�LUNHNLK�PU�ZVJPHS�HUK�WVSP[PJHS�HJ[P]PZT��Z[YLL[�HY[PZ[Z� PU�@VN`HRHY[H�Ä[� PU�the below de-
scribed perception of contribution of artist itself. In this way, they are justifying art which represents social relation-
ships in the vicinity of objects that serve as social agents (Gell, 1998). 

Indonesian artists» perception of Copyright Law (as well as Intellectual Property issue) is revealing attitude of In-
donesian artists towards their own artistic contribution which is being seen mainly as social and intergenerational 
and never individualistic (Aragon  & Leach, 2008). Art production is not perceived as an intellectual property: most 
artists do not claim authorship and copying is not seen as an ethical problem. During the process of production 
they share their knowledge; moreover, they perceive their collaborative productions and sharing as a lore without 
YLJV\YZL�[V�MVYTHS�SH �̂�;OL�LZZLUJL�VM�WYVK\J[PVU�SPLZ�PU�ZVJPHS�YLSH[PVUZOPWZ�HUK�UV[�PU�[OL��ÄUHS��WYVK\J[�VM�P[��
Furthermore, artists mostly present themselves as mere followers of their traditions and even attribute their ac-
complishments to traditions, forebears, or God (Aragon, 2014).

We might call street art activities artivism as it converges activism and art production. The term itself is a hybrid 
ULVSVNPZT�[OH[�ZPNUPÄLZ�^VYR�JYLH[LK�I`�PUKP]PK\HSZ�^OV�\ZL�H�JYLH[P]L�L_WYLZZPVU�MVY�HJ[P]PZT�HUK�ZLSM�LTWV^LY-
TLU[��:\JO�^VYR�Z[PT\SH[LZ�ZVJPHS�KPHSVN\LZ��HTWSPÄLZ�HUK�KPZZLTPUH[LZ�ZVJPHS�JVUZJPV\ZULZZ�VM�]HYPV\Z�NYV\WZ�
addressed as well as it makes a critical intervention in the public space (Sandoval & Latorre, 2008). 

The activist character of street art in Yogyakarta is spread by its direct or indirect messages. Only by claiming 
L_WYLZZP]L�Z\YMHJL�a (NYHɉ[P��HY[PZ[�HSYLHK`�JOHSSLUNLZ�ZVJPHS�Y\SLZ�HUK�WYVISLTH[PaLZ�JVTTLYJPHSPaH[PVU�VM�W\ISPJ�
ZWHJL�HUK�TVUVWVS`�VM�HK]LY[PZPUN��4PSRV]Pȏ�)PSVZSH]���������;OLYLMVYL��L]LY`�Z[YLL[�HY[�JYLH[PVU�UV[�ILPUN�JVU-
ducted according to precedent agreement with the owner of the wall can be labelled as political. Nonetheless, 
PU�[OL�JVU[L_[�VM�@VN`HRHY[H��P[�PZ�TVZ[�WYVIHIS`�THKL�PSSLNHSS`�^OPJO�L_WYLZZLZ�P[Z�HU[P�Z`Z[LT�[LUKLUJ �̀�5V[�HSS�
street creations hold a direct message and are political only in their act (process of making art) while their visuals 
are purely decorative. On the other hand, many of street art works are direct with loquacious images as well as 
slogans, or both, and�[OL�PUKPYLJ[�TLZZHNL�VM�P[��\Z\HSS`��OHZ�H�ZOVJR�LɈLJ[�

No matter whether art on the walls is being made on the basis of previous agreement with the owner (mostly art 
^VYRZ�THKL�\UKLY�\TIYLSSH�VM�Z[YLL[�HY[�WYVQLJ[Z��VY�UV[��P[�PZ�ILHYPUN�JYP[PJHS�UV[L��(JJVYKPUN�[V�5LUHK�1LSLZPQL]Pǅ��
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the adjective critical is the synonym of public, as he argues that public must be understood as something that is at 
the same time active-political articulated, e.g. critical. Political and artistic activism must be interwoven in synergy 
and as such, represent the active critical position of the individual towards his social environment of contemporary 
WVZ[�ULVSPILYHS�ZVJPL[`��1LSLZPQL]Pǅ��������

3. Contextual outline

;OL�TVZ[�L_WVZLK�Z[YLL[�HY[�MLH[\YLZ�HYL!��[OL�HUVU`TP[`�VM�[OL�H\[OVY��JYP[PJPZT�VM�[OLPY�^VYR�HUK�PSSLNHSP[`��1HRVI��
����"�=LSPRVUQH���������;OLZL�MLH[\YLZ�HZJYPILK�[V�Z[YLL[�HY[�^P[OPU�^LZ[LYU�JVU[L_[�HYL�UV[�JVTWSL[LS`�HWWSPJHISL�
to the phenomenon of street art in Yogyakarta. Nevertheless, street art in Indonesia, state of control and censor-
ship, call out for discussion about messages of its streets.

3.1 - From repression to democracy of Indonesia

The thirty-year-long period of dictatorship began with Indonesian independence, when Sukarno was named as 
ÄYZ[�0UKVULZPHU�WYLZPKLU[��;OL�NV]LYUHUJL�TVKL�MYVT�� ��Z�\U[PS�� ��Z�^HZ�JHSSLK�¸N\PKLK�KLTVJYHJ`¹��0U�[OH[�
time, political force was military supported, anti-colonial movements threw out former Dutch colonialists and the 
national pride was implanted into consciousness of the people (Brown, 2003). 
The economic development of Indonesia began with :\RHYUV»Z�successor, Suharto. He took over in 1967 at the 
transition from Old to New Order, when another period of dictatorship based on depoliticization of population, 
strict censorship and rapid removal of political opponents began (Brown, 2003). 
However, the rebellion toward the regime which was stimulating ignorance started in the era of New Indonesia 
when mostly students started to take actions. Radical student movements have long history in modern Indonesia. 
In 1945 students were the backbone of independence movement directed against the Dutch colonial authorities. 
They were helping to initiate political change most dramatically in 1965-66, when they spearheaded the movement 
which resulted in the downfall of Sukarno and the rise to power of then-General Suharto. Student activism in Ja-
karta in 1997-98 was intense and their political tradition of opposing authorities ended with troops shooting down 
and killing four students at Trisakti University in West Jakarta in May 1998. On 21 May 1998, Suharto formally 
resigned the Presidency (Brown, 2003). 

Indonesian government used art for promotion of reinforcement of national politics. Sukarno promoted a vision of 
common Indonesian culture while Suharto thoughtfully melded these unity-in-diversity approaches by admitting 
regional traditions, but put them into the frame of province divisions or other nationally administered political units 
(Aragon & Leach, 2008). 
In the post-New Order period, Indonesia slowly started to create new political parties as well as giving more 
freedom to media and giving more acknowledgement to Chinese-Indonesian identities. Consequently, it created 
good conditions for the development of a democratic republic which gave the opportunity for cultural and political 
YLKLÄUP[PVU�HM[LY�[OL�SVUN�WLYPVK�VM�YLWYLZZPVU��+PYNHU[VYV���������
;OL�NV]LYUHUJL�TVKL�KPK�L]PKLU[S`�PUÅ\LUJL�the development of Indonesian art, which needed long time to be-
come critical. Radical changes of Indonesian art originating in postmodern thought started to emerge around year 
1998. During the so called “heat of contemporary art” period many young artist at the time used art as an instru-
TLU[�MVY�ZVJPHS�JOHUNLZ�HUK�LTHUJPWH[PVU��5�(���������;OL�SH[[LY�PZ�ILPUN�JVUÄYTLK�I`�the following statement: 
“Indonesian art became truly critical only after Suharto resigned.” (Ucup).

3.2 - Javanese centre of culture and its symbolism

;V�IL[[LY�\UKLYZ[HUK�^OH[�TV[P]H[LZ�Z[YLL[�HY[PZ[Z�H[�[OL�SVJHS�JP[`�SL]LS��SL[�TL�ILSV^�PU[YVK\JL�@VN`HRHY[H»Z�H[-
mosphere and its features.
The city is located in the southern part of the island of Java, where it borders the Indian Ocean. Having the status 
of a province, it is called Yogyakarta Special Region. The city covers around three thousand square kilometres. Its 
population has more than three million souls (according to data from the year 2010; Pradoto, 2012).
Tourism is the leading sector, which contributes to economic development and is a major contributor to gross do-



103

mestic product. People living on the outskirts of the city work in agriculture sector which is being rapidly reduced 
and replaced with other non-agricultural economies (Pradoto, 2012).
Yogyakarta is the centre of Javanese culture and the city of abundant cultural heritage. Regional, national and 
NSVIHS�PUÅ\LUJLZ�^OPJO�HYL�ZL[[PUN�\W�J\S[\YHS�K`UHTPJZ�VM�[OL�JP[`�HYL�HJJLW[LK�VWLU�OHUKLKS`��(KHI`�+HYIHU��
2004). 
There are two kinds of symbolism present: the religious symbols and the symbols of colonialism replaced with sym-
IVSZ�VM�UH[PVUHSPZT��<YIHU�PTHNLY �̀�L�N��\YIHU�Z`TIVSZ�HYL�YLÅLJ[PUN�ZVJPHS�J\S[\YHS�ZP[\H[PVU�VM�\YIHU�JVTT\UP[`�
which was historically established. Symbols are practically disclosing an urban culture (Nas, 1993a).Yogyakarta 
is a relatively new but traditional city (Nas, de Groot & Schut, 2011). It was established in 1755 as a result of the 
Mataram kingdom having been split into two political entities: Yogyakarta and Surakarta. Urbanism of Yogyakarta 
is rooted in Javanese pre-colonial spatial distribution based on the centrality of the royal palace. Until today, the 
city is being governed by pre-independence monarchy or sultanate. The role of [OL�Z\S[HUH[L�PZ�VI]PV\ZS`�YLÅLJ[LK�
in the urban development of the city (De Giosa, 2011).

;OL�JVTWSL_P[`�HUK�WV^LY�VM�1H]HULZL�ZWPYP[\HS�SPML�HUK�the intertwinement of politics and social integration with 
YLSPNPVU�^HZ�LTWOHZPZLK�I`�*SPɈVYK�.LLY[a�PU�OPZ�^VYR�;OL�YLSPNPVU�VM�1H]H��/L�HZJYPILK�NYLH[�JVTWSL_P[`�[V�1H]H-
nese syncretism. Animism was the most common belief until Hinduism was brought to the island in 400 AD, fol-
SV^LK�I`�0ZSHT�PU�[OL�ÄM[LLU[O�JLU[\Y �̀�;O\Z��P[�JHU�IL�ZHPK�[OH[�PU[LNYH[PVU�VM�]HYPV\Z�TLU[PVULK�LSLTLU[Z�JYLH[LK�
folk tradition of the island and basic foundation of its civilization (Geertz, 1964).

The city was founded based on principles of a sacred geography common in Southeast Asian kingdoms: the cen-
trality of the royal palace mirrors the essential part of a mandala (De Giosa, 2011). The core of the city follows an 
imaginary cosmic line which links the sacred mountain located north of the city (Merapi volcano) and the Indian 
ocean south of the city (Ford, 1993).
Some years after the independence of Indonesia (1945-1949), Yogyakarta was the capital city of the new estab-
lished nation due to the chaotic situation in Jakarta. The centrality of the sultan was in this period replaced by 
UH[PVUHS�JLU[YHSPaLK�PKLVSVN`�MVJ\ZLK�VU�[OL�ÄN\YL�VM�[OL�YLW\ISPJ»Z�WYLZPKLU[��+L�.PVZH��������
;OL�Z`TIVS�VM�WVZ[�PUKLWLUKLUJL�LYH�PZ�YLWYLZLU[LK�I`�[OL�ÄYZ[�Z[H[L�university, University of Gadjah Mada (UGM) 
built in 1949. It made Yogyakarta a national educational city, creating a new urban centre north of the palace-
centred�ZWH[PHS�KPZ[YPI\[PVU��5V^HKH`Z��[OPZ�1H]HULZL�JP[`�OHZ�TVYL�[OHU�ZP_[`�\UP]LYZP[PLZ�HUK�V[OLY�PUZ[P[\[PVUZ�VM�
higher education (De Giosa, 2011). One of them is the Institute of Indonesian Art (ISI), located in the south, which 
NP]LZ�@VN`HRHY[H»Z�HY[PZ[PJ� YLW\[H[PVU� Yogyakarta is namely known as a city full of underground artists of any 
NLUYLZ��H�NYLH[�WHY[�VM�[OL�JP[`»Z identity (Setiawan, 2010).

Tensions between kampung1 communities and capitalist-oriented urban development are slowly eroding the cul-
tural unity of the city. The state, capitalist enterprises and the municipal government have tried to modernize the 
JP[`�[OYV\NO�WYP]H[L�OV\ZPUN��S\_\YPV\Z�JVUKVTPUP\TZ�HUK�ZOVWWPUN�THSS�JVUZ[Y\J[PVUZ��4LHU^OPSL��OHUK�JYPTL��
ZX\H[[PUN��WYVZ[P[\[PVU��\UJVU[YVSSLK�L_WHUZPVU��^H[LY�HUK�HPY�WVSS\[PVU��HUK�SV^�O`NPLUPJ�Z[HUKHYKZ�HYL�VJJ\YYPUN�
in more and more marginalized kampung areas (De Giosa, 2011). Modernization of the traditional city creates a 
new cosmos of the place, where the high and middle class lead the way and are consequently creating a new 
phase of symbolism (Nas, 1993b). 
A symbolic dualism is represented by a tension between globalization and localization within Yogyakarta. The for-
mer is being represented by modern constructions that are taking over urban landscape, while the latter is being 
represented by open spaces of traditional markets and food stalls as the persisting symbols of local identity (De 
.PVZH���������;OL�WYVISLTH[PJZ�VM�K\HSPZ[PJ�\YIHU�KL]LSVWTLU[�PZ�ILPUN�YLÅLJ[LK�PU�[OL�Z[YLL[�HY[�VM�@VN`HRHY[H�
where the artists are advocating interests of kampung�JVTT\UP[PLZ�^OPJO�HYL�ILPUN�PUÅ\LUJLK�I`�JVUZPKLYHIS`�
ULNH[P]L�LɈLJ[Z�VM�TVKLYUPaH[PVU��
In the 1970s, Bali was the primary tourist destination, while Yogyakarta was the second region of touristic develop-
ment. ([�ÄYZ[��[OL city attracted solely local tourists. International tourism started to emerge in the 1980s when ho-
tels and restaurants started to be built rapidly (Hampton, 2003). A decade ago, Yogyakar[H»Z tourism development 
was “bottom-up” oriented: “pro-poor” tourism was contributing to local economic development. Tourists were 

1  Both, kampung or desa, are the names for villages throughout Indonesia. In the context of Yogyakarta they are the smallest administra-
tive category of the city. Kampung is mostly used for areas within city centre and desa for the periphery, outside of the ring road (Anita).
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TVZ[S`�IHJRWHJRLYZ�^OV�OHK�TVKLZ[�YLX\PYLTLU[Z�^OPJO�JV\SK�IL�M\SÄSSLK�I`�SVJHSZ�^P[OV\[�SHYNL�PU]LZ[TLU[Z��
However, the current government is encouraging “top-down” mass tourism (Hampton, 2003).

On the one hand, tourism stimulates development, but on the other hand, especially for local people, it often 
means destruction. Rapid growth of hotels “is changing the�JP[`»Z�H[TVZWOLYL��^OPJO�PZ�ILJVTPUN�JV\U[LYWYVK\J-
tive to the cP[`»Z�JVUJLW[�IHZLK�VU�LK\JH[PVU�HUK�J\S[\YL���IV[O�VM�[OLT�ILPUN�ZPNUPÄJHU[�LSLTLU[Z�VM�@VN`HRHY[H»Z�
identity” (Digie Sigit). A local street artist, Andres, is at the same time concerned about Yogyakarta openness: 
“Yogyakarta receives all guests open-handedly and it does the same with foreign investors. Local people sell the 
land and consequently abandon farming. Yogyakarta is changing.”  

There are many propaganda campaigns taking actions against such phenomena. One of them is the slogan which 
is being included into many street art creations: “Jogja ora didol” or “Jogja not for sale”. (Anita)

4. Walls and artists of Yogyakarta 

It took some time for street art in Yogyakarta to start developing in the sense of street art as it appeared in New 
York in the 1970s. Street art in Yogyakarta is a recent phenomenon present only about for a decade. First occur-
rences on the walls of Yogyakarta were “vandal in their character”. Those were random signs without messages, 
usually unreadable. Those signs were mostly tags on private surfaces and represented as an absolute contrast to 
[VKH`»Z�¸ILH\[PM\S¹�T\YHSZ��(M[LY^HYK��NYHɉ[P�Z[HY[LK�[V�LTLYNL�HUK�VUS`�HM[LY�NYHɉ[P�KPK�T\YHSZ show up (Anita).
The beginning of street art was marked by the�L_OPIP[PVU�VM�T\YHSZ�PU�[OL�NHYKLU�UHTLK�:\^\UN�PU��  ���The 
mural project was called�(WV[PR�2VTPR��-HYOHUZPRP���;OL�NYV\W�VM�JVTPJ�HUK�]PZ\HS�HY[PZ[Z�[VVR�V]LY�[OL�UHTL�HUK�
started to create on the streets (Setiawan, 2010). 
:[YLL[�HY[�PU�[OL�JP[`�ILJHTL�WVW\SHY�HM[LY�WYVQLJ[�:HTH�ZHTH��;VNL[OLY��H�WYVQLJ[�VM�PU[LYUH[PVUHS�L_JOHUNL�IL-
tween artists of Yogyakarta and San Francisco was conducted in 2001. Mutual cooperation of artists in Yogyakarta 
IYV\NO[�L_JOHUNL�VM�PKLHZ�HUK��[OLYLMVYL��Z[YLL[�HY[�PU�@VN`HRHY[H�ILJHTL�TVYL�JVTWSL_��;OL�TLZZHNLZ�VM�[OL�
Z[YLL[�HY[�JYLH[PVUZ�Z[HY[LK�[V�ÄSS�PU�WYPTHY`�KLJVYH[P]L�JOHYHJ[LY�VM�P[��-HYOHUZPRP���The grouW»Z�PU[LU[PVU�^HZ�[V�\ZL�
art media�Z\JO�HZ�T\YHS��NYHɉ[P�HUK�JVTPJ�[V�ZOV^�[OLPY�JYLH[P]P[`�VU�[OL�W\ISPJ�Z\YMHJLZ�VM�[OL�JP[ �̀�;OLPY�HPT�^HZ�
to encourage the dialogue and interactions between people in urban environment (Setiawan, 2010).
Along the mentioned project,�[OL�WVSP[PJHS�H[TVZWOLYL�VM�[OL�Z[H[L�PUÅ\LUJLK�[OL�WYVNYLZZ�VM�Z[YLL[�HY[��)PN�^HSSZ�
of creations talking about social-political problems started to emerge in Yogyakarta in 1998 (Lee, 2003). However, 
Megan Wilson, the coordinator of the above mentioned project, stated that at the time of her arrival in 2001, she 
JV\SK�OHYKS`�ÄUK�HU`�Z[YLL[�HY[��T\YHSZ"�>PSZVU��������

Instead of the term mural, at the time still unknown for artist in Yogyakarta, they used the phrase komik untuk 
wall or comic for wall (Merdikaningtyas, 2006) or simply coretan-coretan (Farhansiki). They wanted to embellish 
\U\ZLK�HUK�HIHUKVULK�WSHJLZ�VM�[OL�JP[`�I`�KLJVYH[PUN�W\ISPJ�^HSSZ��(Y[PZ[�HUK�SLHKLY�VM�(WV[PR�2VTPR��)HTIHUN�
>P[QHRZVUV��Z[H[LK�[OH[�H[�ÄYZ[�[OL�^VYRZ�^LYL�UV[�JVUZPKLYLK�HZ�]PZ\HS�HY[�I\[�^LYL�ZVSLS`�WLYJLP]LK�HZ�KLJVYH[PVU�
of the city (Merdikaningtyas, 2006). (JJVYKPUN�[V�ÄUKPUNZ�VM�/LUKYP�>P`HU[V��Z[YLL[�HY[�PU�@VN`HRHY[H�KLYP]LK�MYVT�
comics present in Yogyakarta since the 1970s as a rebellion against high art which was including solely paintings 
L_OPIP[LK�PU�PUKVVY�ZWHJLZ��,HYS`�Z[YLL[�HY[PZ[Z�[VVR�[OL�LZZLUJL�VM�JVTPJ��UHTLS`�]PZ\HS�HUK�Z[VY ,̀ transforming it 
[V�KPɈLYLU[�]HYPHU[Z�VM�Z[YLL[�HY[�HUK�V]LYJVTPUN�KP]PZPVUZ�VM�SV^�HUK�OPNO�HY[��>P`HU[V����������
Since the present writing is not about categorizing street art, I should IYPLÅ` mention that I have noticed two 
streams of movements�PU�@VN`HRHY[H�K\YPUN�T`�ÄLSK�^VYR��-PYZ[S �̀�[OL�PUKP]PK\HSZ�^P[O�[OLPY�V^U�HY[PZ[�UHTLZ�^OV�
are following their inner inspirations based on current or past events. They go out on the streets in the middle of the 
night; alone or sometimes accompanied by their friends. Secondly, groups, often formed by previously mentioned 
individuals, whose aim is to create community based street art. 
7YVÄSLZ�VM�Z[YLL[�HY[PZ[Z�KV�KPɈLYLU[PH[L�LUVYTV\ZS`�I`�LK\JH[PVU�HZ�^LSS�HZ�I`�HNL��,]LU�[OV\NO��KLYP]PUN�MYVT�
KPɈLYLU[�IHJRNYV\UKZ��the majority of them are former ISI students. Streets artists are young men; although, I was 
meeting female artists as well but none of them were active individually as street artist. Artists in Yogyakarta are 
mainly freelancers, taking temporary jobs (sometimes those come in form of street art projects). The majority of 
Z[YLL[�HY[PZ[Z�HYL�HSZV�HJ[P]L�^P[OPU�T\ZPJ�ZJLULZ��\Z\HSS`�OHYKJVYL��TL[HS�VY�W\UR��)\[�[OL�HY[�PZ�HS^H`Z�PU�[OL�ÄYZ[�
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WSHJL��^OPSL�T\ZPJ�PZ�[YLH[LK�VUS`�HZ�H�OVII �̀�;OLPY�HY[PZ[�UHTLZ��(U[P�[HUR��HUK�Z[`SLZ�VM�JSV[OPUN�HYL�VM[LU�PUÅ\-
enced by punk philosophy of anti-capitalism, anti-racism, and others. 

Anagard, the artist name of Andres, derives from avant-garde. He is the one who introduced Yogyakarta street 
art to me. He is an ISI graduate who is now constantly in contact with foreign students and takes them to places 
VM�LUJV\U[LYZ�^OLYL�TLTILYZ�VM�Z[YLL[�HY[�TV]LTLU[�HYL�NH[OLYPUN!�L_OPIP[PVUZ��JVUJLY[Z��KPZJ\ZZPVUZ�VY�[V�OPZ�
OVTL��/L�[VVR�VU�[OL�YVSL�VM�TLU[VY�[V�`V\UN�0:0�Z[\KLU[Z�^OV�OLSW�OPT�L_LJ\[L�Z[YLL[�HY[�WYVQLJ[Z�
With some I associated directly, as well as with others while attending forums, discussions and other kind of 
NH[OLYPUNZ��(SS�Z[YLL[�HY[PZ[Z�[OH[�PUÅ\LUJLK�T`�YLZLHYJO�HYL�WYLKVTPUHU[S`�ZVJPHSS`�LUNHNLK��There are two active 
NYV\WZ�^OPJO�0�TL[�PU�[OL�ÄLSK�HUK�\ZL�Z[YLL[�HY[�HZ�H�TLKP\T�VM�L_WYLZZPVU��HZ�H�WHY[�VM�[OLPY�HJ[P]P[PLZ��

Firstly, Taring Padi group, which was established in 1998 when groups of young people, mostly artists, gathered 
with a goal to perform and increase awareness through art. The aim was to “destroy moral and social values of 
those in power” (Fitri). They are a group engaged in “collective art” (Ucup) whose wide range activities include mu-
sic, discussions, workshops and art brought onto the streets. The group is known for its woodcut posters which 
are being made “while we put music on and walk barefoot on coloured woodcut to print the image on the paper” 
(Fitri).

 
Figure 1 - Taring Padi mural: “Jogja is not for sale.”  

Yogyakarta, December 2015. Author: Polona Lupinšek.

:LJVUKS �̀�9\HUN�2LSHZ�:+�JYL^�PZ�H�NYV\W�VM�HY[PZ[Z�JVTWYPZLK�TVZ[S`�VM�J\YYLU[�HUK�MVYTLY�0:0�Z[\KLU[Z�MVYTLK�
in 2011. They organize various street art projects; in last three years, each year they organized the community 
based project called Geneng street art project which involved local, kampung problematics, mainly abandoning 
agriculture. During the last project in October 2015, members of Taring Padi group painted a mural with a slogan: 
“The land, forest and ocean should be protected for the sake of future. Jogja is not for sale. Reminder to people.” 
�ZLL�ÄN\YL�����;OL�NVHS�VM�Z\JO�HJ[P]P[`�PZ�¸[V�YLHJO�[OL�\UKLYZ[HUKPUN�VM�]PZ\HS�HY[��LZWLJPHSS`�Z[YLL[�HY[��HUK�[V�
stress out its criticism as well as stimulate collaboration of communities within which we live and work.” (Andres). 
Street art is an ever changing phenomenon and its techniques are almost countless. The most common in Yo-
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N`HRHY[H�HYL�WVZ[LYZ��Z[LUJPSZ�HUK�T\YHSZ��;OL�ÄYZ[�[^V�HYL�^PKLS`�WVW\SHY�ILJH\ZL�VUJL�JYLH[LK, they can be 
reproduced immediately. Posters of thin paper are being glued on the walls, previously created whether as digital 
design or as digitalization of photography, painting or woodcut. Stencils are cut outs being sprayed on the surface. 
On the other hand, it takes more time to create murals; contemporary frescoes. 

I mostly followed the street artworks along the main roads near the Indonesian Institute of Arts (hereinafter ISI) in 
the south to the centre of the city, up to monument Tugu. Most critical and communicative street art can be found 
in the city centre, inside of ring road. It is concentrated along main roads, most of them at big crossroads where 
hot walls or tembok panas (Isrol) are located. Vandal signs or coretan-coretan in local Javanese language are pres-
LU[�HSS�V]LY�[OL�JP[ �̀�/V^L]LY��[OL�THPU�MVJ\Z�Z[H`Z�VU�L_WVZLK�W\ISPJ�Z\YMHJLZ�^OLYL�[OL�[OV\NO[Z�VM�[OL�HY[PZ[�
can reach wide audience. 
The shift from decorative street art to the politically inspired artworks on the walls was a logical move in the grip of 
neoliberal economy and social turmoil of the state after the period of reformation. As an alternative communication 
option,�Z[YLL[�HY[�VɈLYZ�H�KLTVJYH[PJ�HYLUH�MVY�WLVWSL��3LL��������

-PN\YL�����(UHNHYK»Z�WPN�TV\[OLK�WVSPJLTHU�HUK�ÄN\YL�VM�MHYTLY�� 
Yogyakarta, December 2015. Author: Polona Lupinšek.

5. Variety of messages

Sometimes messages are wrapped into decorative patterns which make the message indirect, but still stimulat-
PUN�JYP[PJHS�[OPURPUN�VM�[OL�H\KPLUJL��0U�OPZ�KPZ[PUJ[P]L�Z[`SL��(UHNHYK�JHW[\YLZ�HUPTHS�ÄN\YLZ�PU�ZVY[�VM�IH[PR�TV[PMZ��
(UPTHSPaH[PVU�VM�[OL�ÄN\YLZ�PZ�MYLX\LU[!�KVNZ��WPNZ�HUK�YH[Z�HYL�YLWYLZLU[PUN�Z`TIVSZ�VM�H]HYPJL��NYLLK��JYPTL��ÄS[O�
HUK�VIZJLUP[`��2PZ^VUKV���������(UHNHYK�TVZ[�YLJLU[�JYLH[PVU�^HZ�THKL�H[�[OL�YLX\LZ[�VM�[OL�V^ULY�VM�2LI\U�
Bibi art space, whose wall is now having a stencil of WPN�TV\[OLK�WVSPJLTHU�^OV�[PLK�MHYTLY»Z�ÄN\YL��LZ[YHUNPUN�
MHYTLY»Z�H[[YPI\[LZ�[OYV\NO�YVWL��;OL�JVTWSL_�Z[LUJPS�KYH^Z�H[[LU[PVU�[V�[OL�KLJYLHZL�VM�HNYPJ\S[\YL�VU�[OL�WLYPWO-
LY`�VM�[OL�JP[`��ZLL�ÄN\YL����
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6[OLY�ZPNUPÄJHU[�TLZZHNLZ�^LYL�KPZ[YPI\[LK�K\YPUN�[OL�WHYSPHTLU[HY`�LSLJ[PVUZ�VM� [O�(WYPS������HUK�WYLZPKLU[PHS�
elections of 9th July 2014. Politics was the main topic of conversation for more than half a year. Street artists re-
sponded greatly to the uproarious events occupying the streets of Yogyakarta in that time. Foreplays of various 
campaigns were trying to harangue people into voting, moreover election days were full of euphoria. Indonesian 
political behaviour is intense and it consists of a mass rallies, marches full of symbols of political parties accom-
panied by encouraging speeches resembling revolution atmosphere. The latter has little to do with tradition and 
derives from western political practices. Sukarno was achieving national consciousness by encouraging massive 
participation of citizens in political marches and parades (Anderson, 1972). This way of promotion stayed popular 
\U[PS�[OPZ�]LY`�KH �̀�(J[P]P[PLZ�[HRPUN�WSHJL�VU�[OL�Z[YLL[Z�^LYL�L_[YLTLS`�]PIYHU[�[OH[�[PTL!�UVPZ`�TV[VYIPRL�WHYHKLZ��
posters with faces of political candidates�HUK�ÅHNZ�PU�JVSV\YZ�VM�WVSP[PJHS�WHY[PLZ�VU�[OL�VUL�ZPKL�HUK�JYP[PJHS�Z[YLL[�
art works on the other.

Figure 3: Hot wall Pojok Beteng Wetan full of posters. 
Yogyakarta, September 2014. Author: Polona Lupinšek.

;OL�7VQVR�)L[LUN�>L[HU�OV[�̂ HSS�̂ HZ�ÅVVKLK�TVZ[S`�I`�;HYPUN�7HKP�WVZ[LYZ��ZLL�ÄN\YL�����;OVZL�̂ LYL�YLWYVK\JLK�
woodcut prints from 2009, when the posters were initially made for educational purposes in the time of elections 
�<J\W���,HJO�WVZ[LY�OHK�H�KPɈLYLU[�ZSVNHU��VUL�HTVUN�[OLT!�¸>L�KV�UV[�ULLK�[OL�WOV[V�VM�`V\Y�MHJL�I\[�H good 
HUK�L_WSPJP[�^VYRPUN�WSHU�^OPJO�^PSS�ILULÄ[�[OL�WLVWSL,�UV[�VUS`�HZ�H�WYVTPZL���¹��HUK�HUV[OLY!�¸5H[\YHS�YLZV\YJLZ�
are the right for all of us. Not our debt, but responsibility. Do not continue democracy which might pledge the 
JV\U[Y �̀¹��ZLL�ÄN\YL�����

Messages of street art are eminently direct when anthropological as well as artivism approaches are used. Such 
methodologies were used in “Jogja ora didol”�Z[YLL[�HY[�PUP[PH[P]L�^OLU�WLVWSL�VM�KPɈLYLU[�IHJRNYV\UKZ�NH[OLYLK�
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H[�P*(5�NHSSLY`!�SVJHS�Z[YLL[�HY[PZ[Z��(TLYPJHU�OPNO�ZJOVVS�Z[\KLU[Z�OH]PUN�HU�L_J\YZPVU�HUK�H�YLWYLZLU[H[P]L�VM�
Indonesian heritage organization. They were discussing shortage of water due to rapid development of tourist 
PUMYHZ[Y\J[\YL�VM�@VN`HRHY[H��(JJVYKPUN�[V�[OL�KLIH[L�HUK�WYL]PV\ZS`�NH[OLYLK�PUMVYTH[PVU�PU�[OL�HɈLJ[LK�JVT-
munities they created collage street art presenting the problem. The part of it was (U[P�[HUR»Z�WVZ[LY�^P[O�TV[PMZ�VM�
mountain Merapi and monument Tugu Golong-giling which represents Javanese unity, accompanied with slogan: 
¸1VNQH�ZWLJPHSP[`�¶�OV[LSZ�¹��ZLL�ÄN\YL�����;OL�WVZ[LY�PZ�Z[PSS�ILPUN�KPZ[YPI\[LK�[V�KPɈLYLU[�WHY[Z�VM�[OL�JP[ �̀

Figure 4 - Black and white Taring Padi posters. Yogyakarta, July 2014. Author: Polona Lupinšek.

6U�ÄLSK�[OL�Z[YLL[�HY[PZ[�TLL[� [OL�YLHSP[`�VM�L]LY`KH`� SPML��.P]LU�[OH[� [OL`�HYL�^VYRPUN�VU�H� SVJHS� SL]LS� [OL`�HYL�
easily accepted by people, furthermore, sometimes they are part of these communities. The latter makes them 
L]LU�TVYL�LUNHNLK!�¸)LJH\ZL�VM�[OL�JP[`»Z�IHK�NV]LYUHUJL��WLVWSL�ÄNO[�V]LY�IHZPJ�SPML�ULLKZ��)LMVYL��^H[LY�^HZ�
ZVTL[OPUN�[OH[�JVUULJ[LK�WVVY�HUK�YPJO��I\[�UV^�P[�YLWYLZLU[Z�H�S\_\Y`�H]HPSHISL�VUS`�[V�[OL�YPJO�HUK�HU�\UYLHJO-
HISL�JVTTVKP[`�MVY�[OL�WVVY��0�^PZO�WLVWSL�^V\SK�ILJHTL�H^HYL�VM�[OPZ�WYVISLT��0�^HU[�[V�L_WVZL�P[�PU�VYKLY�[V�
speed up the search for solutions.” (Digie Sigit)
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Figure 5 - Anti-tank poster. Yogyakarta, December 2015. Author: Polona Lupinšek.

6. Conclusion: From people to people

Based on the research of development of mural art within local communities in Durban, South African Sabine 
Marschall concludes that mural occasionally works as an initiator of social and political changes. At the same 
time, she emphasizes that actual changes happen rarely. :OL�UV[PÄLZ�[OH[�[OL�WYLZLUJL�VM�Z[YLL[�HY[�HSVUN�^P[O�[OL�
collaboration�VM�HY[PZ[Z�^P[O�SVJHS�JVTT\UP[PLZ�PZ�YLZ\S[PUN�PU�]HYPV\Z�ILULÄ[Z�Z\JO�HZ�WYV]PKPUN�ZVJPHS�H^HYLULZZ�
and social criticism, strengthening the identity of community, encouraging social actions. It works as a medium of 
L_WYLZZPVU�MVY�H�WHY[PJ\SHY�JVTT\UP[`�HUK�JVU[YPI\[LZ�[V�the development of artistic and creative skills of people 
involved, through which they can potentially improve the quality of their lives. It also empowers socially neglected 
groups and reduces violence (Marschall, 1999).

)LULÄ[Z�VM�Z[YLL[�HY[�HYL�]PZPISL�H[�KPɈLYLU[�T\[\HSS`�PU[LYSPURLK�SL]LSZ��;OVZL�HYL�]PZ\HS��ZVJPHS�WVSP[PJHS��J\S[\YHS�
HUK�LJVUVTPJ�ILULÄ[Z�KLYP]PUN�MYVT�Z[YLL[�HY[�HJ[P]P[PLZ�[OH[�JVU[YPI\[L�[V�[OL�WLVWSL�VM�[OL�JP[ �̀�L]LU�[OV\NO��HSS�
of them are not equally represented. 

;OL�TVZ[�WYVTPULU[�ILULÄ[Z� PU�@VN`HRHY[H�HYL�ZVJPHS�WVSP[PJHS�VULZ��^OPJO�THPUS`�VJJ\YYLK�HZ�HU�HM[LYTH[O�VM�
street art projects that could be called collective art projects. They were undertaken in certain parts of the city, 
usually within one kampung or desa.
Within the framework of these projects, various local communities were involved in the process of artwork cre-
ation. While some participated in technical implementation such as contacting people and acquiring permissions, 
others were participating in the creation of the artwork itself (contributing ideas as well as at the application of the 
work on the wall). 
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([�[OPZ�WVPU[�� 0�^HU[� [V�L_WVZL�[OL�HJOPL]LTLU[�VM� YLJY\P[PUN�a young generation of ISI students into street art 
circles by Andres, who thinks they should spend their free time more creatively. During the process of creation they 
were somehow forced to think about society that surrounds them, as well as they were collaborating with seniors 
of street art movement in Yogyakarta. This is collaborative art, which is also the essence of Taring Padi activities 
that include not only artists but also people without artistic background and skills. The latter is not important; the 
WYVJLZZ�VM�JYLH[PUN�HY[�PZ�H[�Z[HRL�OLYL�^OPSL�[OL�ÄUHS�WYVK\J[�PZ�W\[�HZPKL��

During creative process people are being confronted with problems of their everyday life to which they might not 
give constructive criticism nor do they search for solutions. Creating forces them to think about it, although, only 
for the duration of the project or until the visualization does not fade away.

;OL�PU]VS]LTLU[�VM�WLVWSL�PU�[OL�WYVJLZZ�VM�JYLH[PUN�HSVUN�^P[O�[OL�Z[YLL[�HY[PZ[Z�¸TLU[VYZOPW¹�JVU[YPI\[PVU�VɈLYZ�
new perspectives to the artwork interpretation. Often the slogans accompanying images are written in English, 
thus, incomprehensible to the people. Besides they often do not go into details of artwork and they see it solely as 
KLJVYH[P]L�VY�]HUKHS�PU[LY]LU[PVU��0[�JHU�IL�JVUJS\KLK�[OH[�@VN`HRHY[H�Z[YLL[�HY[�TLTILYZ�TVZ[S`�VɈLY�H^HYLULZZ�
through the process of art creation and less awareness solely through artworks themselves. Particularly, street 
HY[�JYLH[PVUZ�PU�[OL�[PTL�VM�LSLJ[PVUZ�^LYL�L_WYLZZPUN�Z[YVUN�ZVJPHS�JYP[PJPZT�HUK�WYLZZ\YL�WLVWSL�[V�[HRL�HJ[PVUZ��
Interestingly, not much response was given and works stayed uncensored. 

*VSSHIVYH[P]L�HY[�JYLH[PVU�VɈLYZ�WLVWSL�H�UL^�^H`�VM�JVTT\UPJH[PVU�[OYV\NO�^OPJO�[OL`�JHU�L_WYLZZ�[OLPY�WYVI-
SLTZ�HZ�^LSS�HZ�L_WVZL�[OLPY�HK]HU[HNLZ��[OLPY�SVJHS�[YHP[Z�HUK�]HS\LZ��:\JO�L_WYLZZPVU�Z[YLUN[OLUZ�[OL�WYPKL�PU�
their own culture which is often being scorned when compared with the West. The latter is clearly a great con-
tribution to the cultural level: the identity of the communities and consequently, the identity of the city is being 
strengthened. Furthermore, it can be said that street art stimulates genius loci of the city. In Yogyakarta, where the 
preference is given to traditional art, street art is a promotion of contemporary visual art.
To a visual level, street art contributes with vividness, which makes the urban landscape of Yogyakarta interest-
ing and attractive. Particularly due to decorative visualizations, physical environment is becoming more human-
MYPLUKS`�HUK�ILH\[PÄLZ�[OL�ULPNOIV\YOVVKZ�[OYV\NO�JYLH[P]L�WYVJLZZLZ��

Yogyakarta is getting an artistic image which is being used as one of the leading elements in the development of 
the city. This is the contribution in terms of strengthening YogyakartH»Z�“brand” of artistic city which contributes to 
[OL�KL]LSVWTLU[�VM�[V\YPZT��;V�ZVTL�L_[LU[�[OPZ�PZ�HU�PUKPYLJ[�LJVUVTPJ�JVU[YPI\[PVU�VM�Z[YLL[�HY[��3PRL^PZL��[OL�
LJVUVTPJ�ILULÄ[�PZ�HSZV�WHY[PHS�ÄUHUJPHS�PUJVTL�VM�[OL�HY[PZ[Z��;OVZL�HYL�NHPULK�I`�ZLSSPUN�[OLPY�TLYJOHUKPZL�VY�
YHPZPUN�M\UKZ�MVY�[OLPY�WYVQLJ[Z��5L]LY[OLSLZZ��LJVUVTPJ�ILULÄ[Z�HYL�UV[�Z[YVUNS`�YLWYLZLU[LK�LZWLJPHSS`�K\L�[V�[OL�
lack of dialogue between artists and urban developers such as architects, landscapists, and others. No concrete 
collaboration has been noticed.

0[�ZLLTZ�[OH[�LJVUVTPJ�ILULÄ[Z�are the�LɈLJ[Z�VM�V[OLYZ!�ZVJPHS�WVSP[PJHS��J\S[\YHS�HUK�]PZ\HS��>OPSL�PU�V[OLY�^LZ[-
ern cities public art policies have been implemented, Yogyakarta has not come to that point yet. This might be 
because street art in the city is a relatively recent phenomenon and, therefore, authorities have not recognized it 
as a vital element of the city so far. For this reason street art stays “illegal-free” and as such, [OL�ZPNUPÄJHU[�LSL-
ment of urban landscape. Using participatory approaches, the interactions between artists and their environment 
has been stimulated. Through such street art activities, local, national and global problems are being recognized. 
In conclusion, street art stays one of the rarest critical factors which publicly speaks about the issues of the city as 
well as of the whole country nowadays. Ultimately, art is being used as a vehicle and a tool for messaging about 
social, economic and political injustices. 
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Chapter 9 

Urban Visuality through Stencil

Rachel Souza

Abstract
;OPZ�HY[PJSL�L_HTPULZ�JVTTVU�\UKLYZ[HUKPUNZ�VM�[OL�HLZ[OL[PJ�LSLTLU[Z�[OH[�HYPZL�PU�[OL�L_LJ\[PVU�VM�Z[LUJPSPUN�
as a public art form.  In this way, the article investigates the aesthetics and semiotic dynamics of stenciling within 
[OL�W\ISPJ�LU]PYVUTLU[���;OL�[L_[�\ZLZ�\YIHU�]PZ\HSP[`�HZ�HU�LU[Y`�WVPU[�[V�M\Y[OLY�L_WSVYL�[OL�JP[`�HZ�JVSSHNL�HUK�
the stencil artist as a bricoleur. �-\Y[OLYTVYL��[OL�[L_[�PKLU[PÄLZ�[^V�ZPNU�SPRL�LSLTLU[Z�VM�[OL�Z[LUJPS»Z�PUZLY[PVU�PU�
[OL�JP[`!��Z`TIVSPJ�V]LYSVHKZ��HUK�[OL�YLZPNUPÄJH[PVU�VM�Z`TIVSPJ�HNNYLNH[PVUZ�

Keywords: Stencil; Aesthetics; Public Art; Semiotics.

1. Urban Visuality 

3H`LYZ� VM� PUMVYTH[PVU� ¶�TH[LYPHSPaLK� PU� NYHɉ[P�� Z[LUJPSZ�� WVZ[LYZ�� Z[PJRLYZ�� HUK� [HNNPUN� ¶� V]LYSHW� VU� IV\UKHY`�
walls, public walls, and private walls.  These objects, and these surfaces, are disposed to circulate through the 
city, infuriating those who cry out for the courts, for the police, for the right to property, and for “cleanliness.”  All 
VM�[OLZL�LSLTLU[Z�HYL�JVTWVULU[Z�VM�HU�\YIHU�]PZ\HS�Z[Y\J[\YL!�[OL`�KLÄUL�[OL�HWWLHYHUJL�VM�H�JP[ �̀�HSVUN�^P[O�
advertisement campaigns, street signs, ever more vertical buildings, passersby, streets, cars, and all other kinds 
VM�]LOPJSLZ���;OL�WYVK\J[PVU�VM�PTHNLZ�[HRLZ�WSHJL�[OYV\NO�[OPZ�K`UHTPJ�VM�PU[LYHJ[PVU��JVU[L_[\HSPaPUN�[OL�ZVJPL[`�
into which the images insert themselves. 

“The images disseminated in our cities are bound to our reality – whether the reality is that we are consumers 
�HK]LY[PZLTLU[Z���^L�OH]L�SH^Z��YVHK�ZPNUZ��VY�[OH[�^L�YLILS��NYHɉ[P��¹��>HJSH^LR������!�W����� In other words, 
\YIHU�]PZ\HSP[`�PZ�JVTWVZLK�VM�WHZZLYZI �̀�VM�[OL�PU[LYTP[[LU[�ÅV^�VM�WLVWSL�PU�H�X\V[PKPHU�IHSSL[��IV[O�PU�[LYTZ�VM�
[OPZ�IHSSL[�P[ZLSM��HUK�PU�[LYTZ�VM�^OH[�LɈLJ[Z�P[�JH\ZLZ���<UKLYZ[HUKPUN�[OL�]PZ\HSP[`�VM�[OL�JP[ �̀�[OLYLMVYL��TLHUZ�
understanding this conjuncture: the urban dynamic.

>L�JHU�ZH`�[OH[�\YIHU�ÅV^�WYVK\JLZ�H�]PZ\HSP[`�SPRL�[OH[�VM�HU�LWOLTLYHS�HUK�\UZ[VWWHISL�JVSSHNL��PU�[OH[�P[�HSSV^Z�
for the occasional joining together of people within the constant transit of the fabric of urban life.  Stenciling both 
inserts itself into and arises from this dynamic.  The ambience of the city dictates the ephemeral and anonymous 
Z[Y\J[\YL� VM� Z[LUJPSPUN�� PU� ^OPJO� PUMVYTH[PVU� ¶� KLZWP[L� ILPUN� Hɉ_LK� [V� [OL� JP[`»Z� ^HSSZ� ¶� KVLZ� UV[� YLTHPU�� VY�
else does not maintain its original meaning.  The city is a space of dislocation and communication, a place in 
which layers of information overlap, and in which the anonymous makes itself structurally present.  The Brazilian 
HU[OYVWVSVNPZ[�1HUPJL�*HPHMH�L_HTPULZ�YLSH[PVUZOPW�K`UHTPJZ�HUK�[OL�[YHUZTPZZPVU�VM�RUV^SLKNL�PU�JP[PLZ�PU�OLY�
article “Comunicação e Diferença nas Cidades” �¸*VTT\UPJH[PVU�HUK�+PɈLYLUJL�PU�*P[PLZ¹����6U�[OL�L_WLYPLUJL�
of urban life, Caiafa writes:

<YIHU�YLJVKPÄJH[PVU�BVJJ\YZ�[OYV\NOD�[OL�THYRZ�[OH[�MVYT��HUK�[OH[�WYLZLU[��KLSPTP[��HUK�HYYHUNL�
hierarchically), [and that are] are constantly redistributed, because the city does not stop receiving 
V[OLY�ÅV^Z�[OH[�TVKPM`�P[Z�ZVJPHS�HUK�WO`ZPJHS�ZWHJL���;OLYLMVYL��[OL�JP[`�JVU[PU\V\ZS`�[YHUZMVYTZ�
and reproduces itself through these marks. (Caiafa, 2003: 92). 
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The constant transit of people generally unknown to each other within the fabric of the city – with a degree of 
HIZVS\[LS`�[YP]PHS�JVU[HJ[�¶�PZ�[OL�WYPUJPWHS�JOHYHJ[LYPZ[PJ�VM�\YIHU�SPML���;OPZ�ÅV^�WYLZLU[Z�[OLZL�\URUV^U�PKLU[P[PLZ�
^P[O�[OL�VWWVY[\UP[`� [V�LZ[HISPZO�ZVTL�ZVY[�VM�ZVJPHS� YLSH[PVUZOPW�[OYV\NO�[OLPY�L_WLYPLUJLZ�VU�[OL�Z[YLL[�� �;OL�
street, therefore, is a space for contact between strange subjectivities, and for connections between distinct 
worlds.  It allows for brief contact between people who, were it not for the random chance typical of urban 
encounters, might never meet.  Caiafa refers to this public contact as the agency of “strange worlds.”  She writes:

;OL�WVZZPIPSP[`�VM�ILPUN�HɈLJ[LK�I`�Z[YHUNLYZ�PZ�H�THYR�VM�\YIHU�SPML��HU�PTWVZP[PVU�VY�HU�VWWVY[\UP[`�
PU� [OL� ZWHJLZ�VM�IPN�JP[PLZ�� �*VTT\UPJH[PVU�HS^H`Z� PU]VS]LZ�KPɈLYLU[PH[PVU�� HUK�HS^H`Z�IYPUNZ�
[VNL[OLY�VY�JYLH[LZ�Z[YHUNL�̂ VYSKZ¯B;O\Z�D�[OL�L_WLYPLUJL�VM�[OL�Z[YHUNL�HUK�\UL_WLJ[LK�PZ�H�THYR�
of cities:  it is what characterizes cities as singular universes of circulation and communication. 
(Ibid: p91) 

However, Caiafa notes, “cities also promote integration (they are not only dispersed).” (Ibid: p92). 

 Urban visuality is the product of this relationship made possible by urban life, a relationship in which 
Z\IQLJ[P]L�L_JOHUNLZ�[HRL�WSHJL�[OYV\NO�Z\WLYÄJPHSP[`�HUK�[OYV\NO�H�KLNYLL�VM�HUVU`TP[`�PU�H�ZWHJL�VM�KPZSVJH[PVU�
and communication with constantly overlapping layers of information (as mentioned in the beginning of the 
chapter).  This visuality presents a characteristic of molding the encounters between “strange worlds.”  It, in and 
of itself, is the product of the articulation of strange elements.  In this sense, we can compare urban visuality to 
[OL�HY[PZ[PJ�WYHJ[PJL�VM�JVSSHNL��PU�^OPJO�PU[LNYH[PVU�VJJ\YZ�UV[�[OYV\NO�ZPTPSP[\KL��I\[�YH[OLY�[OYV\NO�KPɈLYLUJL!�
through the grouping and arrangement of heterogeneous elements.

 
2. Collage 

0U�JVUZPKLYPUN�Z[LUJPSPUN�^P[OPU� [OL�JVU[L_[�VM�\YIHU�]PZ\HSP[ �̀� P[� ZLLTZ�WLY[PULU[� [V�WYLZLU[�JLU[YHS�HZWLJ[Z�VM�
collage as an artistic practice, so as to understand more amply certain characteristics of collage, and to allow for 
a study of the aesthetic of stenciling.

Vitor Iwasso attributes our contemporary relationship with images to technology and democratization; he sees 
collage and the use of technology as multifaceted, interconnected ways of living.  In his introduction to an article 
about collage, Iwasso describes a scene from Artaud Double Bill, H������ÄST�I`�[OL�*HUHKPHU�ÄSTTHRLY�([VT�
,NV`HU���0U�[OL�ZJLUL��H�^VTHU�LU[LYZ�H�JPULTH�PU�^OPJO�.VKHYK»Z�My Life to Live is about to begin screening.  
;OL�^VTHU�ZP[Z�HUK�ILNPUZ�[V�ZLUK�TLZZHNLZ�VU�OLY�ZTHY[WOVUL��^OPSL�H�ZLJVUK�^VTHU�PU�[OL�UL_[�WYVQLJ[PVU�
YVVT�^H[JOLZ�HUV[OLY�ÄST���;OLYL�PZ�H�J\[�[V�H�[OPYK�WYVQLJ[PVU�YVVT�PU�^OPJO�H�[OPYK�^VTHU�^H[JOLZ�H�[OPYK�ÄST���
;OL�ÄYZ[�^VTHU�WS\NZ�PU�OLY�WOVUL��ÄSTZ�[OL�WYVQLJ[PVU��HUK�ZLUKZ�P[�[V�[OL�ZLJVUK�^VTHU��� 0U�[OL�MVSSV^PUN�
ZOV[��[OL�PTHNLZ�ILPUN�ÄSTLK�VU�[OL�ZLJVUK�^VTHU»Z�WOVUL�HWWLHY��V]LYSHWWPUN�^P[O�PTHNLZ�MYVT�[OL�V[OLY�ÄST�
.  According to Iwasso, 

¯[OL�IHUHS�JOHYHJ[LY�VM�[OL�HJ[PVUZ�ZLLU�[OYV\NOV\[�[OL�ZOVY[�ÄST�ZOV^�OV^�H�ZLYPLZ�VM�WYVJLK\YLZ�[OH[�^LYL�
previously restricted to a specialized universe have been amply integrated into our everyday life with the advent of 
UL^�[LJOUVSVNPLZ��[OLYLI`�ZPNUPÄJHU[S`�[YHUZMVYTPUN�V\Y�WLYJLW[PVU���0^HZZV������!�W�����

;OL� OPZ[VYPJHS� YPZL� VM� JVSSHNL� YLÅLJ[LK� H� UL^� Z\IQLJ[P]P[ �̀� P[ZLSM� [OL� WYVK\J[� VM� HU� LYH� VM� PUK\Z[Y`� HUK� THZZ�
J\S[\YL���;OL�[LJOUPX\L��SPRL�V[OLYZ�[OYV\NOV\[�[OL�OPZ[VY`�VM�HY[��^HZ�H�YLÅLJ[PVU�VM�J\S[\YHS�JOHUNLZ�Z\JO�HZ�[OL�
acceleration of time, the mass production of objects, and the necessity of transporting these objects in what was 
[OLU�HU�PUJPWPLU[�PUK\Z[YPHS�ZVJPL[ �̀��;OL�HJJLSLYH[PVU�HUK�ÅV^�VM�PUMVYTH[PVU�[OYV\NO�PTHNLZ�PU�[OPZ�]H\U[LK�LYH�
VM�[LJOUVSVNPJHS�YLWYVK\J[PVU�HSZV�L_[LUKZ�[V�THZZ�WYVK\JLK�PTHNLZ��ZPUJL�¸[OL�KL]LSVWTLU[�VM�JVSSHNL�HZ�HU�
artistic process establishes, since its beginnings, a narrow link to the industrial universe; and, in a more profound 
way, to the graphic arts, the category responsible for the production of visual information.” (Ibid: p43).  Artists work 



115

^P[O�[OPZ�L_JLZZ�I`�YLWYVJLZZPUN�H]HPSHISL�WYPU[LK�TH[LYPHS��HUK�I`�HWWYVWYPH[PUN�WHY[Z�VM�L_PZ[PUN�PTHNLZ�ZV�HZ�[V�
construct new ones.

 Collage, in the most ample sense of the term, is not only a technique and a formal solution; it is also a 
WYVJLZZ��H�TVKL�VM�VWLYH[PUN�[OYV\NO�ZLSLJ[PVU��HWWYVWYPH[PVU��HUK�YLJVU[L_[\HSPaH[PVU���0^HZZV�HPTZ�[V�YLKLÄUL�
the term; he writes:

0�YPZR�KLÄUPUN�H�ÄYZ[�WVZZPISL�WH[O�[V^HYK�¸\WKH[PUN¹�JVSSHNL�PU�[VKH`»Z�HY[���/LYL��0�YLMLY�[V�^VYRZ�
VM�HY[�JVUZ[Y\J[LK�[OYV\NO�SHYNL�ZJHSL�IYPJVSHNL��B^VYRZD�[OH[�L_[YHWVSH[L�[OL�ZO\ɊPUN�JH[LNVYPLZ�
that Combine Paintings L]VRLK�I`�JYLH[PUN�WO`ZPJHS�HUK�HɈLJ[P]L�JOHYHJ[LYPZ[PJZ�VM�VIQLJ[Z� PU�
space. (Ibid: p47).

:tYNPV�3PTH�ZH`Z�[OH[�JVSSHNL�JVYYLZWVUKZ�[V�[OL�¸L_WSVYH[PVU�VM�H�UL^�Z`U[H_�[OYV\NO�[OL�J\[[PUN�VM�WYL]PV\ZS`�
RUV^U�PTHNLZ���(Z�4H_�,YUZ[�ZH`Z��P[�PZ�UV[�[OL�NS\L�BcolaD�[OH[�THRLZ�[OL�JVSSHNL�¹��3PTH��� ��!�W� �����3PTH�VɈLYZ�
ZL]LYHS�L_HTWSLZ�VM�[OL�\ZL�VM�JVSSHNL�PU�]PZ\HS�HY[Z��PUJS\KPUN�JVSSHNL�¸HZ�NYHWOPJZ!��[OL�NYHɉ[P�ZJYH^SLK�PU�JLY[HPU�
public bathroom; the sayings of May 1968 scribbled in sentences and images on the walls of Paris, etc.” (ibid: p22-
������>L�JHU�KLK\JL�[OH[�3PTH�\UKLYZ[HUKZ�JVSSHNL�HZ�[OL�Q\_[HWVZP[PVU�VM�LSLTLU[Z�PU�HU�HTWSL�^H �̀��/L�HWWSPLZ�
JVSSHNL�[V�HU�L_WHUKLK�ÄLSK��VY�HZ�OL�^V\SK�W\[�P[��HU�L_WHUKLK�]PZ\HS�SHUN\HNL�

Visual SHUN\HNL�L_[LUKZ�P[ZLSM�PU�H�̂ H`�[OH[��I`�KLÄUP[PVU��PZ�SV]PUN!�P[�\UKLYZ[HUKZ�P[Z�VIQLJ[�HUK�P[Z�
transformation. In other words, it understands the dialectic of the thing itself, in and of itself, of its 
identity and invocation (as image).  This allows for its symbolic reproduction, the production of the 
imaginary and, through this impassioned choice, its recognition.  The gaze establishes the cut as 
H�KPHSVNPJ�K`UHTPJ�[OH[�HY[PJ\SH[LZ�P[Z�L_WYLZZPVU��PU�^OPJO�VUL�LSLTLU[�JVTTLU[Z�VU��JYP[PJPaLZ��
and completes the other, rather than as a potentially linear reading of its materials transformed –by 
KLÄUP[PVU�¶�PU[V�LSLTLU[Z���Ibid: p280).

 

Although the historical aspect referred to by Lima is not necessary to our discussion here, it is worth noting that, 
historically, collage is an old technique, but also that it took on more importance in the visual arts through the 
Cubist movement.

0[�PZ�HU�\UKPZW\[LK�WVPU[��YLNHYKSLZZ�VM�VUL»Z�HUHS`ZPZ��[V�KLJSHYL�[OL�PU]LU[PVU�VM�JVSSHNL�PU�[OL�ÄYZ[�
decade of the twentieth century as a fundamental step in the history of Western art.  It is catalyzing 
HJ[PVU�MVY�PUÄUP[L�V[OLY�PU]LZ[PNH[PVUZ�[OH[��^P[O�[OLPY�KP]LYZL�WYVWVZP[PVUZ��WLYTLH[L�[OL�TVKLYU�
avant-garde. (Iwasso, 2010: p40). 

Stenciling is not a collage technique:  it is a technique of graphic reproduction, with a master image and copies 
derived from that master.  What brings stenciling close to collage is the result of the practice of stenciling as public 
HY[���*VSSHNL�PZ�PTWSPJP[�[V�[OL�WYHJ[PJL�HUK�]PZ\HSP[`�VM�Z[LUJPSPUN�VU�[OL�Z[YLL[��^OLYL�Z[LUJPSZ�HYL�Q\_[HWVZLK�^P[O�
other elements.  Posters; other artworks; visual debris; and the material wearing down of surfaces, among other 
elements, form a cut-up and fragmented visuality.  Stencils have the potential to adhere to a “neutral” place, but 
there are two reasons why this generally does not occur:
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-PUKPUN�H�Z\YMHJL�PU�[OL�JP[`�^P[OV\[�HU`�V[OLY�]PZ\HS�PUMVYTH[PVU�VY�V[OLY�]LZ[PNLZ�PZ�H�]LY`�KPɉJ\S[�[HZR��NP]LU�[OH[�
the city itself is a system of information. 

 
Urban artists work on the principle of communicating with and appropriating signs in order to construct their own 
ZPNUZ���;OPZ�KPHSVN\L�PZ�JVUZ[Y\J[LK�^P[O�^OH[L]LY�[OLZL�HY[PZ[Z�ÄUK�VU�[OL�Z\YMHJLZ�^OLYL�[OL`�JOVVZL�[V�JYLH[L�
work. Collage is therefore implicit to the choice of space.

3.  The Stencil Artist as Bricoleur

 Collage is similar to the stenciling as public art both because of its related aesthetic results and also 
because of the implications that it raises, as well as the characteristics of its emergence.  Collage emerged in 
YLZWVUZL�[V�[OL�L_JLZZP]L�PUK\Z[YPHS�Z\WLY�WYVK\J[PVU�VM�PTHNLZ"�P[�IYPUNZ�[VNL[OLY�TH[LYPHS�HUK�PUMVYTH[PVU�[OH[�
have already been produced, instead of producing material and information in order to bring them together.  For 
its part, the practice of street stenciling takes place through the sum of available visual productions.  In choosing 
a place that best serves the information to be presented – according to the criteria that each artist establishes 
PUKP]PK\HSS`�¶�Z[LUJPS�HY[PZ[Z�HKKZ�HUV[OLY� SH`LY�VM� PUMVYTH[PVU�[V�[OVZL�[OH[�HSYLHK`�L_PZ[�� �;OPZ�VJJ\YZ�UV[�VUS`�
in terms of the material elements of a given wall, but also in terms of the urban visual structure composed of 
buildings, passersby, and advertisements.

� (SS�VM�[OL�L_WLYPLUJLZ�[OH[�[HRL�WSHJL�^P[OPU�H�JP[`�¶�HUK�[OVZL�[OH[�[OL�JP[`�JH\ZLZ�[V�[HRL�WSHJL�¶�WYVK\JL�
images. Therefore, they also produce an aesthetic result.  On the basis of this relationship, which forms urban 
]PZ\HSP[`�¶�HUK�̂ OPJO�PZ�MVYTLK�VM�OL[LYVNLULV\Z�MYHNTLU[Z�VM�PTHNLZ��VM�̂ OPJO�[OL�HY[�WYVK\JLK�PU�\YIHU�JVU[L_[Z�
PZ�VUL�¶�VUL�JHU�ZLL�IYPJVSHNL�HZ�H�MVYT�VM�\UKLYZ[HUKPUN�\YIHU�ZL[[PUNZ�HUK�[OLPY�JVTWSL_P[PLZ���:VJPHS bricolage 
PZ�KLÄULK�HZ�HU�HYYHUNLTLU[�VM�OL[LYVNLULV\Z�MYHNTLU[Z��^P[O�[OL�HPT�VM�JYLH[PUN�Z`U[OL[PJ�\UP[ �̀�Z\JO�HZ�PU�[OL�
JYLH[PVU�VM�^VYR�IHZLK�VU�H�KP]LYZPÄLK�NHT\[�VM�VIQLJ[Z��0[�PZ�HU�HTWSL�JVUJLW[��JVPULK�I`�*SH\KL�3t]P�:[YH\ZZ��
HUK�P[�PZ�[OYV\NO�OPZ�^VYR�[OH[�[OL�JVUJLW[�VM�IYPJVSHNL�ÄYZ[�[VVR�VU�[OLVYL[PJHS�YLSL]HUJL�

3t]P�:[YH\ZZ� KPɈLYLU[PH[LZ�T`[OPJHS� [OV\NO[� �^OPJO� OL� YLMLYZ� [V� HZ� ¸[OL� ZH]HNL�TPUK¹�� MYVT� ZJPLU[PÄJ�
thought, thereby establishing a discussion about the perception and organization of forms of thought.  Mythical – 
VY�T`[OV�WVL[PJ�¶�[OV\NO[�PZ�JVUZ[Y\J[LK�[OYV\NO�UHYYH[P]LZ�HUK�TL[HWOVYZ��^OPSL�ZJPLU[PÄJ�[OV\NO[�PZ�[OH[�^OPJO�
^VYRZ� [OYV\NO� YLSH[PVUZOPWZ�JVUJLW[\HSS �̀� � 3t]P�:[YH\ZZ�JVU[YHZ[Z� [OLZL� [^V� MVYTZ�VM� [OV\NO[�HUK� PKLU[PÄLZ�H�
structure in mythic thinking that he calls bricolage.  This term emerges as a designation for “spontaneous action” 
based on a form of thought linked to action without abstraction; it is a method of organizing thought paved 
^P[O�TL[HWOVYZ�HUK�T`[OVSVNPLZ���;OL�VIQLJ[�VM�ZJPLU[PÄJ�[OV\NO[�PZ�JVUJLW[\HS!��[OL�Z`Z[LTPaH[PVU�VM�ZLUZP[P]L�
data with epistemic ends.  In contrast, mythic thought concerns itself with practical order; it groups sensitive 
KH[H�LTWPYPJHSS �̀�IHZLK�VU�L_WLYPLUJL���/LYL��¸T`[OPJ¹�[OV\NO[�JHU�IL�\UKLYZ[VVK�HZ�¸JVTTVU�RUV^SLKNL¹�[OH[�
VYNHUPaLZ�PUMVYTH[PVU�^P[OV\[�HUHS`[PJHS�JVUJLYUZ���/V^L]LY��3t]P�:[YH\ZZ�HSZV�PKLU[PÄLZ�H�VYNHUPaPUN�Z[Y\J[\YL�MVY�
these empirical forms of knowledge when he states that “[m]agical thought is not to be regarded as a beginning, 
a rudiment, a sketch, a part of a whole which has not yet materialized.  It forms a well-articulated system, and is 
in this respect independent of that other system which constitutes science.”  (Lévi-Strauss, 1966:  p13) Bricolage 
[HRLZ�WSHJL�I`�JOHUJL��[OYV\NO�JOHUJL�LUJV\U[LYZ�IL[^LLU�KPɈLYLU[�MVYTZ�VM�PUMVYTH[PVU:

because what [the “savage” set of tools] contains bears no relation to the current project, or indeed 
to any particular project, but is the contingent result of all the occasions there have been to enrich or 
renew the stock or to maintain it with the remains of previous constructions or destructions.  (ibid: p17) 

 Bricolage refers, as well, to the juncture of various elements towards the formation of a unique and 
PUKP]PK\HSPaLK�^OVSL�� �>OLU� 3t]P�:[YH\ZZ� HWWYVWYPH[LZ� [OL� [LYT�� OL� L_WSHPUZ� [OH[� [OL� -YLUJO� ]LYI�bricoler is 
[YHKP[PVUHSS`�\ZLK�^OLU�[HSRPUN�HIV\[�¸IPSSPHYKZ¯O\U[PUN��ZOVV[PUN��HUK�YPKPUN�¹�HZ�P[�YLMLYZ�[V�¸ZVTL�L_[YHULV\Z�
movement:  a ball rebounding, a dog straying or a horse swerving from its direct course to avoid an obstacle.” 
(ibid, 16)
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Bricolage, like the dynamic of urban visual structure, brings together previously produced information 
and materials, rather than producing them to later bring them together intentionally.  It is also like artists who, by 
JOVVZPUN�H�WSHJL�[OH[�ILZ[�L_WYLZZLZ�[OLPY information according to their own criteria, add a layer of information 
[V�WYL�L_PZ[PUN�PUMVYTH[PVU���(Y[PZ[Z»�[OPURPUN�PZ�UV[�VUS`�VYPLU[LK�[V^HYKZ�JOVPJLZ�YLNHYKPUN�[OL�WSHJL�[OH[�ILZ[�
dialogues with the concept of their work, but also with the aesthetic results of this choice.  An artist whose 
JOVPJLZ�HYL�IHZLK�VU�]PZ\HSP[`�YLÅLJ[Z�IHJR�VU�\YIHU�IYPJVSHNL���;OL�IYPJVSL\Y��HZ�3t]P�:[YH\ZZ�VYPNPUHS�)YHaPSPHU�
[YHUZSH[VYZ��(STPY�KL�6SP]LPYH�(N\PHY�HUK�4HYPH�*LSLZ[L�KL�*VZ[H�L�:V\aH��L_WSHPU!

 

PZ� ZVTLVUL�^OV� JHYYPLZ� V\[� H�^VYR� \ZPUN�TLHUZ� HUK� L_WLKPLU[Z� [OH[� KLUV\UJL� [OL� HIZLUJL�
of a preconceived plan, and that remove themselves from the processes and norms of a given 
technique.  A bricoleur is characterized especially by the fact of working with fragmentary materials 
that have already been elaborated. (Lévi-Strauss 1989: p32). 

 By analogy, and following this line of reasoning, we can say that stencil artists are bricoleurs, given that 
[OL`�KV�UV[�KLÄUL�WYLJPZLS`�^OH[�[OL`�^PSS�ÄUK�PU�[OL�WSHJLZ�^OLYL�[OL`�^VYR��VY�^OPJO�LSLTLU[Z�[OL`�^PSS�\[PSPaL�PU�
VYKLY�[V�JVTWVZL�H�JVTWSL[L�^VYR���0TWYV]PZPUN�HUK�^VYRPUN�^P[O�[OL�\UMVYLZLLU�WSH`�ZPNUPÄJHU[�YVSLZ�PU�Z[LUJPS�
HY[PZ[Z»� LWOLTLYHS� K`UHTPJ�� HUK� PU� [OL� SHJR�VM� H� N\HYHU[LL� MVY� [OLPY�^VYRZ»�THPU[LUHUJL�� �<YIHU� HY[PZ[Z�^VYR�
^P[O�V]LYSHWWPUN��^P[O�[OL�ZWVU[HULV\Z�Q\_[HWVZP[PVU�VM�^VYRZ�VM�HY[��HZ�^LSS�HZ�^P[O�[OL�^VYRZ»�KPZWVZHS�^P[OPU�H�
dynamic in which many artists erase the work of others.

 The improvisation related to the creative use of available resources and materials is a method, a structure 
of thought through which the visuality of the artistic object makes itself manifest.  Public art must necessarily relate 
to questions of locality in dealing with an environment that is not a white cube, but rather a street where the walls 
HYL�HSYLHK`�YLWSL[L�^P[O�TLHUPUNZ���;OLYL�HYL�HLZ[OL[PJ�X\LZ[PVUZ�[OH[�HWWS`�ZWLJPÄJHSS`�[V�[OPZ�JVUKP[PVU�VM�W\ISPJ�
art, of which the role of bricolage as a method inherent to public art is especially noteworthy. As I have already 
discussed, stencils are instruments in consonance with contemporary urban ways of life; therefore, stenciling 
proposes a dialogic relationship grounded in urban time and in the speed of contemporary urban connections.  
;OPZ�MVYT�VM�KPHSVN\L�ÄUKZ�P[Z�HLZ[OL[PJ�TH[LYPHSPaH[PVU�PU�IYPJVSHNL���;OL�YLSH[PVUZOPWZ�JVUZ[Y\J[LK�PU�[OL�ZWHJL�
time of the streets are similarly based in material and visual bricolage.  The information that streets carry with them 
may be reorganized through public art.  There is no doubt that when artists bring their work to the streets, they are 
not proposing signs, but rather rearticulating the signs that surround their work.  This process occurs even without 
[OL�HY[PZ[Z»�PU[LU[��I`�[OL�ZPTWSL�MHJ[�VM�PUZLY[PUN�UL^�ZPNUZ�PU[V�HU�\YIHU�Z`Z[LT�VM�PUMVYTH[PVU��ZPNUZ�[OH[�LU[LY�
into dialogue with the place. 

4. Stencil Aesthetics

A work of art conceived for traditional means of circulation ought to be determined by its chosen limits of physical 
Z\WWVY[���)\[�MVY�Z[LUJPSZ��HUK�MVY�\YIHU�HY[�PU�NLULYHS��[OL�HY[PZ[»Z�YLMLYLUJLZ�HYL�UV[�IHZLK�VUS`�VU�[OPZ�WO`ZPJHS�
support.  Instead, stencil artists must carry out a re-articulation of signs, completing their work with whatever is 
H]HPSHISL�PU�[OL�HYLH�[OH[�Z\YYV\UKZ�P[Z�L_LJ\[PVU���;OPZ�YL�HY[PJ\SH[PVU�JHU�[HRL�[^V�MVYTZ!��P[�TH`�VJJ\Y�[OYV\NO�
Z`TIVSPJ�V]LYSVHK��VY�[OYV\NO�[OL�YLZPNUPÄJH[PVU�VM�Z`TIVSPJ�JVUQ\UJ[\YLZ�

4.1. Symbolic Overload

“Symbolic overload” refers here to the aesthetic result composed by a work of art in dialogue with the space onto 
^OPJO�P[�OHZ�ILLU�Z\WLYPTWVZLK���0U�Z`TIVSPJ�V]LYSVHK��SH`LYZ�VM�ZPNUZ�HJJ\T\SH[L�HUK�HɉYT�[OL�MYHNTLU[H[PVU�VM�
prepared elements while clashing among themselves.  All of the stencils featured here are bricolages, in that they 
are overloaded with symbols of everyday visuality.
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  Figure 1 - Ozi Duarte e Celso Gitahy»Z�^VYR�MLH[\YLK�HTVUN�V[OLY�\YIHU�^VYRZ�

  

 Figure 2 - Ozi, Vandalice, São Paulo, Brazil.

Artistic practice in the streets, as I have already mentioned, involves joining images together on a surface so as to 
establish dialogue.  At times, this takes place not only through the location of a given work, or through the fact of a 
^VYR�ILPUN�WSHJLK�VU�[OL�Z[YLL[��I\[�HSZV�[OYV\NO�[OL�Q\_[HWVZP[PVU�VM�KPɈLYLU[�LSLTLU[Z���0U�[OL�ÄYZ[�PTHNL�HIV]L��
THU`�KPɈLYLU[�HLZ[OL[PJ�LSLTLU[Z�QVPU�[V�JVTWVZL�H�JVUZVUHU[�]PZ\HSP[`!�H�Z[LUJPS�VM�H�MYHNPSL�NPYS�PU�H�ZP[\H[PVU�VM�
apparent danger; the remnants of an advertisement for a reggae festival; the shreds of various surrounding papers; 
as well as surrounding phrases and tags.  Even though each element may well have been placed separately, in a 
distinct moment, the results of these placements compose a visual unity, since the visual elements – in shades 
VM�ISHJR�HUK�^OP[L�¶�HYL�WYHJ[PJHSS`�K\V[VUL�� � 0U� [OL�UL_[� PTHNL�� [OL�^VYR�VM� [OL�HY[PZ[Z�*LSZV�.P[HO`�HUK�6aP�
+\HY[L�TP_�^P[O�[OL�]LZ[PNLZ�VM�V[OLY�TH[LYPHSZ���>L�JHU�WLYJLP]L�[OH[�[OL�HIV]L�PTHNLZ�HYL�Q\_[HWVZLK�ILJH\ZL�
various layers of visual information compose the meaning and visuality of the stencil.  This aesthetic is marked 
by the composition of the work in relation to its environment, a junction that takes place chaotically: it presents a 
Z`TIVSPJ�V]LYSVHK��[OL�LɈLJ[�VM�^OPJO�HɉYTZ�P[Z�MYHNTLU[H[PVU���6aP»Z�Vandalice – a subversive parody of Lewis 
*HYYVSS»Z�Alice’s Adventures in Wonderland – is inserted near a sign that shows the possible routes available to 
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those passing through by car.  Meanwhile, a girl – symbolizing sweetness and innocence – writes, at the edge of 
a highway sign, a message that clashes with these adjectives; she proposes an idea of nihilism and disillusion, as 
though the direction to be chosen had no importance.  It is an image that counteracts the childlike universe of the 
character of Alice, as well as the meaning of an everyday, utilitarian symbol.  The dialogic possibilities that stencils 
carry as public art materialize in these artworks, as well as in those shown below:

Figure 3 - Above, Because Now I’m Worth It, Paris, France, 2010

;OL�WYPUJPWHS�HZWLJ[�VM�[OPZ�HY[^VYR�PZ�[V�ZH[PYPaL�[OL�JVTTVKPÄJH[PVU�HUK�]HSVYPaH[PVU�VM�\YIHU�HY[��HUK�[V�JVTTLU[�
on the dynamic of validation within the art market. In the stencil, a thief steals a public work made by Bansky, the 
MHTV\Z�,UNSPZO�HY[PZ[���;OL�WOYHZL�¸)LJH\ZL�5V �̂�0»T�>VY[O�0[¹�PZ�JSLHYS`�HU�PYVUPJ�JVTTLU[HY`�VU�[OL�[LUZPVU�
[OH[�)HURZ`�YLWYLZLU[Z!��UHTLS �̀�[OL�PUJS\ZPVU�VM�NYHɉ[P�PU�[OL�HY[�THYRL[��HUK�[OL�]HS\LZ�H[[HJOLZ�[V�Z\JO�^VYRZ���
Here, stenciling in and of itself serves as symbolic overload, as it groups together disparate information in order 
to form semiotic unity, based on the strange interplay between the diverse elements it presents.  These elements 
PUJS\KL�VUL�VM�)HURZ`»Z�W\ISPJ� HY[^VYRZ�� MLH[\YPUN�OPZ� PJVUPJ�TV\ZL�HUK�H� ZLU[LUJL� ¶� Z\WWVZLKS`�^YP[[LU�I`�
)HURZ`�OPTZLSM�¶�Z`TIVSPaPUN�[OL�YLJVNUP[PVU�VM�OPZ�HY[PZ[PJ�HUK�ÄUHUJPHS�]HS\L"�H�[OPLM�\ZPUN�NSV]LZ�HUK�H�THZR�
[OH[�PTWLKL�OPZ�PKLU[PÄJH[PVU��ZTPSPUN�PU�JVTTLTVYH[PVU�VM�OPZ�Z\JJLZZ�PU�Z[LHSPUN�H�]HS\HISL�HY[�^VYR"�HUK�[OL�
wall of the urban environment.  The work itself presents meaningful symbolic layers and, when it is shown on the 
Z[YLL[��[OLZL�SH`LYZ�HYL�UV[�VUS`�Z\IQLJ[�[V�[OL�HKKP[PVU�VM�V[OLY�LSLTLU[Z"�[OL`�HSZV�JVU[L_[\HSPaL��ZLTPV[PJHSS �̀�
the environment in which they originated.  The situation that the stencil proposes runs counter to the universe of 
W\ISPJ�HY[���;OL�PYVU`�P[�WYLZLU[Z�Z[LTZ�MYVT�[OL�PTHNL�VM�[OL�[OPLM��MYVT�[OL�TV\ZL»Z�JVUZJPV\ZULZZ�VM�P[Z�]HS\L�HZ�
HU�VIQLJ[�VM�HY[��HUK�MYVT�[OL�ZLU[LUJL�[OH[�L_WSHPUZ�[OL�TLHUPUN�VM�[OL�^VYR�
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 ;OL�NYHɉ[P� HY[PZ[�)SLR� 3L�9H[�THKL� H� Z[LUJPS� �Blek le Rat, Florence Aubenas, Paris, France, 2005) in 
response to the kidnapping of Florence Aubenas, a French journalist, in Baghdad.  During the 151 days that 
Aubenas was missing in Iraq, the artist Blek Le Rat spread images of her in strategic points throughout Paris, both 
HZ�HU�HWWLHS�HUK��WHYHKV_PJHSS �̀�HZ�H�MVYT�VM�THYRPUN�OLY�HIZLUJL���;OPZ�Z[LUJPS�PZ�SVJH[LK�KPYLJ[S`�\UKLY�H�Z[YLL[�
sign; it is therefore guaranteed to draw attention.  The stencil, like the fountain in the center of the photograph, 
the wall on which the work is placed, and the people and the cars passing by, inserts itself as another object 
JVTWVZPUN�\YIHU�]PZ\HSP[ �̀��/LYL��[OLYL�PZ�UV�ZLTPV[PJ�YLZPNUPÄJH[PVU��I\[�YH[OLY�VUL�TVYL�KH[H�WVPU[�PU�H�Z`Z[LT�
of information.

    

Figure 4 - Bansky. ¸>OH[�(YL�@V\�3VVRPUN�([&¹�3VUKVU��<2������

Here, Banksy places the question “What Are You Looking At?” in front of a security camera, commenting on the 
JVU[LTWVYHY`�L_JLZZ�VM�]PNPSHUJL�HUK�TVUP[VYPUN�� �7YVWVY[PVUHSS �̀� [OL�<UP[LK�2PUNKVT� PZ� [OL�JV\U[Y`�^P[O� [OL�
greatest number of security cameras in the world; in London alone, there are close to 10,000 cameras installed in 
W\ISPJ�HYLHZ���<UKLY�[OL�WYL[L_[�VM�WVSPJPUN�[OL�JP[`�ZV�HZ�[V�YLK\JL�HUK�WYL]LU[�JYPTPUHSP[ �̀�[OPZ�]PNPSHUJL�ILJVTLZ�
H�[VVS�VM�PUKPZJYPTPUH[L�ZVJPHS�JVU[YVS�[OH[�OPUKLYZ�JP[PaLUZ�MYVT�L_LYJPZPUN�[OLPY�MYLLKVT���;OPZ�ZLJ\YP[`�PUZ[Y\TLU[�
observes local social dynamics so as to control them more thoroughly.  Yet here, instead of carrying out its objective, 
[OL�JHTLYH�ZLY]LZ�[V�JVU[L_[\HSPaL�)HURZ`»Z�WYV[LZ[���;OLYLMVYL��KPɈLYLU[�SH`LYZ�V]LYSHW��KPɈLYLU[�ZPNUZ�[OH[�ZLLT�
Z[YHUNL�[HRLU�[VNL[OLY��NP]LU�[OH[�)HURZ`»Z�HKKP[PVU�VWWVZLZ�HUK�JVUMYVU[Z�[OL�LSLTLU[�VM�NV]LYUTLU[HS�VYKLY���
;OL�Z`TIVSPZT�VM�[OL�JHTLYH�H[�^VYR�PZ�Q\_[HWVZLK�^P[O�[OL�HKKP[PVU�VM�[OL�Z[LUJPS�[OH[�KPYLJ[S`�X\LZ[PVUZ�P[Z�ZVJPHS�
M\UJ[PVU���;OL�ZJLUL�PZ�JVTWVZLK�VM�Z`TIVSPJ�V]LYSVHKZ��Q\_[HWVZPUN�[OL�LSLTLU[Z�VM�JHTLYH��^HSS��Z[LUJPS��HUK�
[OL�WHZZLYZI`�^OV�TV[P]H[L�HSS�VM�[OL�TV]LTLU[��)HURZ`»Z�ZLU[LUJL�PZ�HU�LSLTLU[�[OH[�KLJVUZ[Y\J[Z�[OL�JHTLYH�
by questioning it.

������;OL�9LZPNUPÄJH[PVU�VM�:`TIVSPJ�*VUQ\UJ[\YLZ  
(�Z[LUJPS�JHU�PUZLY[�P[ZLSM�PU[V�[OL�\YIHU�LU]PYVUTLU[�HZ�VUL�TVYL�ZPNU��JH\ZPUN�L_PZ[PUN�ZPNUZ�[V�V]LYÅV^��HZ�^L�
OH]L�ZLLU�HIV]L�"�VY�P[�JHU�IL�PUZLY[LK�PU�H�THUULY�[OH[�YLZPNUPÄLZ�L_PZ[PUN�ZPNUZ���;OPZ�ZLJVUK�[`WL�VM�Z[LUJPS�
symbolizes the insertion of elements that rearticulate the meaning of an original sign.  The new sign that a stencil 
proposes enters into a direct dialogue with its environment, highlighting the meaning that is already imposed on 
its locale.  It does not add another layer of information beyond what has already been established; instead, it 
YLZPNUPÄLZ�[OL�L_PZ[PUN�JVU[L_[���0U�[OPZ�ZLUZL��P[�PZ�SPRL�HU�L_[YH�LSLJ[YPJHS�WS\N�PTWVZLK�VU�H�OPNO^H �̀�LTWOHZPaPUN�
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the character of connection that the highway already possesses, or like a passerby who occasionally encounters 
another, as occurs every day in a city.

Figure 5 - Roadsworth, Male Plug, Canada         Figure 6 - Roadsworth, Female Plug, Montreal, Canada.

Figure 7 - Tobias Starke, Dialogue, Pripyat, Ukraine.

 The three images above re-articulate signs established by the city.  The artist Roadsworth works with the 
PKLH�VM�OPNO^H`Z�HZ�LSLTLU[Z�[OH[�VYNHUPaL�HUK�PU[LNYH[L�H�JP[ �̀��)LJH\ZL�H�OPNO^H`�PZ�L_[YLTLS`�M\UJ[PVUHS��PU�
the sense of having a determined function to carry out – namely, transporting vehicles – it is not bound to a single 
WVZZPIPSP[`�VM�HY[PZ[PJ�L_WYLZZPVU���9VHKZ^VY[O»Z�WS\NZ�PU[LY]LUL�PU�[OL�]PZ\HS��\YIHU�]VJHI\SHY`�HUK�WYVWVZL�UL^�
meanings for utilitarian symbols.
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 The third image, placed in the city of Pripyat, refers to the disaster that took place in April 1986, when 
H�U\JSLHY�L_WSVZPVU�H[�[OL�*OLYUVI`S�U\JSLHY�YLHJ[VY�JH\ZLK�HU�LZJHWL�VM�YHKPVHJ[P]L�TH[LYPHS���;OL�PU[LUZP[`�VM�
the accident, which released 400 times more radiation than the atomic bomb dropped on Hiroshima, made the 
JP[`�\UPUOHIP[HISL���;OL�KLH[OZ�JH\ZLK�I`�[OL�HJJPKLU[��HZ�^LSS�HZ�[OL�Z\IZLX\LU[�L_VK\Z�MYVT�[OL�JP[ �̀�JH\ZLK�
7YPW`H[�¶�ZP[\H[LK�PU�UVY[OLYU�<RYHPUL�¶�[V�ILJVTL�RUV^U�HZ�H�NOVZ[�[V^U���0[�PZ�L_HJ[S`�[OPZ�PTHNPUHY`�[OH[�[OL�
HY[PZ[�HWWYVHJOLZ�^P[O�[OL�HIV]L�Z[LUJPS���;OLZL�HYL�^VYRZ�VM�IYPJVSHNL�ILJH\ZL�VM�[OLPY�YLZPNUPÄJH[PVU�VM�Z`TIVSPJ�
JVUQ\UJ[\YLZ��HUK�ILJH\ZL� [OLPY� PUZLY[PVU� PU[V� [OL�LU]PYVUTLU[�KVLZ�UV[�VɈLY�\Z�H�JOHV[PJ�HLZ[OL[PJ� YLZ\S[�VM�
disparate information, but rather something new and homogeneous.  A sense of strangeness occurs through this 
Z`TIVSPJ�\UP[`�[OYV\NO�[OL�OHYTVUPV\Z�Q\_[HWVZP[PVU�VM�]PZ\HS�LSLTLU[Z��

     

 

 

Figure 8 - Alexandre Órion, Metabiótica 05, São Paulo, Brasil, 2003

� (SL_HUKYL�ÔYPVU»Z�WOV[VNYHWO�WYVWVZLZ�H�YLSH[PVU�IL[^LLU�[OL�Z[LUJPS�VM�H�^VTHU�^HSRPUN�PU�[OL�VWWVZP[L�
KPYLJ[PVU�VM�HU�HJ[\HS�WHZZLYI �̀�[OLYLI`�JHSSPUN�H[[LU[PVU�[V�[OL�ÅV^�VM�WLVWSL�PU�H�JP[ �̀��0[�HSZV�Z\NNLZ[�[OL�
PTWLYZVUHS�UH[\YL�PUOLYLU[�[V�THQVY�\YIHU�JLU[LYZ�� PU�^OPJO�[OL�PU[LUZL�ÅV^�VM�WLVWSL�HUK�PUMVYTH[PVU�
makes anonymity a structural characteristic of the city and, therefore, of stencils as public art.  The 
HLZ[OL[PJ�YLZ\S[�PZ�OHYTVUPV\Z"�P[�KVLZ�UV[�JSHZO�^P[O�V\Y�L_WLJ[H[PVUZ�VM�H�JP[ �̀��0[�PZ�VUS`�I`�SVVRPUN�JSVZLS`�
at the photograph that we can tell that the person walking in the opposite direction is, in fact, a stencil.  
The representation of a woman walking refers to the casual nature of public urban contact.  The project of 
^OPJO�[OPZ�ZWLJPÄJ�̂ VYR�PZ�WHY[�IYPUNZ�[VNL[OLY�\YIHU�Z[LUJPS�HUK�WOV[VNYHWOZ�[V�JVTWVZL�[OL�ZLUZL�VM�[OL�
HY[^VYR���0[�PZ�H�ZJLUPJ�^VYR�PU�^OPJO�WOV[VNYHWOPJ�YLNPZ[Y`�PZ�[OL�ÄUHS�JVTWVULU[���;OL�WYVQLJ[�KLWLUKZ�VU�
[OL�JVU[L_[�VM�[OL�JP[`�[V�JYLH[L�^VYRZ�[OH[�YLHJO�[OLPY�JVUJS\ZPVU�VUS`�[OYV\NO�KVJ\TLU[LK�PU[LYHJ[PVUZ�
with passersby. Structurally, the above stencil relies on its surroundings for its meaning.  
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Chapter 10

The Writing on the Wall: Embraced or Despised
 
=VPJH�7\ȴJHȴP\

Abstract
+\L�[V�[OL�MHJ[�[OH[�MVY�ZVTL�YLZLHYJOLYZ�[OL�KPɈLYLUJL�IL[^LLU�[OL�¸.YHɉ[P¹�HUK�¸:[YLL[�(Y[¹�PZ�PYYLSL]HU[�MVY�[OLPY�
methodology, there seems to be no clear consensus upon the usage of these terms, and they are interchangeable 
even within the artistic community. However, studies concerning the history of these practices make a clear 
KPZ[PUJ[PVU�IL[^LLU�[OL�[^V��HUK�[OL�]LY`�L_PZ[LUJL�VM�ZLWHYH[L�[LYTZ��ILNZ�[OL�L_WSHUH[PVU�[OH[�L]LU�[OV\NO�P[�
KLYP]LK�MYVT�.YHɉ[P��:[YLL[�(Y[�OHZ�ILJVTL�ZVTL[OPUN�[OH[�.YHɉ[P�PZ�UV[��;OL�KPɈLYLUJLZ�HYL�Z\IZ[HU[PHS�HUK�VU�
THU`�SL]LSZ��HUK�[OL`�HYL�WHY[PJ\SHYS`�PTWVY[HU[�MVY�[OPZ�Z[\K`�ZPUJL�[OL`�JHU�L_WSHPU�[OL�^H`�.YHɉ[P�HUK�:[YLL[�(Y[�
are perceived by the public.
¸.YHɉ[P¹�VYPNPUH[LZ�MYVT�[OL�.YLLR�^VYK�NYHWOPLU��TLHUPUN�¸[V�^YP[L¹��HUK�P[�PZ�HJ[\HSS`�]LY`�HWWYVWYPH[L�MVY�[OL�
JVU[LTWVYHY`�WYHJ[PJL�ILJH\ZL�[OLZL�^VYRZ�SP[LYHSS`�JVUZPZ[�VM�H�ZPNUH[\YL��VY�¸[HN¹��^OLYL�[OL�H\[OVY»Z�UPJRUHTL�
PZ�^YP[[LU�VU�H�^HSS��;OL�H\[OVY� PZ�NLULYHSS`�UV[�JVUZPKLYLK�HU�HY[PZ[��I\[� PZ�HSTVZ[�L_JS\ZP]LS`� YLMLYYLK�[V�HZ�H�
“writer” or “tagger”. The letters used for tagging are highly stylized, rendering the piece largely unreadable for an 
PUL_WLYPLUJLK�]PL^LY��HUK�[OLPY�VUS`�PU[LUKLK�H\KPLUJL�PZ�[OL�^YP[LYZ»�JVTT\UP[ �̀�)LJH\ZL�VUS`�V[OLY�[HNNLYZ�HYL�
JVTWL[LU[�PU�KL[LYTPUPUN�[OL�]HS\L�VM�H�WPLJL��[OL�HLZ[OL[PJZ�VM�.YHɉ[P�ILJVTLZ�PUHJJLZZPISL�[V�[OL�YLN\SHY�WLVWSL�
that encounter it on the streets. Not understanding its rules, not being able to see any sort of beauty or purpose 
P[»Z�TVYL�[OHU�SPRLS`�P[�^PSS�IL�[OV\NO[�VM�HZ�WYVWLY[`�KHTHNL�HUK�]HUKHSPZT���0U�[OL�JVU[L_[�VM�[OL�[HNNLYZ�ÄNO[PUN�
LHJO�V[OLY�MVY�¸[LYYP[VYPLZ¹��.YHɉ[P�HSZV�ILJHTL�HZZVJPH[LK�^P[O�Z[YLL[�NHUN�ILOH]PVY��^OPJO�M\Y[OLY�KPZ[HUJLK�[OL�
general public from wanting to understand and appreciate this art form. Much like other forms of contemporary art, 
HJJLZZPISL�[V�VUS`�[OL�LK\JH[LK�ML �̂�.YHɉ[P�YLJLP]LZ�[OL�ZHTL�ZVY[�VM�OVZ[PSL�YLZWVUZL��I\[�^OPSL�*VU[LTWVYHY`�
(Y[�PZ�SHYNLS`�JVUZ[YPJ[LK�[V�T\ZL\TZ�VY�NHSSLYPLZ��.YHɉ[P�PZ�ZVTLOV^�MVYJLK�\WVU�[OL�W\ISPJ��P[�L_PZ[Z�PU�[OL�W\ISPJ�
KVTHPU�I\[�H[�[OL�ZHTL�[PTL�P[�THRLZ�UV�LɈVY[�[V�YLHJO�V\[�[V�P[Z�SHYNL�H\KPLUJL�
Street Art on the other hand, has the clear advantage of being directed at everyone it comes into contact with and 
its wide array of styles, techniques, and messages has gathered an enormous fan base all around the world. More 
often than not Street Art is seen as an improvement upon the bare city walls and through surprise, wittiness, and 
O\TVY�P[�THUHNLK�[V�ILJVTL�UV[�VUS`�HJJLW[LK��I\[�HSZV�WYV[LJ[LK�HZ�HU�HY[�MVYT��0[�PZ�UV[�[V�ZH`�[OL�.YHɉ[P�PZ�
KPZTPZZPISL�HZ�HU�HY[PZ[PJ�WYHJ[PJL��I\[�PM�^L�[HRL�PU[V�JVUZPKLYH[PVU�[OL�YVSL�HɈLJ[�HUK�LTV[PVUHS�JVUULJ[PVU�WSH`�
in the success of art in the public space it is easy to see why it is still frowned upon.

1. The Writing on the Wall: Embraced or Despised

 ¸0M�P[�[HRLZ�SVUNLY�[OHU�Ä]L�TPU\[LZ��P[»Z�UV[�.YHɉ[P�¹��4PU[:LYM�������

� ;OL�Z\Z[HPULK�YPZL�PU�WVW\SHYP[`�VM�[OL�:[YLL[�(Y[�HUK�.YHɉ[P�TV]LTLU[Z��SHYNLS`�WYVTW[LK�I`�[OL�THZZP]L�
dissemination through the means of the Internet, also meant an increase in the number of articles written on this 
subject by journalists and scholars alike (DeNotto, 2014) and this volume further proves the validity and the interest 
for research on these topics. Despite the increasing number of articles there it is quite easily noticed that there still 
ZLLTZ�[V�IL�H�SHJR�VM�[LYTPUVSVNPJHS�JVUZLUZ\Z�^OLU�P[�JVTLZ�[V�[OL�\ZHNL�VM�[OL�[LYTZ�.YHɉ[P�HUK�:[YLL[�(Y[��
which can cause misdirection. Most often the terms are used interchangeably and what is more interesting is that 
this is practiced even by some of the artists themselves, which only adds to the perpetuation of this confusion. 
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0U�[OL�JHZL�VM�ZVTL�YLZLHYJOLYZ�[OL�[LYTPUVSVNPJHS�KPɈLYLUJL�PZ�YLUKLYLK�PYYLSL]HU[�I`�[OLPY�TL[OVKVSVN`�HUK�[OH[�
is understandable, however studied concerned with the history of these artistic movements do make a clear dif-
MLYLUJL�IL[^LLU�[OLZL�[^V�[LYTZ��>HJéH^LR���������>OPSL�P[�JHU�IL�HYN\LK�[OH[�ZPUJL�[OL�KPZ[PUJ[PVU�PZ�UV[�HS^H`Z�
made or even known, there may not be an actual need for it, the opposite is actually true, because it is instrumental 
PU�L_WSHPUPUN�^O`�ZVTL�VM�[OLZL�^VYRZ�HYL�JVUZPKLYLK�]HUKHSPZT�HUK�HYL�YLTV]LK��`L[�V[OLYZ�HYL�ILSV]LK�HUK�
L]LU�ILJVTL�PJVUPJ��;OL�]LY`�L_PZ[LUJL�VM�[^V�KPZ[PUJ[�UHTLZ��ILNZ�[OL�L_WSHUH[PVU�[OH[�[OL`�HYL�PU�MHJ[�KPɈLYLU[�
HY[�MVYTZ��HUK�`L[�KLZWP[L�[OH[�PU[LYLZ[�OHZ�ILLU�ZOV^U�MVY�JSLHYPUN�\W�[OL�KPɈLYLUJLZ�IL[^LLU�[OLT��[OL�HY[PJSLZ�
HYL� PUJVUZ[HU[�HUK�VM[LU�\UKLYSPUL� [OL�Z\WLYÄJPHS�HUHS`ZPZ� [OH[� MVJ\ZLZ�VU� [OL�ZLJVUKHY`�JOHYHJ[LYPZ[PJZ�^OPSL�
ignoring the more important ones.

(U�L_HTWSL�VM�[OPZ�PZ�[OL�MHJ[�[OH[�[OLYL�ZLLTZ�[V�IL�H�JVUZLUZ\Z�VU�[OL�MHJ[�[OH[�.YHɉ[P�PZ�X\PJR�HUK�NYP[[ �̀�SPRL�
HU�PSSPJP[�HJ[P]P[`�ZOV\SK�IL��I\[�P[�ZOV\SK�IL�JSLHY�[OH[�ZWLLKPULZZ�VU[V�P[ZLSM�PZ�UV[�H�Z\ɉJPLU[�JOHYHJ[LYPZ[PJ�PU�VY-
KLY�[V�KPZ[PUN\PZO�IL[^LLU�[OPZ�HUK�:[YLL[�(Y[��(UV[OLY�TPZ[HRL�JVTLZ�MYVT�HWWS`PUN�]LY`�ZP[L�ZWLJPÄJ�N\PKLSPULZ�
^OPJO�^PSS�UV�SVUNLY�IL�Z[HUKPUN�^OLU�JVUZPKLYPUN�H�KPɈLYLU[�SVJH[PVU��)HY[SL[[���������ILZPKLZ�[OL�MHJ[�[OH[�[OPZ�PZ�
not proper practice, it also fails to successfully clarify things. For the sake of this clarity, it must be mentioned that 
[OYV\NOV\[�[OPZ�WHWLY�[OL�[LYTZ�^PSS�IL�\ZLK�PU�HJJVYKHUJL�[V�>HJéH^LR»Z�^VYR�^OLYL�P[�PZ�\UKLYSPULK�[OH[�L]LU�
[OV\NO�P[�KLYP]LK�MYVT�.YHɉ[P�ZVTL[PTL�PU�[OL�SHZ[����`LHYZ��+L5V[[V������"�>HJéH^LR��������W�������:[YLL[�(Y[��VY�
WVZ[�.YHɉ[P�HY[�HZ�ZOL�ZVTL[PTLZ�JHSSZ�P[��>HJéH^LR��������W�������OHZ�LUKLK�\W�ILJVTPUN�ZVTL[OPUN�HS[VNL[OLY�
KPɈLYLU[�
For some a valid distinction seemed to be the medium in which the works were created (Linton, 2012), but the 
L]VS\[PVU�VM�IV[O�HY[�MVYTZ�THKL�[OPZ�HU�PUJVUJS\ZP]L�JYP[LYPH��(S[OV\NO�ZWYH`�WHPU�^HZ�TVZ[S`�\ZLK�MVY�.YHɉ[P��^L�
JHU�UV^�ZLL�.YHɉ[P�HY[PZ[Z�\ZPUN�Z[PJRLYZ��>LPZILYN���������^OPJO�^HZ�WYLKVTPUHU[S`�H�:[YLL[�(Y[�WYHJ[PJL��0U�[OL�
same time Street Art has reached such a wide array of mediums that it basically can be made out of everything 
MYVT�TVZZ��YLHK`�THKLZ��[PSLZ��HUK�VM�JV\YZL�ZWYH`�WHPU[��(J[\HSS`�VUL�VM�[OL�ÄYZ[�HUK�TVZ[�^PKLZWYLHK�:[YLL[�(Y[�
techniques besides stickers was stenciling which was often done with sprays.

;OL�TVZ[�JVTTVU�KPZ[PUJ[PVU�JVTLZ�MYVT�[OL�MHJ[�[OH[�.YHɉ[P�PZ�JVUJLU[YH[LK�VU�SL[[LYZ�^OPSL�:[YLL[�(Y[�PZ�KPZ[PU-
N\PZOLK�[OYV\NO�P[Z�\ZL�VM�SVNVZ��>HJéH^LR��������W�������;OPZ�PZ�\UKLUPHIS`�H�NVVK�Z[HY[PUN�WVPU[��I\[�P[�HSZV�WYV]LZ�
PUZ\ɉJPLU[�ZPUJL�[OLYL�HYL�ZVTL�.YHɉ[P�^VYRZ�[OH[�PUJVYWVYH[L�JOHYHJ[LYZ�MYVT�WVW\SHY�J\S[\YL��;OVTWZVU����� ��
p. 41) and at the same time there is also a lot of Street Art centered on letters and lacking any other imagery. Thus 
further important distinctions must also be made, they concern the subject of the works, their aesthetics, and last 
I\[�UV[�SLHZ[��[OL�H\KPLUJL�[V^HYKZ�^OPJO�[OL`�HYL�KPYLJ[LK��;OPZ�ILPUN�ZHPK��.YHɉ[P»Z�Z\IQLJ[�PZ�HSTVZ[�L_JS\ZP]LS`�
[OL�H\[OVY»Z�UPJRUHTL��HU�L_JLW[PVU�PZ�[OH[�P[�JHU�ZVTL[PTLZ�IL�HJJVTWHUPLK�I`�H�KLKPJH[PVU��Z\JO�HZ�¸[V�4VT¹�
(Thompson, 2009, p. 41), while Street Art has an incredibly wide variety of subjects and messages. 
;OPZ�PZ�VUL�VM�[OL�NVSKLU�Y\SLZ�^OLU�LZ[HISPZOPUN�PM�ZVTL[OPUN�ILSVUNZ�[V�.YHɉ[P�VY�:[YLL[�(Y[��I\[�MYVT�OLYL�[OL�
KPZ[PUJ[PVUZ�JHU�IL�KL]LSVWLK�M\Y[OLY�LZWLJPHSS`�^OLU�JVUZPKLYPUN�[OLPY�H\KPLUJLZ��>OPSL�.YHɉ[P�PZ�SHYNLS`�\UYLHK-
able for people outside its artistic community and its aesthetics and value are judged solely by peer members, 
Street Art is distinctly directed at everyone it happens to come into contact with. Its aesthetic is also much more 
relatable and open to judgment and analysis, while its message is usually clear, even if it is just funny or whimsical. 
While the motivations stem from the same desire to reclaim public space, their choice of practice points towards 
KPɈLYLU[�KPYLJ[PVUZ�[OYV\NO�^OPJO�[V�HJJVTWSPZO�[OPZ�HUK�.YHɉ[P»Z�L_JS\ZP]PZ[�H[[P[\KL�HUK�JSVZLK�HLZ[OL[PJZ�YLU-
ders it hostile in front of the audiences.
;OL�JYVZZV]LYZ�KV�L_PZ[��I\[�HYL�YH[OLY� SPTP[LK�HUK�[OL`�PUJS\KL�[OL�HMVYLTLU[PVULK�PUJS\ZPVU�VM�H�JOHYHJ[LY� PU�
.YHɉ[P��(SZV�[OL�ZV�JHSSLK�.YHɉ[P�T\YHSZ�JV\SK�ILSVUN�[V�[OPZ�JYVZZV]LY�JH[LNVY`�PM�VUL�[HRLZ�PU[V�JVUZPKLYH[PVU�
[OL`�HYL�WHPU[LK�I`�.YHɉ[P�HY[PZ[Z�I\[�SLNHSS`�HUK�\Z\HSS`�VU�JVTTPZZPVU��[OL`�KVU»[�PUJS\KL�[OL�HY[PZ[»Z�ZPNUH[\YL�
VY�H[�SLHZ[�[OH[»Z�UV[�[OL�THPU�Z\IQLJ[��^OPJO�WSHJLZ�[OLT�JSVZLY�[V�:[YLL[�(Y[�WYHJ[PJLZ��0[�T\Z[�IL�UV[LK�[OH[�[OL�
.YHɉ[P�T\YHSZ�HYL�JP[LK�[V�IL�[OL�TVZ[�Z\JJLZZM\S�KL[LYTLU[�HNHPUZ[�.YHɉ[P�P[ZLSM��3VTIHYK��������W��  ���I`�VJJ\-
W`PUN�HU�V[OLY^PZL�ISHUR�̂ HSS��6M�JV\YZL�[OLYL�HYL�HY[PZ[Z�[OH[�LUNHNL�PU�IV[O�HY[�MVYTZ��\Z\HSS`�Z[HY[PUN�̂ P[O�.YHɉ[P�
and moving on to Street Art, but both are sometimes practiced simultaneously, and while this is not an issue, the 
works themselves inevitably fall in one of the two categories depending on the style used in each particular case.

>OLU�JVUZPKLYPUN�PU�^OPJO�VM�[OL�[^V�JH[LNVYPLZ�[OL�THU`�PTHNLZ�HUK�^VYKZ�[OH[�L_PZ[�\UZHUJ[PVULK�PU�[OL�W\ISPJ�
ZWHJL�MHSS�� P[� PZ� PTWVY[HU[�[V�HSZV�YLJVNUPaL�[OL�L_PZ[LUJL�HUK�[YHKP[PVU�VM� SH[YPUHSPH��+\UKLZ��� �����VY�YLZ[YVVT�
NYHɉ[P��^OPJO�OHZ�H�T\JO�SVUNLY�[YHKP[PVU�[OHU�[OL�JVU[LTWVYHY`�.YHɉ[P�WYHJ[PJL��+LZWP[L�P[Z�UHTL��[OPZ�ILSVUNZ�
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into a category onto itself, but which is in truth much closer to what we would call Street Art mainly because of 
their various subjects, and styles which include drawings, political comments, advice, and poetry. Even though 
the artistic intention behind them is debatable, they are interesting especially because of the written dialogue they 
WYVTW[��4VSSV �̀�����"�;YHOHU��������HUK�[OL�MHJ[�[OH[�[OL`»YL�SHYNLS`�LUYPJOLK�I`�[OL�YLWSPLZ�

���.YHɉ[P�HUK�]HUKHSPZT

.YHɉ[P�HZ�H�^VYK�VYPNPUH[LZ�MYVT�[OL�.YLLR�^VYK�graphien meaning “to write” and afterwards it was used in Italian 
as NYHɉ[V, meaning “to scratch” (mostly referring to words) (DeNotto, 2014) and it was in this sense translated 
to the English language where it has been in use since the 19th century, however nowadays it seems to be a dirty 
^VYK��1LJOV^��^P[O�HU�\UKLZPYHISL�JVUUV[H[PVU��*VU[LTWVYHY`�.YHɉ[P�YLMLYZ�[V�H�]LY`�ZWLJPÄJ�WYHJ[PJL�[OH[�[VVR�
VɈ�PU�[OL�� ��Z�PU�7OPSHKLSWOPH��^P[O�*VYUIYLHK�HUK�,HYS�ILPUN�[OL�LHYSPLZ[�L_HTWSLZ��>HJéH^LR��������W�������HUK�
which spread to other cities in the United States, most notably New York. There, it quickly turned into a massive 
phenomenon in the hands of the youth that wanted to make their presence known and claim the city as their own. 
It is for this reason that most of it was done on subway cars by the means of which the works could travel “all-city” 
(Masilamani, 2008, p. 5).

0U�HJJVYKHUJL�[V�[OL�L[`TVSVN`�VM�[OL�^VYK��HUK�.YHɉ[P�HY[PZ[Z�HYL�TVZ[�VM[LU�YLMLYYLK�[V�HZ�¸^YP[LYZ¹�HUK�[OLPY�
practice is actually just that, an often highly stylized form of writing their nicknames, as if the entire work consisted 
HJ[\HSS`�VM�[OL�HY[PZ[»Z�ZPNUH[\YL��;OPZ�NLZ[\YL�VM�WYVJSHPTPUN�̧ 0�̂ HZ�OLYL¹�̂ HZ�KVUL�[OYV\NO�ZL]LYHS�[`WLZ�VM�̂ VYRZ��
the simplest and generally the smallest one was the tag, it was just the outline of the letters and generally a single 
color was used, but there are also the larger, more intricate pieces, short for “masterpieces”, which themselves 
JHU�IL�ZLLU�PU�H�^PKL�]HYPL[`�VM�Z[`SLZ�KLWLUKPUN�VU�[OL�SL[[LYPUN�[OH[�^HZ�\ZLK��([�ÄYZ[��[OLZL�[YH]LSSPUN�tags often 
PUJS\KLK�H�NLVNYHWOPJHS�PUKPJH[PVU�UL_[�[V�[OL�UPJRUHTL��;OVTWZVU����� ��W����"�>HJéH^LR��������W�������^OPJO�
served in identifying their authors with a neighborhood, and also helped them engage in a city-wide dialogue with 
^YP[LZ�MYVT�KPɈLYLU[�WHY[Z�VM�[OL�JP[ �̀�7YVSPMLYH[PVU�̂ HZ�RL �̀�HZ�[OL�VUL�̂ P[O�[OL�SHYNLZ[�U\TILY�VM�[HNZ�̂ HZ�KLLTLK�
“king” of a certain train line and thus commanded the respect that came with the title.

This better helps to understand why such a dynamic might be appealing to gangs that in their territorial battles 
ILNHU�[V�\ZL�[HNZ�PU�VYKLY�[V�LZ[HISPZO�HU�LU[PYLS`�KPɈLYLU[�RPUK�VM�OPLYHYJO`�HUK�YLZWLJ[��IHZLK�UV[�VU�WSH`M\S�
JVTWL[P[PVU�HUK�YLZWLJ[�MYVT�[OL�^YP[LYZ»�WLLYZ��I\[�VU�YLHS�SPML��WO`ZPJHS�]PVSLUJL��^OPJO�^LYL�H�MHY�JY`�MYVT�[OL�
.YHɉ[P�YP]HSYPLZ�HUK�IH[[SLZ�[OH[�IHZPJHSS`�^LU[�VUS`�HZ�MHY�HZ�H�^YP[LY�JV]LYPUN�\W�HUV[OLY�VUL»Z�piece (Chalfant, 
/HIPI��:PS]LY��� �����)LJH\ZL�[OL�^YP[LYZ��^LYL�VYNHUPaLK�PU�¸JYL^Z¹��;OVTWZVU����� ��W������[OL�W\ISPJ»Z�VWPUPVU�
on them being involved in gang behavior was only consolidated, despite the fact that other than cultivation a men-
[VY�¶�HWWYLU[PJL�YLSH[PVUZOPW��[OL�.YHɉ[P�JYL^Z�^LYL�UV[�PU�HU`�^H`�YLSH[LK�[V�NHUNZ��L]LU�IHJR�PU�[OVZL�LHYS`�KH`Z�
and much less now (Trajtenberg, 2014, p. 174-5). In reality crews facilitated both competition and collaboration 
and writing was seen as a thoroughly social activity (Thompson, 2009, p. 32), an alternative to gang membership 
[OL`�^LYL�UV[�JVUJLYULK�^P[O�WYV[LJ[PUN�H�[LYYP[VY`�I\[�^P[O�ZLSM�L_WYLZZPVU��>HJéH^LR��������W������HUK�ZV�[OL�
^YP[LY»Z�UL[^VYR�^HZ�HU�PTWVY[HU[�WHY[�VM�LZ[HISPZOPUN�H�YLW\[H[PVU�

0U�VUL�VM�[OL�LHYSPLZ[�WPLJLZ�^YP[[LU�HIV\[�.YHɉ[P��P[�PZ�X\P[L�JSLHY�[OH[�[OL�ÄYZ[�^YP[LYZ�JHTL�MYVT�HSS�V]LY�5L^�@VYR�
HUK�MYVT�H�]HYPL[`�VM�ZVJPV�LJVUVTPJ��HUK�L[OUPJ�IHJRNYV\UKZ��5�(��� �����[O\Z�P[�PZ�]LY`�PTWVY[HU[�[V�ZWLJPM`�[OH[�
^OPSL�NHUN�YLSH[LK�.YHɉ[P�Z[VWWLK�H[�ZPTWSL�HUK�VM[LU�SLNPISL�[HNZ�^OPJO�ZLY]LK�H�KPɈLYLU[�W\YWVZL��>HJéH^LR��
������W�������.YHɉ[P�HZ�HU�HY[PZ[PJ�L_WYLZZPVU�L]VS]LK�PU[V�pieces that were large, colorful and close to abstraction, 
the social aspect of writing is again underlined, by the fact that these works were judged by their fellow peers and 
it was in this way a certain writer reached respect within the community. Of course the illegal aspect was important 
in judging the pieces as it was quite a feat to have a clear line and no drips (Witten & White as cited in Thompson, 
2009, p. 46) all the while working under pressure and undercover, but it was this set of skills and precise move-
ments that made a writer famous.

,]LY�ZPUJL�P[Z�HWWLHYHUJL�.YHɉ[P�^HZ�ZLLU�HZ�H�[OYLH[��IV[O�MVY�[OL�H\[OVYP[PLZ�HUK�MYVT�[OL�V\[ZPKLYZ�VM�[OL�J\S-
[\YL��-VY�[OL�JVTT\[LYZ�\ZPUN�[OL�[YHPUZ�P[�ZWVRL�VM�]PVSLUJL��VM�H�JP[`�UV�SVUNLY�\UKLY�JVU[YVS��.YHɉ[P�^HZ�HZZVJP-
H[LK�̂ P[O�WV]LY[`�HUK�\YIHU�KLJH �̀�I\[�HSZV�[OV\NO[�VɈ�HZ�NH[L^H`�JYPTL��>PSZVU��2LSSPUN�HZ�JP[LK�PU�>VV[LYZ�@PW��
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�������5LPNOIVYOVVKZ�^OLYL�P[�ÅV\YPZOLK�ILJHTL�L]LU�TVYL�\UKLZPYHISL�ILJH\ZL�[OL`�ZOV^JHZLK�H\[OVYP[PLZ»�
lack of interest or power in the area. Even the fact that spray paint cans were sometimes stolen by kids and teens 
^OV�JV\SKU»[�HɈVYK�[V�I\`�[OLT�JYLH[LK�H�JVUULJ[PVU�HTVUN�[OPZ�J\S[\YL�HUK�ZOVWSPM[PUN��9HOU�HZ�JP[LK�PU�4HZP-
lamani, 2008, p. 5). These may seem as prejudices, and they were for the most part, but they prove very hard to 
JVTIH[��HUK�[OL�YLHZVU�MVY�[OH[�TH`�Q\Z[�SPL�PU�[OL�PU[YPUZPJ�JOHYHJ[LYPZ[PJZ�VM�.YHɉ[P��UHTLS`�P[Z�JSVZLK�HLZ[OL[PJZ�

The majority of the people that encountered the works did not understand them, nor were they meant too, and 
thus it was increasingly hard to defend or like something that is intended to keep you out instead of drawing you in. 
It made the commuters on the trains feel so uncomfortable by not belonging to their own environment that when 
the “meaningless tags” that held no message for them were taken down by the authorities, they applauded this 
LɈVY[��KLZWP[L�[OL�LUVYTV\Z�HTV\U[Z�VM�TVUL`�[OH[�^LYL�ZWLU[�HUK�[OL�MHJ[�[OH[�P[�HJ[\HSS`�THKL�[OL�[YHPUZ�[V�Y\U�
ZSV^LY��4HZPSHTHUP��������W�� ���;OPZ�NVLZ�[V�ZOV^�Q\Z[�OV^�SP[[SL�Z`TWH[O`�[OLYL�YLHSS`�^HZ�MVY�[OL�.YHɉ[P�^YP[LYZ�
HUK�[OLPY�JYHM[��H�MLLSPUN�^OPJO�OHZ�UV[�JOHUNLK�T\JO�HSS�[OPZ�[PTL��WYVIHIS`�ILJH\ZL�.YHɉ[P�OHZ�MVY�[OL�TVZ[�WHY[�
remained just as cryptic, and it is thus more than likely to be considered vandalism.

,]LU�PU�[OL�LHYS`�`LHYZ�VM�.YHɉ[P�ZVTL�LɈVY[�^HZ�THKL�[V�YLHJO�V\[�[V�[OL�SHYNLY�W\ISPJ��PU�VYKLY�[V�THRL�[OLT�
connect to the culture, this was done either by making the pieces more readable (Miller as cited in Thompson, 
��� ��W������VY�I`�PUJS\KPUN�JOHYHJ[LYZ�MYVT�WVW\SHY�J\S[\YL�HSVUNZPKL�[OLPY�UPJRUHTLZ��HUK�[OL�ÄYZ[�VUL�[V�KV�ZV�
was the ever-present BLADE, who in 1974 included a snowman on a Christmas-themed train car (Stewart as cited 
in Thompson, 2009, p. 46). It is important to realize that these writers understood what it took for their works to 
Z\Y]P]L�PU�[OL�W\ISPJ�ZWHJL�HUK�^OH[�^HZ�ULLKLK�TVZ[�VM�HSS��^HZ�MVY�[OL�W\ISPJ�[V�HWWYV]L�VM�[OLT��;OLZL�LɈVY[Z�
were however undermined by the sheer number of abstract pieces and tags which were by far a majority and have 
already settled the score in favor of removing everything, but they were nevertheless a lesson for younger genera-
[PVU�VM�.YHɉ[P�HY[PZ[Z��^OV�OH]L�ZPUJL�SLK�[OPZ�HY[�MVYT�VU�P[Z�^H`�[V�JVTTVKPÄJH[PVU�I`�THRPUN�[OLPY�ZPNUH[\YLZ�
more readable (Lombard, 2013, p. 98).

;OL�^HYZ�HNHPUZ[�.YHɉ[P�HSTVZ[�KYV]L�P[�[V�L_[PUJ[PVU��HUK�UV^�P[»Z�JLY[HPU�[V�IL�MV\UK�HSTVZ[�L]LY`^OLYL�L_JLW[�
for the trains (Gonzales, 2010). However the art form still continues to evolve and spread, largely due to the help 
VM�[OL�0U[LYUL[�^OPJO�IYV\NO[�VSK�ZJOVVS�.YHɉ[P�[V�H\KPLUJLZ�^OPJO�OHK�WYL]PV\ZS`�UV�JVU[HJ[�[V�ZWLHR�VɈ�^P[O�
[OPZ�J\S[\YL��0U�,\YVWL�LZWLJPHSS �̀�P[�^HZ�WYLJPZLS`�[OPZ�SHJR�VM�MVYTLY�JVU[L_[�[OH[�^HZ�PU�.YHɉ[P»Z�HK]HU[HNL��ZPUJL�
[OLYL�^HZ�UV�YLHS�IPHZLK�VU�YHJPHS�\YIHU�ZLNYLNH[PVU��5V^HKH`Z�.YHɉ[P��[OV\NO�Z[PSS�]LY`�T\JO�H�JYPTL��PZ�IL-
ing analyzed as part of a widespread youth culture whose members thrive on the low-level risk is provides, while 
MLLSPUN�JYLH[P]L�H[�[OL�ZHTL�[PTL��;OL�J\S[\YL»Z�TLTILYZ�HYL�UV[�SPTP[LK�[V�HU`�ZVJPHS�JSHZZ�VY�LK\JH[PVU�SL]LS�HUK�
[OL`�KVU»[�JVUZPKLY�[OLPY�ILOH]PVY�[V�IL�PU�HU`�^H`�HU[P�ZVJPHS��3PNO[��.YPɉ[OZ���3PUJVSU��������W�������VY�SPURLK�
to gang activity.

,]LY�ZPUJL�[OL�LHYS`�� ��Z�^OLU�[OL�.YHɉ[P�JYHaL�^HZ�H[�P[Z�OPNOLZ[�PU�5@��[OL�^YP[LYZ�Z[HY[LK�[V�NL[�UV[PJLK�I`�[OL�
art galleries and even though there was a number of shows and reviews in important magazines such as Artforum 
and Art in America��;OVTWZVU����� ���[OLPY�HY[PZ[PJ�JHYLLYZ�UL]LY�YLHSS`�[VVR�VɈ��HUK�ULP[OLY�KPK�[OLPY�]LY`�ZWLJPÄJ�
HY[�MVYT��;YHUZSH[PUN�[HNZ�[V�JHU]HZ�KPKU»[�MLLS�H\[OLU[PJ��+HU[V�HZ�JP[LK�PU�9PNNSL��������W�������HUK�^OLU�NP]PUN�
up the tags in favor of other subjects, their interpretations were often accused of being overly sentimental (Thomp-
ZVU����� ��W�����������(SS�PU�HSS�.YHɉ[P�OHK�H�OHYK�[PTL�ILPUN�JVUZPKLYLK�HY[�HUK�[OL�VUS`�[^V�HY[PZ[Z�[V�IYLHR�VU[V�
[OL�OPNO�HY[�ZJLUL�^LYL�HYN\HIS`�UV[�^YP[LYZ�[V�ILNPU�^P[O��>HJéH^LR��������W�������;OLYL�PZ�WYL[[`�LZ[HISPZOLK�
JVUM\ZPVU�PU�JHSSPUN�2LP[O�/HYYPUN�H�.YHɉ[P�HY[PZ[�MVY�L_HTWSL��^OPSL�HM[LY�H�IYPLM�HUHS`ZPZ�OL�^HZ�WYV]LZ�[V�ILSVUN�
to Street Art, before it was even a movement.
6UJL�HNHPU�VUL�TPNO[�UV[PJL�[OH[�[OL�JYP[PJHS�YLJLW[PVU�VU�.YHɉ[P�^HZ�T\JO�TVYL�MH]VYHISL�PU�,\YVWL�^OLYL�P[�
was compared to Blues and Jazz and where its unmistakable working-class American attitude was praised as art 
�;OVTWZVU����� ��W��� ���I\[�[OPZ�KPK�UV[�OLSW�[OPUNZ�T\JO�IHJR�VU�[OL�OVTL�MYVU[��,]LU�[VKH �̀�KLZWP[L�L_PZ[PUN�
HUK�L]VS]PUN�HSS�HYV\UK�[OL�^VYSK��.YHɉ[P�PZ�Z[PSS�OH\U[LK�I`�P[Z�VYPNPUHS�TPZ\UKLYZ[HUKPUN�HUK�[OPZ�PZ�WYV]LU�I`�
[OL�JHZLZ�PU�^OPJO�P[�^HZ�[HRLU�KV^U�KLZWP[L�ILPUN�KVUL�SLNHSS`��;\YJV���������0U�VYKLY�[V�M\Y[OLY�L_WHUK�[OLPY�MHU�
base, artists are now choosing to do legible works, especially in really visible spaces precisely because they want 
[OLPY�H\KPLUJL�[V�L_WLYPLUJL�H�IL[[LY�JVUULJ[PVU�[V�[OLPY�HY[��(T\JR�HZ�JP[LK�PU�3VTIHYK��������W�� ����0[�PZ�HSZV�[OPZ�
[HTLY�ZPKL�VM�.YHɉ[P�^OPJO�OHZ�ILLU�JV�VW[LK�I`�ZL]LYHS�IYHUKZ�THYRL[LK�H[�[LLUZ�PU�VYKLY�[V�THRL�[OLT�SVVR�
just edgy enough to be considered cool (Manco, 2011).
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6M�JV\YZL�[OPZ�JVTTVKPÄJH[PVU�HSZV�OHK�H�SV[�[V�KV�^P[O�OPW�OVW�ILJVTPUN�TVYL�HUK�TVYL�THPUZ[YLHT��HUK�.YHM-
Ä[P�PZ�HUK�OHZ�HS^H`Z�ILLU�YLSH[LK�[V�[OPZ�T\ZPJ�NLUYL��>HJéH^LR��������W���������/V^L]LY�[OPZ�ZOV\SK�UV[�IL�]PL^�
HZ�PM�[Y\L�.YHɉ[P�OHZ�WLYPZOLK��ILJH\ZL�[OPZ�JSLHYS`�Z[PSS�HUK�[HRLZ�VU�H�]HYPL[`�VM�MVYTZ��0[�PZ�OHYK�[V�ZH`�^OLU��PM�
L]LY�.YHɉ[P�^PSS�SVZL�P[Z�IHK�YLW\[H[PVU��I\[�P[�PZ�JSLHY�[OH[�[OPZ�^HZ�WHY[S`�HJOPL]LK�I`�[Y`PUN�[V�WSH`�HU�L_JS\ZP]-
PZ[�NHTL�PU�[OL�W\ISPJ�ZWHJL�HUK�[OH[�P[�KPK�UV[�ZP[�^LSS�^P[O�[OL�H\KPLUJL��;OL�JHZL�HNHPUZ[�.YHɉ[P�^HZ�I\PS[�PU�H�
ZPTPSHY�THUULY�[V�[OL�VUL�HNHPUZ[�:LYYH»Z�Titled Arc��VU�[OL�WYPUJPWSLZ�VM�¸^L�KVU»[�SPRL�P[��P[�OHZ�[V�NV¹��>PUU���������
*OHUJLZ�HYL�[OH[�\USLZZ�THZZP]LS`�LK\JH[LK�PU�[OPZ�WHY[PJ\SHY�KPYLJ[PVU��[OL�W\ISPJ»Z�VWPUPVU�PZ�UV[�NVPUN�[V�JOHUNL��
HUK�Q\Z[�SPRL�:LYYH»Z�JVUJLW[\HSPZT��.YHɉ[P�^PSS�YLTHPU�H�UPJOL�HY[�TV]LTLU[�^OVZL�L_PZ[LUJL�VU�W\ISPJ�KVTHPU�
will always be subject to contestation.

3. Street Art and urban visual culture

>P[O�.YHɉ[P»Z�ZP[\H[PVU�ILPUN�^OH[�P[�PZ��P[�^V\SK�IL�VM�SP[[SL�^VUKLY�PM�:[YLL[�(Y[��^OPJO�Z[HY[LK�VɈ�HZ�HU�L_[LUZPVU�
[OH[�L]VS]LK�MYVT�.YHɉ[P�HUK�PZ�HSZV�PSSLNHS��^V\SK�IL�PU�[OL�ZHTL�ZP[\H[PVU��I\[�PU�YLHSP[`�[OPUNZ�JV\SKU»[�IL�TVYL�
KPɈLYLU[��>OPSL�[OL�TV[P]H[PVU�ILOPUK�:[YLL[�(Y[�^HZ�PUP[PHSS`�[OL�ZHTL�HZ�[OL�VUL�VM�.YHɉ[P��HUK�[OL�HY[PZ[Z»�KYLHT�
was to achieve notoriety through their art, this movement quickly distanced itself and wanted to stand out. No 
V[OLY�^VYKZ�HYL�TVYL�HWWYVWYPH[L�PU�L_WYLZZPUN�[OPZ�MLLSPUN�[OHU�[OVZL�VM�,YVZPL!�¸>OLU�`V\�OH]L����[HNZ�VU�H�
wall, why add an 18th when you can add a symbol that sucks up all the attention?” (as cited in Manco, 2005, p. 
�����;OL�KPZ[HUJL�NYV^Z�L]LU�TVYL�^OLU�VUL�Z[HY[Z�[V�JVUZPKLY�[OL�ZWLJPÄJ�^H`�ZVTL�:[YLL[�(Y[�PZ�JVUULJ[LK�
and involved with the larger community through their messages and aesthetics, which is something that cannot 
IL�LHZPS`�ZHPK�VM�.YHɉ[P�
� 0U�ZVTL�^H`Z�:[YLL[�(Y[�PZ�HSS�HIV\[�YLJSHPTPUN�W\ISPJ�ZWHJL�HUK�PZ�]LY`�ZPTPSHY�[V�.YHɉ[P�LZWLJPHSS`�^OLU�
considering artists that place their logos and characters in great abundance, much like taggers, but it can also go 
PU�ZL]LYHS�V[OLY��]LY`�KPɈLYLU[�KPYLJ[PVUZ��^OPJO�PZ�^OH[�YLHSS`�THRLZ�P[�Z[HUK�V\[��6M�JV\YZL�ZVTL�:[YLL[�(Y[�OHZ�H�
simply decorative function that does not go deeper than eye-candy, but even in this situations people still seem 
to appreciate the skill that went into creating the works, especially since many are conscious of the challenges 
of working at a large scale or in a precarious environment (Trajtenberg, 2014). The message may be simple, but 
this is secondary, which is why Street Art is considered as being able to beautify an otherwise gray area, which 
PZ�ZVTL[OPUN�VUL�UL]LY�OLHYZ�HIV\[�.YHɉ[P�L]LU�[OV\NO�P[�[VV�PZ�IYPNO[�HUK�JVSVYM\S��=PZJVU[P��:OLYY �̀�)VYNOPUP��
(UKLYZVU���������;OL�L_WSHUH[PVU�PZ�HNHPU�MV\UK�PU�[OL�MHJ[�[OH[�[OL�ZRPSS�ULLKLK�[V�JYLH[L�H�.YHɉ[P�WPLJL��L]LU�
though it takes plenty of it, is less apparent for an untrained eye.

We can see how in the case of Street Art, even though it is illegal, the authorities usually take into account the 
W\ISPJ»Z�VWPUPVU�HUK�JOVZL�[V�WYLZLY]L�ZVTL�VM�[OL�HY[^VYRZ�[OH[�OH]L�ILJVTL�PJVUPJ�MVY�H�JLY[HPU�JP[`�VY�HYLH��
[OPZ�PZ�[Y\L�L]LU�MVY�\UL_WLJ[LK�JP[PLZ�[OH[�OH]L�SP[[SL�[VSLYHUJL�VM�:[YLL[�(Y[��AHWVYVaOL[Z��9PPZL��2VSLZUPR���������
which only proves that a well, placed work has the potential to go over virtually any barrier. This creates a para-
KV_PJHS�ZP[\H[PVU�ILJH\ZL�[OL`�HYL�Z[PSS�[LJOUPJHSS �̀�HUK�SLNHSS`�]HUKHSPZT��I\[�UV^�[OL�[H_WH`LYZ»�TVUL`�JV\SK�Q\Z[�
as well go towards protection and renovation or for removal (CHD, 2013, p. 43). This situation however also gives 
way to interpretation and hypocrisy on behalf of the authorities since of course no one will even dream of taking 
KV^U�[OL�+H]PK�)V^PL�T\YHS�PU�)YP_[VU�[OH[�OHZ�ILJVTL�H�WPSNYPTHNL�ZP[L�ZPUJL�[OL�HY[PZ[»Z�KLH[O��7YV[V���������
but authorities can, and have removed a certain work, despite being done by Banksy, one of the most well-know 
:[YLL[�(Y[PZ[��;OL`�HYN\LK�[OH[�[OL�^VYR�PU�X\LZ[PVU��YLNHYKPUN�[OL�[YLH[TLU[�VM�PTTPNYHU[Z�PU�[OL�<UP[LK�2PUNKVT�
was racist, and cordially invited the artist to make another “more acceptable” piece, which would, of course be 
an honor to keep (Johnston, 2014).

Street Art as we have seen can be political, some in more obvious ways than others, depending on the artist. 
Projects like those of JR (McCarthy, 2015) are quietly political, raising awareness on certain social issues but not 
through the use of slogans, but more subtly through heavily emphatic visuals. His black and white photo portraits 
inevitably seem classic and universal, thus commanding a certain power and when humor is also involved they 
SVZL�ZLU[PTLU[HSP[`�WLYOHWZ��I\[�ILJVTL�L]LU�TVYL�YLSH[HISL��:VTL�VM�[OL�TVZ[�ILSV]LK�L_HTWSLZ�VM�:[YLL[�(Y[�
rely on wittiness, humor, and surprise, those are the ones that make people look twice, and thus they notice their 
LU]PYVUTLU[�PU�HU�\UL_WLJ[LK�^H �̀�HUK�H[�[OL�ZHTL�[OLZL�^VYRZ�LUNHNL�PU�H�KPHSVN\L�^P[O�IV[O�[OLPY�H\KPLUJLZ�
and their surroundings. 
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Figure 1 –  Artwork by LUSH, Melbourne, Australia. Courtesy of the artist.

Surprise and humor have been proven to be successful strategies when creating a visual identity or even a product 
�3\KKLU��:JOPɈLYZ[LPU��/LRRLY[��������W������HUK�PM�^L�]PL^�HY[PZ[Z�^VYRPUN�PU�W\ISPJ�ZWHJLZ�HZ�ZLSM�WYVTV[LYZ��
^OPJO�IV[O�.YHɉ[P�HUK�:[YLL[�(Y[PZ[Z�JSHPT�[V�IL��3(+@�7052�HZ�JP[LK�PU�;OVTWZVU����� ��WN�������[OLU�[OL�HUHS-
ogy is feasible. Success is considered to have been reached when a positive and durable connection is estab-
lished with the consumers (Norman, 2004), in this case the viewers, and thus a loyal fan base is formed. By using 
an instantly recognizable style, logo, or character, Street Artists create a strong visual identity, much like a brand. 
This is true for the taggers as well whose brand is their own nickname, but this proved much weaker in establishing 
H�SHZ[PUN�HɈLJ[P]L�JVUULJ[PVU��HZ�VWWVZLK�[V�[OL�VULZ�:[YLL[�(Y[PZ[Z�ZLLT�[V�IL�HISL�[V�THRL�

 Some artists have reached a level of fame which seems incompatible to their anonymity and illegal nature 
VM�[OLPY�^VYRZ��HUK�MYVT�[OPZ�HUV[OLY�HWWHYLU[�WHYHKV_�OHZ�LTLYNLK��UHTLS`�[OL�MHJ[�[OH[�[OLPY�^VYRZ�^OPJO�HYL�
supposed to be free for all and unsalable are starting to fetch record sums in art auctions. Much like the old-school 
.YHɉ[P�HY[PZ[Z�^OV�LU[LYLK� [OL�NHSSLYPLK�ILJH\ZL�VM� [OLPY� PSSLNHS�HY[� �;OVTWZVU����� ��W��������TVYL�HUK�TVYL�
:[YLL[�HY[PZ[Z�HYL�HSZV�OH]PUN�NHSSLY`�ZOV^Z��HUK�L]LU�[OL�^VYSK»Z�TVZ[�YLW\[HISL�T\ZL\TZ�HYL�Z[HY[PUN�[V�NL[�PU�
on the Street Art action. This does not seem to detract from their original works which are still appreciated and 
hunted down by tourists with cameras and HÄJPVUHKVZ�TVYL�[OHU�L]LY��>OH[�PUZ[P[\[PVUHS�HɉSPH[PVU�VY�L]LU�Q\Z[�
HJJLW[HUJL�KVLZ�OV^L]LY��PZ�IVVZ[PUN�[OL�ZJHSL�VU�^OPJO�[OL�HY[PZ[�JHU�^VYR��MVY�L_HTWSL�19»Z�WVY[YHP[Z�HKVYULK�
[OL�J\WVSH�VM�[OL�7HU[OLVU�PU�7HYPZ�^OPSL�P[�^HZ�ILPUN�YLUV]H[LK��5�(���������HUK�[O\Z�H[[YHJ[LK�HU�L]LU�ÅV^�VM�
[V\YPZ[�H[�[OL�TVU\TLU[��HUK�PU�HUV[OLY��L]LU�TVYL�PTWYLZZP]L�L_HTWSL��[OL�^VYR�VM�:WHJL�0U]HKLY�THKL�P[�[V�[OL�
0U[LYUH[PVUHS�:WHJL�:[H[PVU��5�(������H���HZ�^LSS�HZ�VU�ZL]LYHS�I\PSKPUNZ�ILSVUNPUN�[V�[OL�,\YVWLHU�:WHJL�(NLUJ`�
�5�(������I���/L�\ZLK�OPZ�ZPNUH[\YL�[PSLZ�[V�JYLH[L�ZWHJL��HUK�HSPLU�[OLTLK�TVZHPJZ��^OPJO�ZOV^Z�Q\Z[�OV^�T\JO�
this artist has evolved from his Atari inspired aliens, without losing his edge or his humor.
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-PN\YL���¶�(Y[^VYR�I`�46):;9��3VUKVU��<UP[LK�2PUNKVT��*V\Y[LZ`�VM�[OL�HY[PZ[�

The larger implication of the authorities in giving consent to Street Art has prompted some serious worries about 
[OPZ�HY[�MVYT»Z�JVUULJ[PVU�[V�[OL�WYVJLZZ�VM�NLU[YPÄJH[PVU��:JOHJ[LY���������4VZ[�HY[PZ[Z�KLU`�[OH[�[OLYL�PZ�H�JVU-
ZWPYHJ`�[V^HYKZ�[OPZ��9\ZOTVYL���������ZV�VUL�ZOV\SK�VIQLJ[P]LS`�SVVR�MVY�L_WSHUH[PVUZ�LSZL^OLYL��>OPSL�H�ULPNO-
IVYOVVK�^P[O�.YHɉ[P�WHPU[Z�HU�\UZHML�WPJ[\YL��P[�PZ�X\P[L�JSLHY�[OH[�VUL�^P[O�:[YLL[�(Y[�PZ�UV[�VUS`�KLZPYHISL�[V�SP]L�
it, but it can also bring new people to an area, which only proves just how much of an impact Street Art has and 
also the level of information and interest that is currently manifested towards this art form. Only in the last year 
two large (and legal) projects of this sort were started in opposite corners of the world, showing that it is a global 
phenomenon, and no longer even constrained to urban environments it is also quite clear from the case of these 
WYVQLJ[Z�[OH[�[OL�PU[LU[�PZ�UV[�HS^H`Z�KPYLJ[LK�[V^HYKZ�H�NLU[YPÄJH[PVU�VM�[OL�ZHPK�HYLHZ���;OL�ILZ[�L_HTWSL�VM�[OPZ�
is Djerbahood (Harmel, 2015) that was meant to boost the tourist attraction in a small Tunisian village by inviting a 
SHYNL�U\TILY�VM�^VYSK�YLUV^ULK�:[YLL[�(Y[PZ[�^OV�OHK�[OL�WHY[PJ\SHYS`�KPɉJ\S[�[HZR�[V�OHYTVUPaL�[OLPY�^VYRZ�[V�[OL�
ZWLJPÄJ�HYJOP[LJ[\YL�VM�[OL�SVJH[PVU��;OL�ZLJVUK�VUL�PZ�[OL�3�0�:�(���3P[[SL�0[HS`�:[YLL[�(Y[��7YVQLJ[��;\YJV��������[OH[�
[HRLZ�WSHJL�PU�[OL�]LY`�OLHY[�VM�5L^�@VYR��HUK�P[�PZ�P[Z�Z[H[LK�NVHS�[V�IVVZ[�[OL�SVJHSZ»�LJVUVT`�I`�IYPUNPUN�TVYL�
people to this part of town through Street Art, which had already been proven as a successful strategy in other bor-
oughs. Street Art is not however without its faults on its critics and as it becomes noticeable that more and more 
Street Art is now done on commission or at least with permission these faults are increasingly discussed. Working 
in accordance with the wishes of the landlord or those of the community, ensures by and large the longevity of the 
^VYRZ��HUK�HSZV�HU�HY[PZ[»Z�VJJHZPVU�[V�^VYR�\UKLY�SLZZ�WYLZZ\YL�HUK�JYLH[L�H�SHYNLY�WYVQLJ[��I\[�P[�PZ�L_HJ[S`�[OPZ�
evolution that has spurred some of the greatest critics against Street Art, namely that it is becoming less radical. 
>OPSL�P[�PZ�[Y\L�[OH[�THZZ�WVW\SHYPaH[PVU�HK]HUJLZ�[OL�TVZ[�WVW\SHY�MVYTZ�VM�HY[PZ[PJ�L_WYLZZPVU��*/+��������W��
42) it must also be accepted that in the public space, the public might just be right in deciding what to choose for 
itself, even if that does not include the highest form of art. Generalization is unfair in any direction, some Street 
Art was and always will be purely decorative, which has not lessened the value of any of the other forms it takes. 
And while for various reasons not all works survive on the streets it is this particular dynamic that makes Street 
Art so spectacular. In the meantime, instead of unnecessarily mourning the death of political Street Art we should 
consider that Banksy has just place a work that once again criticizes the treatment of immigrants in an even more 
prominent location (Ellis-Petersen, 2015).

4. Conclusions and implications
 (Z�̂ L�JHU�ZLL�[OL�ULLK�MVY�H�WYVWLY�[LYTPUVSVNPJHS�KPZ[PUJ[PVU�PZ�TVYL�[OHU�Q\Z[PÄLK�̂ OLU�HUHS`aPUN�[OL�LM-
MLJ[Z�HUK�WVZZPISL�JVUZLX\LUJLZ�VM�[^V�]LY`�KPɈLYLU[�HY[�MVYTZ�[OH[�Q\Z[�OHWWLU�[V�ZOHYL�H�Z[HNL��:VTL�OH]L�L]LU�
said that a distinction is necessary because�.YHɉ[P�OHZ�H�IHK�YLW\[H[PVU�HUK�P[�\UQ\Z[S`�KYHNZ�:[YLL[�(Y[�KV^U�^P[O�
P[��(STLUKYHSH���������[O\Z�YLPUMVYJPUN�[OL�WYLQ\KPJLZ�[OH[�Z\YYV\UK�.YHɉ[P�HZ�WYHJ[PJL��>P[OV\[�HPTPUN�[V�KL[YHJ[�
HU`�]HS\L�MYVT�^OH[�PZ�H�SLNP[PTH[L��PM�UV[�SLNHS��]PZ\HS�MVYT�VM�L_WYLZZPVU��[OL�ZVJPHS�YLHSP[PLZ�T\Z[�UV[�IL�KLUPLK��
HUK�̂ OPSL�IV[O�VM�[OLT�JVU[PU\L�[V�ZOHYL�[OL�W\ISPJ�\YIHU�ZJLUL��P[�T\Z[�IL�YLJVNUPaLK�[OH[�KLZWP[L�.YHɉ[P»Z�JVT-
WSL_P[PLZ�HUK�PU[YPJHJPLZ��P[�ZLLTZ�UV[�[V�KV�ZV�^LSS��;OPZ�OV^L]LY�PZ�MHY�MYVT�ILPUN�K\L�[V�:[YLL[�(Y[�PU[LU[PVUHSS`�
JVSSHIVYH[PUN�^P[O�[OL�Z`Z[LT��HUK�YH[OLY�ILJH\ZL�VM�[OL�]VPJL�VM�[OL�WLVWSL��.YHɉ[P»Z�MHU�IHZL�PZ�Z[PSS�YLZ[YPJ[LK�[V�
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P[Z�PUZPKLY�JVTT\UP[`�HUK�[V�̀ V\UNZ[LYZ�[OH[�KVU»[�̂ P[O�SP[[SL�[V�UV�PUÅ\LUJL��̂ OPSL�:[YLL[�(Y[»Z�JSLHYLY�TLZZHNL�HUK�
more diverse “anything goes” attitude simply reaches a wider audience and festivals dedicated to it have reached 
UL]LY�ILMVYL�ZLLU�U\TILYZ��;OL�ILULÄ[Z�VM�W\ISPJ�HY[�HYL�HSZV�ILPUN�Z[\KPLK�TVYL�MYLX\LU[S`��:TLKS �̀�������HUK�
the initial conclusions indicate that good public art manages to bind a community around an artwork and make it 
MLLS�WYV\K��;OL�L_HTWSLZ�VM�W\ISPJ�HY[�[OH[�PZ�PUKPɈLYLU[�[V�P[Z�]PL^LYZ�HIV\UK��I\[�YLZLHYJO�Z\NNLZ[Z�[OH[�.YHɉ[P�
KVLZ�SLH]L�WLVWSL�PUKPɈLYLU[��I\[�NVLZ�H[�[OL�VWWVZP[L�LUK�VM�[OL�ZWLJ[Y\T�HUK�L]LU�THUHNLZ�[V�IV[OLY�WLVWSL��
:PT\S[HULV\ZS �̀�:[YLL[�(Y[»Z�Z[YH[LNPLZ��LZWLJPHSS`�P[Z�WSH`M\SULZZ�HYL�UV^�ILPUN�\ZLK�PU�ZHUJ[PVULK�W\ISPJ�HY[�HM[LY�
[OLPY�Z\JJLZZ�^HZ�UV[PJLK��6U�[OL�V[OLY�OHUK��P[�OHZ�ILLU�VIZLY]LK�[OH[�^OPSL�.YHɉ[P�\Z\HSS`�SLZZLUZ�[OL�THYRL[�
]HS\L�VM�H�WYVWLY[ �̀�:[YLL[�(Y[�VɈLYZ�H�\UPX\L�VWWVY[\UP[`�[V�ZLSS�H�OV\ZL�HZ�ZVTL[OPUN�H[[HJOLK�[V�H�^VYR�VM�HY[�
�5�(���������;OL�NYLH[LZ[�WYVTPZL�IV[O�VM�[OLZL�HY[�MVYTZ�OH]L�[V�VɈLY�PZ�[V�JOHSSLUNL�[OL�L_PZ[PUN�WV^LY�Z`Z[LT�
�*/+��������W�������HUK�I`�Z\JJLZZM\SS`�PUÄS[YH[PUN�[OL�LZ[HISPZOLK�NHSSLY`�Z`Z[LT��[OL`�THUHNLK�[V�KV�Q\Z[�[OH[��
(S[OV\NO�P[�PZ�UL]LY�Z\YL�OV^�SVUN�[OL�PU[LYLZ[�PZ�NVPUN�[V�SHZ[��VU�H�ZJHSL�SHYNLY�[OHU�.YHɉ[P��:[YLL[�(Y[�Z[PSS�WYV]LZ�
[V�IL�H�]HSPK�HS[LYUH[P]L�VM�ILJVTPUN�HU�HY[PZ[�[OH[�SP]LZ�VɈ�P[Z�[YHKL��HSS�[OL�̂ OPSL�I`WHZZPUN�[OL�\Z\HS�Y\SLZ�MVY�KVPUN�
so, and it is in this way that it is truly able to challenge the establishment.
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Chapter 11

.YHɉ[[P��Z[YLL[��KLSPYP\T!�HY[Z�KLÄHUJLZ

Elenise Cristina Pires de Andrade, Edivan Carneiro de Almeida, Milena Santos Rodrigues

Abstract

;V�WYV]VRL�^P[O�HY[�[OL�L_WLYPLUJLZ�KL]LSVWLK�MVY�[OYLL�L]LU[Z�[OH[�VJJ\YYLK�ZPT\S[HULV\ZS`�PU�:LW[LTILY������
H[�-LPYH�KL�:HU[HUH��)(��;V�JHSS� [OL�ZLUZH[PVUZ���UV[�VUS`�[OL�L_WSHUH[PVUZ���HZ�HU�H[[LTW[�[V�KLÅLJ[��Z\I]LY[�
^P[O�WOV[VNYHWOPJ�PTHNLZ�[OH[�^L»K�OHK�ILLU�WYVK\JLK�MYVT�[OLZL�L]LU[Z��;V�ZLLR�[OL�+LSL\aPHU�JVUJLW[Z�VM�
¸ZPNU¹�HUK�¸KPHNYHT¹��0UZ[LHK�VM�L_WSHUH[PVUZ�HUK�JVOLYLUJL��[OL�[OYLL�H\[OVYZ�VM�[OPZ�[L_[�HUK�[OLPY�WOV[VZ�HPTZ�
[V�WYVSPMLYH[L�JVUULJ[PVUZ�HUK�WYV]VRL�[OL�PU]LU[PVU�VM�UL^�^H`Z�VM�SVVRPUN�HUK�L_WLYPTLU[�[OL�^VYSK��[OL�JP[ �̀�
[OL�WYVK\J[PVU�VM�RUV^SLKNL��[OL�J\S[\YHS�L_WYLZZPVU�VM�HY[PZ[Z��>OH[�JHU�[OL�PTHNLZ�KV�^OLU�[OL`�KVU»[�^HU[�[V�
L_WSHPU��[V�PSS\Z[YH[L��[V�YLTLTILY�[OL�JP[PLZ&�

>L�̂ PSS�L_WSVYL�[OL�PTHNLZ�VM�H�NYHɉ[P�L]LU[�PU�H�W\ISPJ�ZJOVVS�̂ HSS"�HUV[OLY�L]LU[�HIV\[�Z[YLL[�HY[�PU�H�T\ZL\T�HUK��
ÄUHSS �̀�HU�HJHKLTPJ�TLL[PUN�ZWVUZVYLK�I`�[OL�¸;YHJL¹��H�YLZLHYJO�NYV\W��H[�<UP]LYZPKHKL�,Z[HK\HS�KL�-LPYH�KL�
:HU[HUH��)HOPH��)YHZPS���[OH[�̂ PZOLK�[V�WYV]PKL�H�ºT\S[P�HSVN\L»��UV�VUS`�H�KP�HSVN\L��IL[^LLU�KPɈLYLU[�RUV^SLKNLZ��
L_WYLZZPVUZ��L]LY`KH`�Z[\KLU[Z��[LHJOLYZ�HUK�HY[PZ[Z�PU�JVUULJ[PVU�̂ P[O�[OL�WS\YHSP[`�VM�KPYLJ[PVUZ�HUK�WSHJLZ�PU�[OL�
city. Events that proposed to amplify the risks and the powers of the encounters. 

6\Y�WYVWVZHS�PZ�UV[�[V�L_WSHPU�VY�ZWLHR�KPYLJ[S`�HIV\[�[OL�L]LU[Z��I\[�ZWLHR�HIV\[�OV^�[OLZL�PU[LYJVUULJ[PVUZ�JHU�
WYV]VRL�\Z�[V�[OPUR�HIV\[�[OL�ÄLSK�VM�YLZLHYJO�HUK�\UP]LYZP[`�L_[LUZPVU�WYVNYHTZ�VU�LK\JH[PVU�PU���^P[O�[OL�JP[ �̀�
To provoke (in art, life, writing, education, anywhere) chaos outbursts, slights to the ratings and moral judgments 
HUK����KL�MVJ\Z��(Y[Z�KLÄHUJLZ���KLSPYPV\Z����KYV^UZ����SPULZ����;V�WYV]VRL�^P[O�HY[�HUK�[OL�HY[��;V�SL[�P[�NV�[OYV\NO�I`�
ILJVTPUN�L_WLYPTLU[H[PVUZ��+LSPYP\T�WV^LY�VM�SPML����VM�JP[PLZ��

;V��\U�MYHTL�PU�HU�H[[LTW[�[V�LTW[`�[OL�YLWYLZLU[H[PVUHS�JVUULJ[PVUZ�VM�SPULZ�HUK�JVSVYZ�PU�[OL�NYHɉ[P»Z�TV]LTLU[��
The point is not just to be in contact with this movement in order to understand and uncover the meanings of the 
KYH^PUNZ�VU�[OL�^HSSZ�I\[�HSZV��HUK�HIV]L�HSS��[V�MHKL�PU[V�[OLZL�SPULZ�VM�ÅPNO[��PU�[OL�TV]LTLU[�VM�WHZZPUN�I`�[OL�
street, in the thoughts - that have not been designed yet - transit.

Keywords: 7OV[VNYHWOPLZ��J\S[\YLZ��WOPSVZVWO`�VM�KPɈLYLUJL

.YHɉ[P!�(Y[�0UZ[PNH[LZ

7YV]VRL�^P[O�HY[�L_WLYPLUJLZ�KL]LSVWLK�K\YPUN�[OYLL�JVL_PZ[PUN�L]LU[Z��4LL[PUNZ��YLZVUHUJLZ��OHWWLUPUN�JVSVYZ��
;OL��UK�.YHɉ[P�4LL[PUN��HU� PUP[PH[P]L�VM�@V\[O�.YV\W�*VSL[P]V�/�-1�� HPTLK� [V�TH_PTPaL�HUK�LTWV^LY�NYHɉ[P�

1 There were many artists from several parts of the country and some from abroad. (For more information http://www.facebook.com/2encon
WURGHJUDÀWWLIVD?fref=ts). The youth Group Coletivo H2F aims to widen relationship within cultural actions that transforme the city and reach 
other youngster through hip-hop and mainly having a social contribution for the local communities in order to bring up discussions around 
population social reality.

2 The city is 100 km away from Salvador, Bahia, population of 556 mil inhabitants and it is the second largest city of the State. (Source: 
http://www.cidades.ibge.gov.br).
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art in the city and set the event at the Cultural Schedule of Feira de Santana2 and roundabouts, concentrating 
[OL�HJ[P]P[PLZ�H[�1VZL�-LYYLPYH�7PU[V�7\ISPJ�:[H[L�:JOVVS»Z�^HSSZ��;OL�4\ZL\T�VM�*VU[LTWVYHY`�(Y[�9HPT\UKV�KL�
6SP]LPYH��4(*��OHZ�OLSK�[OL�-HPY�(Y[��-LPY(Y[L��^OPJO�JVUZPZ[LK�PU�SVJHS�HY[PZ[Z�L_OPIP[PVUZ�VM�\YIHU�L_WYLZZPVUZ��ZLL�
ÄN\YL�����^VYRZOVW�HUK�[OL�6WLUPUN�VM�TRACEjando by Feira de Santana:  expressive drives - an academic event 
by Trace Research Group, Department of Education of Feira de Santana State University (Uefs), focusing actions 
on a round-table interface3�^P[O�:[YLL[�(Y[�:JOVSHYZ��THPUS`�NYHɉ[P�HUK�HY[PZ[Z��ZLL�ÄN\YL�����(SZV��PU�[OPZ�L]LU[��
[OLYL�^LYL�[^V�^VYRZOVWZ�MVY�:LUPVY�/PNO�:JOVVS�Z[\KLU[Z�MYVT�[OH[�ZJOVVS�^OPJO�OHZ�VɈLYLK�P[Z�^HSSZ�[V�[OL�
NYHɉ[P»Z�HY[P[Z!�VUL�HIV\[�WVL[Y`�HUK�VUL�HUV[OLY�HIV\[�OV^�[V�THRL�H�]PKLV��

Figure 1 - The Event TRACEjando Meeting at Feira de Santana: expressive pulsation. Rould-table TRACEjando, 
Uefs (on the left). Poetry Workshops and video production at school Colégio Estadual José Ferreira Pinto.
:V\YJL!�;YHJL�NYV\W�YLZLHYJO�WLYZVUHS�ÄSL��7VZ[LY�I`�2IsH�.YHÄ[[P�

Instigating by using those events, shocking in terms of  boundary-type for the disclosure and discussion of opinions 
HUK�PKLHZ��+LZPYLZ�[OH[�NV�[OYV\NO�H�T\S[P�KPHSVN��HTVUN�T\S[PWSL�RUV^SLKNL��L_WYLZZPVUZ�HUK�Z[\KLU[Z��[LHJOLYZ�
HUK�HY[PZ[Z�KHPS`�YV\[PUL�PU�JVUULJ[PVU�^P[O�WS\YHSP[`�VM�ZLUZLZ�HUK�WSHJLZ�H[�[OL�[V^U��:JPLU[PÄJ�RUV^SLKNL��HY[PZ[PJ�
artifacts that are understood and spread across museums, streets, schools, walls, notebooks and university.

3 Round-table “The Art is in the Streets” in 26 September 2014, composed by: Leandro Lima (on behalf of Youth Group Coletivo H2F), 
Evanilton Gonçalves Gois da Cruz (master degree student from Bahia Federal University), Professor Dra. Roselene Cássia de Alencar Silva 
�'HSDUWDPHQW�RI�DQWKURSRORJ\�DQG�HWKQRORJ\�DW�%DKLD�)HGHUDO�8QLYHUVLW\���$QGUp�.DMD�0DQ��DUWLVWD�GR�JUDIÀWL�DUWLVW�IURP�5LR�GH�-DQHLUR���
-~OLR�&RVWD��JUDIÀWL�DUWLVW�IURP�%DKLD��DQG�6LQKR��JUDIÀWL�DUWLVW�DQG�0&�IURP�$UDFDMX��6(���
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Figure 2 - FeirARTE Poster: urban expressions (on the left). Contemporary Art Raimundo de Oliveira (MAC). 
:V\YJL!�;YHJL�NYV\W�YLZLHYJO�WLYZVUHS�ÄSL��7VZ[LY�I`�+VU�.\[V�

7YV]VRPUN�I`�HYV\ZPUN�H�T\S[PWSPJH[PVU�VM�TLHUPUNZ�PU�V\Y�YLZLHYJO�^P[O�PTHNLZ�HUK�ZV\UKZ��IS\YYPUN�[OL�Ä_P[`�VM�
YLWYLZLU[H[PVU�� YLNPZ[LY�HUK�]LYKP[ �̀� 0UZ[LHK�VM�L_WSHUH[PVUZ�HUK�JVOLYLUJL��WYVSPMLYH[PUN�JVUULJ[PVUZ��H^HRPUN�
the creating of new ways to see and live up to the world. Lines, traces, scratching, colorful drawing and colors in 
VYKLY�[V�[HRL�YPZRZ��L_WLYPLUJPUN�I`�YLHJOPUN�[VULZ��ZOHKLZ��SPNO[Z��ZLUZH[PVUZ�^P[O�HUK�HIV\[�[OL�[V^U��)`�HZRPUN�
ourselves, having at hand the intercessors of sigh concepts and Gilles Deleuze diagram: What can gestures and 
LUJV\U[LYZ�TLL[PUNZ�KV�^P[O�[OL�PTHNLZ�^OLU�[OL`�KV�UV[�HPT�[V�L_WSHPU��PSS\Z[YH[L�VY�YLNPZ[LY�[OL�JP[PLZ&�>OH[�
NLZ[\YLZ�^V\SK�^VYR�HZ�PU[LUZP]L�ZPNUZ�[V�WYV]VRL�HUK�MVYJL�\Z�[V�MLLS�[OL�KPɈLYLUJL��[V�L_WLYPLUJL�[PTL�HUK�P[Z�
multiple truths, as proposed by Nascimento (2013)? Questions and desires to move around images and videos 
THKL�I`�[OPZ�HY[PJSL�HJ[VYZ���K\YPUN�HUK�HM[LY�[OL��UK�.YHɉ[P�4LL[PUN��JOHY[PUN�PTHNLZ�VM�[OL�L]LU[�HUK�WHY[PJPWHU[Z��
opinions (artists, teachers and students), enabling to understand them as intensive contemporary character to go 
IL`VUK�[OL�TLHUZ�VM�JVTT\UPJH[PVU�HUK��VY�KH[H�MVY�[OL�YLZLHYJO��5V[�HNYLLPUN�[OH[�PTHNLZ�HUK�^VYKZ�PKLHZ�
PU�MYVT�[OL�]VPJLZ�PU�H�[L_[�[OH[�ZPTWS`�ZOV^�\Z�HUK�L_WSHPUZ�PKLHZ��YLWYLZLU[H[PVUZ��RUV^SLKNL��[OV\NO[Z�HIV\[�
something or someone, on the contrary, seek the way, the gesture between them and something within us that 
match up with them. Intensity of the instant. Pulsating and intensities to bother thoughts. 

9PZRPUN��HSVUN�^P[O�[OH[�WLY[\YIH[PVU�� PZ�HUV[OLY�^H`�[V�WYVWVZL�ZVTL[OPUN�[OYV\NO�ZJYH[JOLZ�ZRL[JOLZ�VU�[OL�
^HSS��\ZPUN�NYHɉ[P��,_WLYPTLU[�I`�KPZSVJH[PUN�]PL^Z��)YLHRPUN�[OYV\NO�Z[YLL[Z��^HSSZ��Z\YMHJLZ�PU�ZPNUPÄJHU[�ZOPM[Z��
[\YU�HYV\UK��,]LY`KH`»Z�ZWPU�HUK�ÅV^�PTHNLZ�HUK�]VPJLZ�[OH[�^LYL�WYVK\JLK�^LYL�PU�[OVZL�L]LU[Z��6\Y�^PZOLZ�
LJOVLK�I`�[OL�H[[LTW[�VM�KLJVUZ[Y\J[PVU��[OL�KL]PH[PVU�VM�Z\I]LYZPVU��JHSSPUN�[OL�MLLSPUNZ��UV[�Q\Z[�[OL�L_WSHUH[PVUZ�
with discussions on this article. 

Signals to emanate gestures. Body-Gesture at risk. Connections, contacts, contamination in intense movements, 
as proposed by Ricardo Basbaum (2006, p. 67) “We can consider that a diagram will always be generated as a 
KL]PJL� YLSH[LK� [V� [OL�TH_PT\T�WYV_PTP[`� [V� [OL�ZP[L�VM� [OL�L_WLYPLUJL� B���D¹��TH[LYPHSPaH[PVU�VM�ILJVTPUN�^OLU�
[OL�]PL^LY�PZ�JHW[\YLK�I`�H�^VYR�HY[^VYR�PU[V�H�ÄLSK�PU[LUZP[PLZ��9PZRPUN�V\YZLS]LZ�^P[O�+LSL\aL�HUK�[OL�KPHNYHT�
functions, when the philosopher, the going through the work of Francis Bacon, proposes that the painter in his 
WHPU[PUNZ�PTHNLZ��JOHSSLUNLZ�ÄN\YH[PVU�HUK�UHYYH[PVU��(ZWLJ[Z�[OH[��MVY�+LSL\aL��LɈLJ[Z�HYL�PUZPZ[PUN�VU�PU]HKPUN�
the pictures (not only of Bacon). It challenges untied-nots, lines and forces - the diagram.
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)YPUNPUN� º[OPURPUN� [OL�HY[»�^P[O�+LSL\aL�HUK�TV]PUN�HYV\UK�HY[PJ\SH[PVUZ�^P[O� HLZ[OL[PJ� L_WLYPLUJL��I\PSKPUN�H�
YLZLHYJO�PU�L_WLYPTLU[H[PVU�[OH[�PZ�JVU[HTPUH[LK�I`�[OL�]PY\SLUJL�VM�[OV\NO[SLZZ�PU�[OL�[OV\NO[��0[�PZ�[V�ÄUK�V\[�
OV^�[OPZ�JVUJLW[�VM�KPHNYHT�OPUKLY�\Z�[V�L_WSVP[�[OPZ�NLZ[\YL�OHUK�KYP]L�PTHNLZ�[V�L_WLYPLUJL�[OL�LUJV\U[LY�^P[O�
NYHɉ[P�HY[PZ[Z�VU�[OL�VJJHZPVU�VM�[OL��UK�.YHɉ[P�4LL[PUN�VM�-LPYH�KL�:HU[HUH��ZLL�ÄN\YL����

Figure 3 – �UK�.YHɉ[P�4LL[PUN�(on the left). Public School Colégio Estadual José Ferreira Pinto (on the right).
:V\YJL!�WOV[VZ�I`�KL�4HYJVZ�)HYH[H��WLYZVUHS�ÄSL��7VZ[LY�I`�2IsH�.YHÄ[[P�

Meetings, cities, streets and walls in order to instigate two project-research4.  Throughout 2013, projects actions 
LUHISLK� H� NYV\W� VM� `V\UNZ[LYZ� MYVT� [OL� [V^U� �PU� ������ [V� KL]LSVW� ZVTL� HJ[P]P[PLZ� [V� WYVK\JL� HUK� L_WYLZZ�
RUV^SLKNL�HSVUN�̂ P[O�PTHNLZ�HUK�ZV\UKZ�MYVT�[OL�JP[ �̀�,_WLYPTLU[PUN��[Y`PUN�V\[�]LYZLK�H[�YPZR�ZJYH[JO��9PZRPUN����
;Y`PUN� \UMYHTLK� PTHNLZ� �ZLL� ÄN\YL� ����>HUKLYPUNZ� [OYV\NO� [OL� PKLHZ� HUK�^VYKZ�^P[O� [OL� ZPNUHS� JVUJLW[PVU��
with Deleuze, it was the strongest inspiration to cause a third research project “Cities (un)framed within images: 
L_WLYPTLU[H[PVUZ�JYVZZPUN�[OL�JVUJLW[PVU�VM�ZPNUZ¹�IYPUNPUN�[OL�KLZPYL�VM�[LUZPVUPUN!�^OH[�HYL�PTHNLZ�HISL�[V�KV�
^OLU�[OL`�KV�UV[�PU[LUK�[V�L_WSHPUZ��PSS\Z[YH[L��YLNPZ[LY�[OL�JP[PLZ&�

4 Both ongoing projects since 2012, they aim to better understand ways of expression, participation and social belonging from youngster in 
different production, consuming environment and cultural diffusion in Feira de Santana-BA. 
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Figure 4 – Public School Colégio Estadual José Ferreira Pinto outside wall photo while the 2nd�.YHɉ[P�4LL[PUN�
:V\YJL!�,KP]HU�*HYULPYV�KL�(STLPKH�WOV[V�����:LW[LTILY�������WLYZVUHS�ÄSL�

Streets Spin

0U[LNYH[PUN�[OL�@V\[O�.YV\W��4(*»Z�KLZPYL��V\Y�YLZLHYJO�PU�YL]LYILYH[PVU��HUK�H�7\ISPJ�:JOVVS��4LL[PUNZ��JOH[[PUN��
setbacks, invitations. Streets took over and allowed us of being invaded by uncertain lines, walls of the city. 
(Y[PZ[Z�THYRLK�[OL�ZJOVVS��\UP]LYZP[ �̀�[OL�T\ZL\T��Z[YLL[Z��ZV\SZ��L`LZ��^HSSZ»�ZRPU��0U]LU[PUN��\U�MYHTL^VYRZ�PU�
HU�H[[LTW[�[V�LTW[`�[OL�YLWYLZLU[H[PVUHS�JVUULJ[PVUZ�VM�SPULZ�HUK�JVSVYZ�PU�[OL�NYHɉ[P»Z�TV]LTLU[��;OL�X\LZ[PVU�
would be not only to contact this movement in order to understand and uncover the meanings of the drawings on 
the walls, but also fading away through these lines while passing along the street in the transit of the thoughts that 
have not even been thought yet. Bother, dislodge, move... 

>VYR�^P[O�[PU`�WHY[PJSLZ�YLSLHZLK�MYVT�[OL�ZWYH �̀�TV]PUN�NLZ[\YLZ�[OH[�¸B���D�]PVSH[L�[OL�L_WLJ[H[PVUZ�VM�[OL�J\S[\YL�
[OH[�WYLKL[LYTPULZ��PU�H�JVU[L_[�SPRL�[OL�JP[ �̀�P[�PZ�OV^�HUK�^OLU�[OL�ZWHJL�HUK�[PTL�JHU�IL�\ZLK¹��9HTVZ���  ���
W�������.YHɉ[P��TVZ[�VM�[OL�JHZLZ��ZL[Z�\W�PU�H�WVZ[\YL�VM�VWWVZP[PVU�[V�H�Z[HUKHYK�\YIHU�ZLUZL��¸B¯D�[OH[�Z\I]LY[Z�
the meaning of the place and the established patterns of communication in the public space [...] The bombing of 
the city��H�TL[HWOVYPJHS�ÄN\YL�[OH[�YL]LHSZ�[OL�KLZ[Y\J[P]L�UH[\YL��THZZP]LULZZ��[LU[HJ\SHY�VM�HU�HJ[PVU�[OH[�HPTZ�
JH[LNVYPJHSS`�[V�THYR�[OL�JP[`»Z�]PZPIPSP[`�ZWHJL¹��*HTWVZ����� ��W������LTWOHZPZ�HKKLK��

Although, in accordance with the approach of Ricardo Campos, it is not the understanding and comprehension that 
OL�KVLZ�HIV\[�NYHɉ[P�[OH[�^L�L_WVZLK�OLYL��*HTWVZ�[HRLZ�HU[OYVWVSVN`�HZZ\TW[PVUZ�VM�]PZ\HS�JVTT\UPJH[PVU�
[V�THRL�OPZ�HUHS`[PJHS�YLHKPUNZ�VM�\YIHU�TV]LTLU[��-VY�[OL�H\[OVY��¸0U�[OPZ�JVU[L_[��[OL�JP[`�PZ�[HRLU�HZ�H�]PZPISL�
WYVK\J[�VM�H�ZL[�VM�PUKP]PK\HS�HUK�JVSSLJ[P]L�KLZPYLZ��L_WYLZZP]L�YLZV\YJL�[OH[�PZ�JVSSLJ[P]LS`�JLSLIYH[LK�HZ�TH[LYPHS�
for human communication.” By taking the photos and the concepts of Deleuze, it is not intended that the city 
PZ� JHWHISL� VM� YLHKPUN� JVTWYLOLUZPVU�� I\[� P[� WYVK\JLZ� [LTWVYHS� ZWHJPUN�� ZWHJL�^PKLULK� MYVT� [OL� L_WYLZZP]L�
intensity of signs that emerge gestures. Not only with them but through them... 
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Figure 5 – Public School Colégio Estadual José Ferreira Pinto outside wall photo while the 2nd�.YHɉ[P�4LL[PUN
:V\YJL!�4HYJVZ�)HYH[H�WOV[V�����HUK�����:LW[LTILY�������WLYZVUHS�ÄSL�

:WPUZ��PU]VS\[PVUZ��KPaaPULZZ��+YHM[Z��ZJYH[JOLZ��YPZRZ��JVSVYZ��I\IISLZ��MYVNZ��LSLWOHU[Z��:RLW[PJPZT��JSHZZPÄJH[PVUZ��
YHURPUNZ��ZLL�ÄN\YL�����/V^�THU`�WVZZPIPSP[PLZ�VM�JYLH[PUN�JP[`�PU]LU[PVUZ�JV\SK�L_PZ[�[OYV\NO�NYHɉ[P�HY[�VU�H�ZJOVVS�
wall? 

7H\SV�9VILY[V��^OV�PZ�[OL�]PJL�WYPUJPWHS�VM�[OL�7\ISPJ�ZJOVVS��KLZJYPILZ�[OL�Z[YHUNLULZZ�JH\ZLK�I`�NYHɉ[P�HY[! 
 
 “What we have seen at one or another spot at the city are images that ... we have even suggested for 
viaducts, dead business concrete space. We suggested that they [the artists] could go to those place to vandalize 
“pichar” [literally spoken in quotation marks), and make their art out there. For instance, authorities say it is 
]HUKHSPZT��I\[� MVY� [OLT�� P[� PZ�HY[��-VY�-LYYLPYH�7PU[V»Z�JVTT\UP[ �̀� P[� PZ�HUV[OLY�\UKLYZ[HUKPUN�¹�+HPS`�ZJYPIISLZ�
scratches  on walls build up and make up cities. Color gray in slow or fast motion, not necessarily apparent, visible, 
but sensitive. Political and aesthetic mobilizations questioning us about how to get away of the representation plan 
and create landscapes-sensations from a cliché image, in a mechanic movement of signs. Basbaum (2009) presents 
HU�PU[LYLZ[PUN�YLÅLJ[PVU�VM�KPHNYHT�JVUJLW[�[OH[�LTLYNLZ�PU�YLSH[PVU�[V�OPZ�HY[PZ[PJ�̂ VYR�̂ P[O�[OL�W\ISPJ��PUKPJH[PUN�H�
“[...] double movement of forces of thought and concrete, as a device to produce changes” (Basbaum, 2006, p. 73). 
 
� 3H[LS`� 0»]L�ILLU�^VYRPUN�^P[O�KPHNYHT�HZ�H� [VVS� ��\ZPUN� P[� [V�VWLU�HUK�VJJ\W`�H�RPUK�VM� PU[LYTLKPH[L�
space between speeches and artwork. There is a building process to obtain this space, bringing words altogether 
HUK�^LH]PUN�PU[LYSHJPUN�H�K`UHTPJ�ZWHJL�^P[O� SPULZ�HUK�ZL]LYHS� ]PZ\HS�LSLTLU[Z��(IV]L�HSS� [OLYL� PZ� [OL�KLZPYL�
to establish in the picture, rhythm and pace: without a proper rhythmic model, the diagram does not work per 
si. Indeed, pulse, producing resonance, rhythmic vibration - they are what ensure the diagram movement and 
production to the necessary registration, otherwise it would become an abstraction that does not intervene, it does 
not move any space and it does not occupy any area. (Basbaum, 2010, p. 2, our translation).
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� ;HRPUN�YPZR�HUK�KHYPUN�[OL�JVSVYZ��YO`[OT��SPRLS`�[OL�NYHɉ[P�HY[PZ[Z�HUK�[OL�SVJHS�JVTT\UPJH[L�OHZ�KVUL��HZ�
HSZV�VIZLY]LK�H[�[OL�]PJL�WYPUJPWHS»Z�ZWLLJO��,ZJHWL�MYVT�H�JVTTVU�ZLUZL�[OV\NO[��¸0[�PZ�ULLKLK�[V�\UKLYZ[HUK�
HɈLJ[PVU� HUK� ZV�� PU� HJJVYKHUJL� [V� HU� \WKH[L� WYVJLK\YL�^OPJO� W\[Z� H^H`� V\[ZPKL� MVYJLZ�� H� KPɈLYLU[� MLLSPUN¹�
�5HZJPTLU[V��������W�������.YHɉ[P�HY[PZ[Z�JSLHYPUN�V\[�JVSVYZ�ÅV^�[OH[�PZ�ZWYLHK�HSVUN�[OL�W\ISPJ�ZJOVVS�^HSSZ�PU�H�
nearby or distant borough, once that the university is located far from the city center, the street Fair VI. According 
[V�2IsH�.YHÄ[[P��VUL�VM�[OL�VYNHUPaLYZ�HY[PZ[Z!�̧ ;OL�Z[YLL[�-HPY�=0�PZ�SPRL�H�IYPKNL�IL[^LLU�[^V�̂ VYSKZ!�<UP]LYZP[`�HUK�
several suburbs that are out there around”. The interesting school location was the main reason for the event: “An 
opening in Uefs lance5, we have never managed to do something within Uefs, so we thought it would be feasible 
K\YPUN�-LYYLPYH�7PU[V�Z[YLL[�-HPY�=0��ILJH\ZL�VUS`�[OLU�[OL`�̂ V\SK�SPRL�HUK�VWLU�Z[\KLU[Z»�HUK�HU`�V[OLY�WLVWSL»Z�L`LZ¹� 
 
 Andréa Pinheiro, the school head master, and her team and teachers, not only has made available a huge 
white screen, the school walls, but also has sheltered them throughout September 2014 weekend, becoming 
MLHZPISL�[OL��UK�.YHɉ[P�4LL[PUN��WYVTV[PUN�Z[YLL[�^HSS�ZJOVVS�JOHPU�WYVJLZZ��:[\KLU[�^HSS�OLHKTHZ[LYZ��*VSVYZ�
^HSS�ZJYH[JOLZ�NYHɉ[P��(UKYLH»Z�V^U�^VYKZ!

¸>OLU�^L�TLU[PVULK�HIV\[�NYHɉ[P�TLL[PUN��THU`�WLVWSL�OHK�[OL�PKLH�[OH[��^OV�^V\SK�IL�OLYL��^V\SK�IL�WLVWSL�
[V�ZWYH`�L]LY`[OPUN�PU�ISHJR��;OPZ�PZ�[OL�ÄYZ[�PKLH�[OH[�ZVTLVUL�[OPURZ�VM�NYHɉ[P��/V^L]LY��HZ�[OL�HY[PZ[Z�WYVJLLKLK�
^P[O�[OL�^VYRZOVWZ��JYLH[PUN�HY[��JVSVYPUN�[OL�^HSS�� [OL`�ZH^�[OH[�NYHɉ[P� PZ�HU�HY[��(U�\YIHU�HY[��YPNO[&�0[� PZ�UV[�
placed in an art gallery, it is priceless. So the real price is the beauty we have here at our school today”.
9PZRZ�ZJYPIISLZ�[OH[�THRLZ�\W�[OL�^HSSZ�ILH\[ �̀�NYHɉ[P»Z�[YHJLZ�[V�KHYL�[OL�Z[YLL[Z��*OHV[PJ�[^PZ[Z�HUK�ZWYH`PUN�
colors fragments, drawings, gestures, signs. Diagram. Rhythms shifted from one organi-city (organicity) to 
pulsate in other thoughts regarding the movement of production and dissemination of knowledge, articulating 
itself as a questioning of aesthetic-political statement of what we call representational politics, manifested in so 
many repetitive researches which prioritize one hierarchical model of communication, recognition, providing few 
VWWVY[\UP[PLZ�VM�TLHUPUN�T\S[PWSPJH[PVU�HUK�L_WHUZPVU�MVY�[OL�WOLUVTLUVU��VIQLJ[Z��PTHNLZ��YLZLHYJO��JP[PLZ��

Figure 6 – Carlos Bobi and his art at the �UK�.YHɉ[P�4LL[PUN. Public Shool Colégio Estadual José Ferreira Pinto 
PUZPKL�^HSS�:V\YJL!�4PSLUH�9VKYPN\LZ�WOV[V�����(\N�������WLYZVUHS�ÄSL�
���6RPH�H[SUHVVLRQV�XVHG�E\�WKH�*DIÀWL�DUWLVWV�ZHUH�RULJLQDO�NHSW�GXH�WR�WKH�IDFW�WKH\�DUH�LQ�WKHLU�RZQ�ZD\�RI�OLYLQJ�DQG�UHVLVWLQJ�DJDLQVW�
aggression and prejudice.
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The colors roam over the cities and awake, kill. Unblock streets, feelings, thoughts. “What interests me is how, 
[YHJPUN�SPULZ��VɈLYPUN�^VYKZ�VY�KP]PKPUN�Z\YMHJLZ�HSZV�HYL�KYH^U�VU�ZOHYLK�WSHJLZ¹��9HUJPuYL��������W��������>H`Z�
of sharing that involve amplitude “[...] sensitive for the community, forms of their own visibility and their disposal” 
^OLYL�̧ B���D�[OL�X\LZ[PVU�HYPZLZ�VM�HLZ[OL[PJ�YLSH[PVUZOPW�WVSPJ`¹��9HUJPuYL����� ���W�������\UKLYZ[HUKPUN�[OL�HLZ[OL[PJ�
as a way to articulate ways of doing, means of visibility and thinking of ways and their relation, implying an idea of 
[OL�LɈLJ[P]LULZZ�VM�[OV\NO[��JVUJS\KLK�[OL�-YLUJO�WOPSVZVWOLY��

In the following, a school teacher states, likewise Rancière:
“Now only they pass by and get delighted. [...] students, community. I saw a father standing still, staring at the wall 
HUK�ZHPK�º>V^��0�^HU[LK�[V�OH]L�[OLZL�WOV[VZ��*VTL�JSVZL�[V�ZLL�IL[[LY»���OL�KPK�UV[�L]LU�RUV^�0�^HZ�H�[LHJOLY�
��º3VVR�H[�[OL�^VYR�VU�[OH[�^HSS��/V^�WLYMLJ[�[OPZ�ZVSKPLY�PZ��BZLL�ÄN\YL��D�0�OH]L�ILLU�SVVRPUN�OLYL�HUK�[OLYL�UVU�
Z[VWWPUN��0�^PZO�0�JV\SK�OH]L�ZLLU�[OVZL�HY[PZ[Z�KVPUN�[OH[�»�*VUJS\KPUN��[OL�^HSS�OHZ�ILLU�THKL�\W�HUK�ILJHTL�
TVYL�ILH\[PM\S�¹

Passing by, looking at and commenting. Contemplate. Risk? Thus, we have provoked a questioning between the 
conceptual proposal of the risky operation of the diagram with the intensity of the signs, which, as mentioned by 
Nascimento (2013), in Deleuze takes a sensitive nature, […] we are open for the sign to the power of active creative 
MVYJLZ¹��5HZJPTLU[V��������W�������-VYJLZ�[OH[�HJ[P]H[L�\U[OPURHISL�HUK�ZV�Z\I]LYZP]L��]LYZLZ�[OH[�L_WSVKL�HUK�
spread a desire for power. Proliferations in spins of sensation seeking a thought with immersed images in the 
J\YYLU[�TV]LTLU[Z� VM� ]PZ\HS� HY[Z� PU� H� NYV\W� HJ[PVU� [V� \UIHSHUJL� Ä_LK� IV\UKHYPLZ� HTVUN� PTHNL�� ÄJ[PVU� HUK�
YLHSP[ �̀�7S\Z��HTVUN�RUV^SLKNL��TLTVY`�HUK�L_WSHUH[PVU��HUK�Z[YLL[�WVSP[PJZ��HY[�HUK�JYLH[PVU��(UH�.VKV`���������
JVTTLU[PUN�VU�H�2SVZZV^ZRP�HY[PJSL�� PU�^OPJO�[OL�H\[OVY�KPZJ\ZZLZ�ZVTL�JYP[LYPH�WYLZLU[� PU�5PL[aZJOL»Z�^VYR��
focusing on what current movements that are Earth management6, pointing out another movement not observed 
by the French author.
B���D� ;OH[� BTV]LTLU[D� VM�^HUKLYPUN� SPULZ� \UKV� [OL� PUJLZZHU[� YLMLYLUJLZ� B���D�� 3PULZ�^OVZL�TV]LTLU[Z� L_WYLZZ�
another policy that does not recognize borders, dispenses what it should be, do, think and feel, betraying the 
ZPNUPÄJHUJL�VM�Z`Z[LTZ��YLMLYLU[PHSP[ �̀�ZH`PUN�V[OLY�HUK�Z\YWYPZPUN�WYHJ[PJLZ��JSLHYPUN�ÅV^Z��JYLH[PUN�V[OLY�Z[YLHTZ��
undoing the machineries control and submission (Godoy, 2013, p. 130).

 
 
 
 
 

 
 

 
 
 

Figure 7 – Public School Colégio Estadual José Ferreira Pinto outside wall during the �UK�.YHɉ[P�4LL[PUN� Don 

6  “Klossowski, 1972, in an article about some criteria presented in Nietzsche work, states that the total Earth management and the exist-
ing  planetary plan obey an irreversible economical movement, that one that takes everything due to establishing – goals, paths, itinerary, 
calculated actions, on behalf of statistical future that consolidate roughness of the mankind and its mediocrity that would demand another 
movement” (Godoy, 2013, p. 130).
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.\[V�^OPSL�THRPUN�HY[��:V\YJL!�4PSLUH�9VKYPN\LZ�WOV[V�����:LW[LTILY�������WLYZVUHS�ÄSL�
0UP[PHS�ZJYPIISLZ�VU�[OL�^HSS�[OH[�UV[�ULJLZZHYPS`�^PSS�IL�H�NYHɉ[P�PTHNL��)YLHRKV^UZ�PU�^HUKLYPUN�SPULZ�[V�HUV[OLY�
political tension with the world. How many times, we wondered  by the initial scribbles what it would happen 
with that screen-wall. After lots of wrong guessing, we gave up and kept an eye at the invention. Encounters, 
unthinkable meetings popping up with the artists movements. Don Guto, an artist, risk, took risks and reddened 
[OL�WSV[�^P[O�VWLU�JSVZLK�L`LZ�[V�ZW`��ZLL�ÄN\YL�����0[�PZ�L_HJ[S`�V\Y�V^U�^PZO�PU�VYKLY�[V�JVU[YVS�^OH[�^L�ZLL��
know, think about what we intend to subvert in tiny particles in order to invade our wishes for the research. 
Resistance to the betrayal of the systems of meaning. 

The eye that does (not) speak. The mouth that does (not) see. Redness... According Ana Godinho (2013, p. 
136), “In Lógica da Sensação, the problem is about having an impossible eye. Thinking while feeling, indeed, but 
NL[[PUN�[OL�PTWVZZPISL�L`LZ�HUK�LHYZ�¹�>L�T\Z[�KPZ[\YI����(YL�UV[�[OL�HJ[Z�VM�HU�L]LY`KH`�SP]PUN�U\PZHUJLZ�HUK�PU�
L_WLYPLUJL&�:[YLL[Z��^HSSZ��JVSVY��in-ventaded cities, out-ventaded��H[�YPZR�MVY�[OL�L_WLSSPUN�[OL�ULLK�VM�L_WSHUH[PVU�
and (re)cognition of eye-touch-ears-walls-thoughts boundery. Be open to small and delicate gestures, almost (in)
visible. “It was a very enjoyable time to paint that empty wall out there. Out of the blue, three [artists] has arrived 
and started building up and something came out, everyone was here waiting for: how is it going to end up? And 
suddenly it draws our attention” mentioned the local teacher Nayara. Breaking up and putting our sensations at 
risk.

6JJ\W`PUN�HUK�PU]HKPUN�[OL�^HSS�[OYV\NO�[OL�HɈLJ[PVU��,WOLTLYHS�HY[�NYVV]PUN�[OL�^HSSZ�HUK�PU]HKPUN�[OL�HWWSL�VM�
the eye, bothering the haptic eyes. Splitting up in thoughts a feeling, creation.  The wall is not just a wall, nor the 
hand is only an eye neither the eye is only the city, and “[...] the diagram is not a relative zone of uncertain optical, 
but it is an absolute zone of indiscernibility or objective indeterminacy, which opposes to the view of a manual 
power as foreign power” (Deleuze, 2007, p 137). 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Figure 8 – �UK�.YHɉ[P�4LL[PUN various pieces of art. Public School Colégio Estadual José Ferreira Pinto outside 
^HSS��:V\YJL!�,KP]HU�*HYULPYV�KL�(STLPKH�WOV[V�����:LW[LTILY�������WLYZVUHS�ÄSL�

The streets, eyes, cars, cameras, sprays, colors, walls. Walls that move before our eyes and freeze us, 
JVU[LTWSH[P]L����^HSSZ�[OH[�MVSK�ILMVYL�[OL�L`LZ��MYVT�^OVT&��HUK�PU]P[L�\Z�[V�THKULZZ�����ZLL�ÄN\YL����;OYV\NOV\[�
[OL�^LLRLUK��HY[PZ[Z�ÅVVKLK�^P[O� [OLPY� SPULZ�� [OLPY� QL[Z�T\S[PWSL�JVSVYZ�HUK�JVU[V\YZ�VM� [OL�^HSSZ�VM� [OL�ZJOVVS��
:OHYPUN��.YHɉ[P�HZ�HU�HY[��[LSSZ�\Z�2IsH��̧ @V\�OH]L�[OL�WV^LY�[V�KPHSVN�̂ P[O�WLVWSL��̂ P[O�[OL�WSHJL¹��OLUJL�[OL�THPU�
goal of the event according to the artist - is to move the city scene, politicizing. Through a politicization of colors, 
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sprays, gesture scratching, risks, sensibilities not only on the retina... 

“From now one, students want to do the same on their own because they believe it is possible to do so, right? 
[...] And they want it to be kept for good. Few days ago they asked teachers if it would be there or not, whether 
someone would erase it. The answers was ‘No, it would not disappear. It would last according to the time it resists 
VU�[OL�^HSSZ��/LYL�P[�^PSS�UV[�[HRL�P[�H^H �̀�YPNO[&»¹��4HYPH�4HUVLSH��OPZ[VY`�[LHJOLY��

 
Figure 9 – In detail, �UK�.YHɉ[P�4LL[PUN�WOV[V��1VZL�-LYYLPYH�7PU[V�7\ISPJ�:JOVVS»Z�V\[ZPKL�^HSS��:V\YJL!�,KP]HU�
*HYULPYV�KL�(STLPKH�WOV[V�����:LW[LTILY�������WLYZVUHS�ÄSL�

Sensibility displayed over the rough walls, in the tact of the eye, in view of the skin, allowing us to slip all through 
[OL� UL^� PTHNL� WSV[Z� [OH[� V\[SPULZ�^P[O� [OL� ]PIYH[PVU� VM� ZWYH`� JHUZ� VU� [OL� NYHɉ[P�TLU»Z� OHUKZ� �ZLL� ÄN\YL�  ���
:[\KLU[Z�^VYKZ�PU�HKTPYH[PVU��YLZPKLU[Z��PU]P[H[PVU�[V�NYHɉ[P�^HSS����4V]LTLU[�[OV\NO[�HUK�MLS[�I`�[OL�HY[PZ[Z�^OV�
promoted the meeting in transforming... the image on the rough world invite us to look with hands, touch with 
eyes these shadows, all the (im)possibilities to decode the meaning, (dis)connections among the drawings. Acting 
PU�JYHaPULZZ��=P[HS�L]LU[�[OYV\NO�[OL�NLZ[\YL�IVK �̀�*OHYSLZ�4LUKLZ��HSZV�VUL�VM�[OL�NYHɉ[P�HY[PZ[�OPNOSPNO[LK!�¸4`�
WHPU[PUN�PZ�H�MHPY�PTHNL��^OPJO�KLJPKLZ�UV[OPUN��0[»Z�H�YLHS�NYHɉ[P��\YIHU�HY[��]HUKHSPZT��NLU\PUL�NYHɉ[P��HSS�[OVZL�
aspects moving altogether.” Delirium power of life... of cities.

Delirium Voices: The City Twists
>HNPUN�PTHNLZ�VM�^HSSZ�^VYSKZ��T\S[PWSPJP[PLZ�VM�RUV^SLKNL��WS\YHSP[PLZ�L_WYLZZPVUZ�JS\Z[LYLK�PU�VYKLY�[V�ZL[�\W�
everyday scenario, streets, cities in which here they are all resonances in sensations plan to proliferate thoughts 
ILMVYL�ILPUN�HUHS`[PJHS�JH[LNVYPLZ�YLWYLZLU[LK�HUK�PKLU[PÄLK�HZ�PTHNLZ��7YV]VRPUN��PU�HY[��SPML��^YP[PUN�VY�UV^OLYL��
chaotic outbursts, not assumptions nor moral judgments and... blur, dim, e.g., centers that no longer need to be 
obliged to see.

)S\YYPUN�^OH[�PZ�PU[LUKLK�[V�IL�JVUZPZ[LU[�[V�[OL�ÄLSKZ�VM��YL�JVNUP[PVU��LZWLJPHSS`�^OLU�^L�W\[�V\YZLS]LZ�[OYV\NO�
^HSSZ��Z[YLL[Z��YPZRZ�ZRL[JOLZ�HUK�JVSVYZ�MYVT�^P[O�PU�[OL�JP[PLZ��+PZTPZZ�[OL�VI]PV\ZULZZ�VM�L_WSHUH[PVUZ��^OL[OLY�
conceptual, sensory, communicational). 
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For us, from  Levante7�^HZ�H�NYLH[�OHWWLUPUN��H�SLNHJ`�[OH[�OHZ�ILLU�^YP[[LU�VU�[OL�^HSSZ��0[�PZ�V\[�[OLYL�H[�-LYYLPYH�
7PU[V�ZJOVVS��VU�P[Z�^HSSZ��ILH\[`�[OH[�YLTHPUZ��4HPUS �̀�P[�PZ�YLTHYRHISL�MVY�WLVWSL�^OV�^HSR�I`��;OLYL�^LYL�WLVWSL�
^OV�OHZ�UL]LY�OLHYK�HIV\[�NYHɉ[P�HUK�OHZ�RUV^U�P[�MVY�[OL�ÄYZ[�[PTL�K\L�[V�[OL�TLL[PUN��;OLYL�^LYL�HSZV�VULZ�
^OV�OHZ�KLJVUZ[Y\J[LK�[OH[�NYHɉ[P»Z�ULNH[P]L�WVPU[�VM�]PL^��;OH[»Z�H^LZVTL��;OL�LU]PYVUTLU[�^HZ�[LYYPÄJ��-VY�\Z��
P[�^HZ�HU�HIZVS\[L�Z\JJLZZ�¹��)Y\UV�.HSLNV�

,_WLYPTLU[H[PVU�[OH[�PU]P[LZ�[V�LZJHWL�MYVT�[OL�Ä_LK�YPNPK�YLWYLZLU[H[PVUZ�HUK�MYVT�L_LYJPZLZ�VM�YLJVNUP[PVU�VU�H�
UHYYH[P]L�PTHNLY`�[OH[�PZ�[V�IL�MLS[��PU�+LSL\aL»Z�L_WYLZZPVU�VM�TLHUPUN��MVY�[OL�MLLS�MYHNTLU[�VM�H�WSHJL�ZJYH[JOLK��
«Scratching places. Making these foreign places from themselves: what is forced to be also the unplaced, the 
gap between that place and itself [...]” (Oliveira Jr, p 207, 2013.). Shifts in delimitation of the political resistances, 
markings and boundaries when discussing the supremacy of memories-remember-forgetfulness, images of reality 
and visual experimentations��:[YLL[�HUK�NYHɉ[P��

Therefore, we believe in an action of the images, presenting them as active spaces of creation, thought and 
RUV^SLKNL��^PSSPUN�[V�LZJHWL�MYVT�SPULHYP[`�ÅH[ULZZ�[OH[�VYNHUPaLZ� the before/previous - the moment when the 
image is produced - and after - when it is seen. Moreover, this organizational movement wants to occur within 
a logic of continuation and a controlled and stable communication. What we aim is escapes from a political 
YLWYLZLU[H[PVU��PZ�¸B¯D�[V�ºKPZ[PUN\PZO»�PTHNL�YLWYLZLU[H[PVU»��VIQLJ[�VY�JVU[LU[��MYVT�ºPTHNL�HZ�H�JYLH[VY¹��)\JP�
.S\JRZTHUU��������W�������X\LZ[PVUPUN�[V�^OH[�L_[LU[�HU�PTHNL�JHU�YLX\PYLZ�X\HU[P[`�VM�HUHSVNPLZ����

Figure 11 – Public School Colégio Estadual José Ferreira Pinto outside wall during the �UK�.YHɉ[P�4LL[PUN�
:V\YJL!�,KP]HU�*HYULPYV�KL�(STLPKH�WOV[V�����:LW[LTILY�������WLYZVUHS�ÄSL�

7 Levante Youth Popular Movement became national in 2012, originally from Porto Alegre-RS in 2006 by rural citizens, people from 
Homeless and Land Movement (MST) and Small Agriculture Representatives (MPA). The main motto is the dialog and urban youngster 
organization, specially the poorest ones coming from big cities outskirts - once, recently, a large amount of popular movements do not want 
WR�EH�VHWWOHG�GRZQ�LQ�VODPV��GHQ\LQJ�WKH�SRVVLELOLW\�RI�RUJDQL]DWLRQDO�DQG�SROLWLFDO�ÀJKW�WR�D�KXJH�DPRXQW�RI�%UD]LOLDQ�SHRSOH��,Q�D�GD\�E\�
day, young people promote actions about education in a public school, health system in a neighborhood, leisure, art and culture. As the ovine 
the acts on local and youth questions, it is possible to see a huge diversity such as from hip-hop groups to undergraduate courses. However, 
WKH�RQO\�SODWIRUP�DEOH�WR�XQLW�/HYDQWH�0RYHPHQW�LV�E\�D�3RSXODU�3URMHFW�IRU�%UD]LO��D�JURXS�RI�VWUXFWXUDO�PRGLÀFDWLRQV��ULJKWV�DFTXLVLWLRQ���
$JUDULDQ�UHIRUP�SURJUDP�WR�GHPRFUDWL]DWLRQ�RI�PHGLD�DVVRFLDWH�ZLWK�VRFLDO�ÀJKW�DQG�SHRSOH�FODLP�RQ�VWUHHWV��
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“But I have something to look at and even after thousands times, we are not able to get all the details, nor decode 
L]LY`[OPUN�[OH[�[OL�HY[PZ[�^HU[Z�[V�ZH �̀�:V��NYHɉ[P�PZ�H�WVW\SHY�HY[��P[�PZ�H�Z[YLL[�HY[�HUK�P[�OHZ�[V�IL�]HS\LK��0�SPRL�P[�
a lot. I do not understand as much art but this image... blue, white, seems to be eyes that stare at us and at the 
ZHTL�[PTL�HYL�UV[�L`LZ�ZV�P[�JHSSZ����BZLL�ÄN\YL���D�0[�KYH^Z�H�SV[�VM�H[[LU[PVU��0�SP]L�OLYL��^HSR�I`�OLYL�L]LY`�KH �̀�ZV�
this picture remains” (Jaci, school teacher).
 
0THNL�[OH[�YLTHPUZ�VY�SL[�\Z�WVY[YH`�KLWPJ[�[OL�VIZLY]H[PVU�VM�[OL�^VYSK��PU�H�ZLUZL�VM�PU]P[PUN�V[OLY�[YHP[Z��ZOHWLZ��
actions of aesthetic under other angles, right? Images in wandering worlds, multiplicities of knowledge, pluralities 
L_WYLZZPVUZ�JS\Z[LYLK�PU�VYKLY�[V�ZL[�\W�L]LY`KH`�ZJLUHYPV��OLYL�[OL`�HYL�JVUZPKLYLK�YLZVUHUJLZ�PU�ZLUZH[PVUZ�
WSHU�[V�WYVSPMLYH[L�[OV\NO[Z�ILMVYL�ILPUN�HUHS`[PJHS�JH[LNVYPLZ�YLWYLZLU[LK�HUK�PKLU[PÄLK�I`�PTHNLZ��(U�L`L�[OH[�PZ�
UV[�[OL�L`L�I\[�ZLLZ��)S\L�HUK�^OP[L�[OH[�WYVSPMLYH[L�PU�MLLSPUNZ�HUK�L_WYLZZPVUZ��UV�Y\ZO��^OLU�V\[�[OLYL�ZVTLVUL�
goes to school. Becoming ex-pressed by the world. Letting it go through the trial of acting. 
Rhythms, cities, bodies, gestures in a mechanism that requires gap in the recognition and representation. Fragments 
[OH[�KV�UV[�^PZO�[V�IL�JVSSLJ[LK�MVY��PT�WYVIHISL�JVUÄN\YH[PVU�VM�HU�PTHNL��[OV\NO[��^HSS��JP[ �̀�LK\JH[PVU����(�WPLJL�
VM�NYHɉ[P�VY�[OYLL&�/V^�THU`�HY[PZ[Z&��>OPJO��PT�WVZZPIPSP[PLZ�VM�SPULHYP[`�[OL�PTHNL�JH\ZLZ��ZLL�ÄN\YL����&�6IQLJ[Z��
[OPUNZ��Z[YLL[Z��SPULZ����¸>OH[�^L�JHSS�H�ºTHW»�VY�L]LU�H�ºKPHNYHT»��PZ�H�ZL[�VM�ZL]LYHS�SPULZ�Y\UUPUN�H[�[OL�ZHTL�[PTL¹�
(Deleuze, 1992, p. 47). Two Brazilian artists and a Swede, who did not speak or understand Portuguese, performed 
[OPZ�PTHNL�L_WYLZZPVU��;V\JOPUN�LHJO�V[OLY��HUK�ZPT\S[HULV\ZS`�SVVRPUN�LHJO�V[OLY��WHY[PJSLZ�[OH[�ZWYH`�[V�ZWHYRSL�
HUK�ZSPWZ���Q\Z[�SPRL�[OL�̂ OLLSZ�HUK�[OL�KYP]LY»Z�MLL[�VM�[OL�]LOPJSL��[OL�JHW��H�MLLSPUN�̧ )LJH\ZL�VU�[OL�TV]PUN�Z[YLL[��
P[�PZ�L_WLYPLUJLK�HIV]L�HSS�H�Z[YHUNL�TV]PUN�VM�[OPUNZ¹��.VKV �̀�������W������(^R^HYK��*VU[HTPUH[PVU��(ɈLJ[PVUZ��
-YPJ[PVU��9\IIPUN�MVYJLZ��(ɈLJ[�[OV\NO[Z��0U[LUZP]L�L_WLYPLUJL�VM�[OL�IVK`�TH[[LY�NLZ[\YL��:PNU�HZ�HɈLJ[PVU�[OH[�
makes us follow the lines.

It is the line that is between two points, but the point that is the intersection of several lines. The line is not regular, 
[OL�WVPU[�PZ�Q\Z[�SPUL�PUÅLJ[PVU��B���D�0[�PZ�SPRL�H��KL]PH[PVU�VM�TV]LTLU[�[OH[�VJJ\WPLZ�[OL�ZWHJL�PU�H�^OPYS^PUK�
way which is likely to to arise at any point. (Deleuze, 1992, p. 200). 

-PN\YL����¶�PU�KL[HPS���UK�.YHɉ[P�4LL[PUN�WOV[V��7\ISPJ�:JOVVS�*VStNPV�,Z[HK\HS�1VZt�-LYYLPYH�7PU[V�V\[ZPKL�^HSS�
:V\YJL!�:JLUL�WSV[�^P[O�7YVM��1HJP��THKL�I`�,KP]HU�*HYULPYV�KL�(STLPKH�����6J[VILY�������WLYZVUHS�ÄSL�
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Dispersion-intersection-composition points of sprawling paints on turbulent streets, walls, schools, education of 
KLS\ZPVUHS�KPYLJ[PVU�ILJH\ZL�PU�[OPZ�̂ H`�̧ B¯D�[OL�JP[`�L_PZ[Z�PU�H�ÄLSK�MVYJLZ�JVYYLSH[PVU�[OH[�PZ�JVUZ[HU[S`�PU�MYPJ[PVU¹�
�.HS]qV��������W�������:OPM[Z�[V�[OL�V\[ZPKL�^OPJO�PZ�HSZV�PUZPKL��VUJL�ZJOVVS�PZ�VɈ�VM�[OL�\UPX\L�ZWHJL[PTL�YLSH[PVU��
choreographing artists, students, researchers, residents, colors, winds, trees in other rhythms. Choreography that 
involves chaos, contours that sing by deformities, cities invented by movements. Spatial surfaces leaving the 
crystallized dimensions and invites time to delirium... 
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Chapter 12

Beyond the visible on decoding the layers of a cultural quarter: 
WOV[V�LZZH`�VU�H�YLÅL_P]L�\YIHU�PU[LY]LU[PVU

Pedro Costa and Ricardo Lopes (PT) 

Abstract: 
+YH^PUN�VU�H�YLZLHYJO�HJ[PVU�IHZLK�TL[OVKVSVN`�[OL�H\[OVYZ�KL]LSVWLK�[OYLL�L_WLYPLUJLZ�VM�\YIHU�PU[LY]LU[PVUZ��
SPURLK�[V�H�ZJPLU[PÄJ�YLZLHYJO�WYVNYHT��PU�[OYLL�JVUZLJ\[P]L�`LHYZ��PU�PUMVYTHS�\YIHU�JVU[L_[Z�PU�)HPYYV�(S[V��[OL�
THPU�J\S[\YHS�X\HY[LY�VM�3PZIVU��0U�[OPZ�WHWLY�̂ L�L_WSVYL�ZVTL�VM�[OL�YLZ\S[Z�VM�VUL�VM�[OLZL�\YIHU�PU[LY]LU[PVUZ��[OL�
OHWWLUPUN�̧ )L`VUK�=PZPISL¹��̂ OPJO�̂ HZ�WHY[PJ\SHYS`�KPYLJ[LK�[V�L_WSVYL�[OL�YLÅL_P]P[`�VU�[OPZ�ULPNOIVYOVVK»Z�\ZLYZ�
HUK�[V�WYVTV[L�[OL�KPZJ\ZZPVU�VU�[OL�JVKPÄJH[PVU�SH`LYZ�VM�H�J\S[\YHS�X\HY[LY�HUK�P[Z�PUOLYLU[�JVUÅPJ[Z��;OYV\NO�[OL�
confront of its users with their perceptions and representations about Bairro Alto area, this intervention brought us 
PU[LYLZ[PUN�YLZ\S[Z�^OPJO�LUHISL�\Z�[V�L_WSVYL�[OL�KPɈLYLU[�SH`LYZ�VM��PU�]PZPIPSP[`�PU�[OL�PUMVYTHS�\YIHU�JVU[L_[Z�[OH[�
are present in a cultural district such as this one, as well as in many creative milieus.
 
Keywords:�*YLH[P]L�4PSPL\Z"�*VUÅPJ["�0UMVYTHSP[`"�*\S[\YHS�8\HY[LYZ"�7\ISPJ�:WOLYL"�(Y[PZ[PJ�<YIHU�0U[LY]LU[PVUZ"�
Photo-essay: Bairro Alto

1. Introduction1

Cultural quarters have been widely studied in recent years as they embody broader structural transformations 
HZZVJPH[LK�^P[O�\YIHU�JOHUNL��I\[�HSZV�HZ�[OL`�HYL�WYP]PSLNLK�HYLUHZ�MVY�[LUZPVU�HUK�JVUÅPJ[��THUPMLZ[LK�IV[O�PU�
ZWH[PHS�[LYTZ�HUK�PU�WLVWSL»Z�SP]LK�L_WLYPLUJLZ��;OL�^PKL�]HYPL[`�VM�NLU[YPÄLK�YLZPKLU[PHS�JP[`�LUJSH]LZ��NOL[[VZ��
glbt villages, ethnic quarters, red light districts and creative quarters can be seen as a commonplace feature of 
contemporary urban landscape (Bell and Jayne, 2004), which often brings vitality and vibrancy for many ancient or 
HIHUKVULK�HYLHZ�VM�JP[PLZ��I\[�HSZV�HZ�HU�HYLUH�MVY�MYLX\LU[�JVUÅPJ[Z�IL[^LLU�YLZPKLU[Z�HUK�\ZLYZ��NLU[YPÄLYZ�HUK�
traditional residents, new activities and traditional activities, night users and day users, and so on (Costa, 2008; 
Costa et al, 2010, Costa and Lopes, 2012, 2015). Public space is often the privileged sphere for these tensions 
HUK�JVUÅPJ[Z��^P[O�[OL�L_WYLZZPVU�VM�T\S[PWSL�WV^LY�YLSH[PVUZ�H[�[OL�SL]LSZ�VM�[OL�WO`ZPJHS�ZWHJL��[OL�L_WLYPLUJLZ�
P[�WYV]PKLZ�HUK�[OL�Z`TIVSPJ�ÄLSK��0U�WHYHSSLS��[OLZL�HYL�HSZV�MYLX\LU[S`�SPTPUHS�ZWHJLZ��THYRLK�I`�[YHUZNYLZZPVU�
HUK�ZVJPHS�HUK�PUKP]PK\HS�L_WYLZZPVU�VM�[OL�ZLSM��PU�JVU[L_[Z�^OLYL�ZVJPHS�JVU[YVS�PZ�TP[PNH[LK�HUK�VWLUULZZ�HUK�
tolerance to diversity increase.

1 This paper, developed through the particular format of a photo essay, draws upon an urban intervention and a research 
WYVJLZZ�^OPJO�^HZ�WYL]PV\ZS`�L_WSVYLK�PU�[^V�V[OLY�WHYHSSLS�WHWLYZ��UV^�\UKLY�W\ISPZOPUN�WYVJLZZ��^OPJO�^LYL�KL]V[LK�[V�[OL�
analysis of a set of 3 urban interventions conducted in the Bairro Alto area by the authors between 2010 and 2012 (Costa and 
3VWLZ������H������I���7HY[Z�VM�[OL�ZOVY[�[L_[�[OH[�PZ�WYLZLU[LK�OLYL�PU�[OPZ�]PZ\HS�LZZH`�HYL��[YPI\[HY`�VM�[OVZL�[^V�[L_[Z��^OPJO�
themselves draws upon two previous versions, which were presented at several international conferences:  “Artistic intervention 
PU�W\ISPJ�ZWOLYL��JVUÅPJ[�HUK�\YIHU�PUMVYTHSP[`!�HU�PU[LYUH[PVUHS�JVTWHYH[P]L�HWWYVHJO�[V�PUMVYTHS�K`UHTPJZ�PU�J\S[\YHS�KPZ[YPJ[Z¹��
7HWLY�WYLZLU[LK�H[�[OL�0U[LYUH[PVUHS�9*���*VUMLYLUJL�������9LZV\YJLM\S�*P[PLZ��)LYSPU��.LYTHU`���� [Oɫ��[O�(\N\Z[�����"�HUK�
“Artistic Urban Interventions, Informality and Public Sphere: Research Insights from Ephemeral Urban Appropriations on a 
Cultural District“, paper presented at XVIII ISA World Congress of Sociology “Facing an Unequal World: Challenges for Global 
:VJPVSVN`¹��7HJPÄJV�@VRVOHTH��@VRVOHTH��1HWHU����[O�� [O�1\S`������HUK�H[�,\YVWLHU�:VJPVSVNPJHS�(ZZVJPH[PVU�9LZLHYJO�
Network 37 “Urban Sociology” Mid-Term Conference “Public spaces and private lives in the contemporary city”, Lisbon, 
FCSH-UNL, 19th-21th November 2014. The authors acknowledge all the comments and suggestions made by the reviewers 
and participants on those sessions.
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+YH^PUN� \WVU� H� YLZLHYJO�HJ[PVU� IHZLK� TL[OVKVSVN`� [OL� H\[OVYZ� KL]LSVWLK� [OYLL� L_WLYPLUJLZ2 of urban 
PU[LY]LU[PVUZ�SPURLK�[V�H�ZJPLU[PÄJ�YLZLHYJO�WYVNYHT��PU�[OYLL�JVUZLJ\[P]L�`LHYZ��PU�)HPYYV�(S[V��[OL�THPU�J\S[\YHS�
X\HY[LY�VM�3PZIVU��7VY[\NHS��ZLL�*VZ[H�HUK�3VWLZ�����H������I�MVY�KL[HPSZ���0U�[OPZ�WHWLY�^L�L_WSVYL�ZVTL�VM�[OL�
results of the third of these urban interventions, the happening “Beyond Visible”, held on December 2012. This 
L]LU[�^HZ�WHY[PJ\SHYS`�KPYLJ[LK�[V�L_WSVYL�[OL�YLÅL_P]P[`�VU�[OPZ�X\HY[LY»Z�\ZLYZ�HUK�[V�WYVTV[L�[OL�KPZJ\ZZPVU�VU�
[OL�JVKPÄJH[PVU� SH`LYZ�VM�H�J\S[\YHS�KPZ[YPJ[�HUK� P[Z� PUOLYLU[�JVUÅPJ[Z��L_WYLZZLK�IV[O�VU�TH[LYPHS�HUK�Z`TIVSPJ�
arenas. The photo-essay that is here presented is based on some the results this intervention brought us, aiming 
[V�L_WSVYL�[OL�KPɈLYLU[�layers��PU�]PZPISL�PU�[OL�PUMVYTHS�\YIHU�JVU[L_[Z�VM�)HPYYV�(S[V�

Artistic intervention was for us a particularly interesting way of looking at these neighborhoods and to understand 
[OL�T\S[PWSL� SH`LYZ� VM� \ZLZ� HUK� ZLNYLNH[PVUZ� [OH[� IYPUN� ]P[HSP[`� PU� L]LY`KH`� SPML� [V� [OLZL� WHY[Z� VM� [OL� JVTWSL_�
organisms that cities are (see Costa and Lopes 2016a, 2016b on this)..Our previous research on several cultural 
X\HY[LYZ� PU�KP]LYZL�JVU[L_[Z� �*VZ[H� HUK�3VWLZ�� ������ ������� IHZLK�VU�KLZR� YLZLHYJO�� VIZLY]H[PVU�HUK� ]PZ\HS�
ethnographic approaches, providing a comparative perspective of their public sphere, enabled us to question 
and to bring to discussion the characteristics of each of these districts, concerning their morphology, creative 
dynamics and informality, trying to understand the main features that can contribute to the development and 
]P[HSP[`�PU�[OLZL�J\S[\YHS�X\HY[LYZ�HZ�^LSS�HZ�[OLPY�ZWLJPÄJP[PLZ��
>P[O�[OLZL�PU[LY]LU[PVUZ��[HRPUN�HZ�LTWPYPJHS�JVU[L_[�[OL�)HPYYV�(S[V�KPZ[YPJ[� PU�3PZIVU��^L�[YPLK�[V�PU�KLW[O�[OPZ�
analysis, in several directions (cf Costa and Lopes, 2016a, 2016b), and in this particular case we focused on the 
PZZ\LZ�YLSH[LK�[V�[OL�T\S[PWSL�JVKPÄJH[PVU� SH`LYZ�YLÅLJ[LK� PU�[OL�WYHJ[PJLZ�HUK�YLWYLZLU[H[PVUZ�VM� [OPZ�X\HY[LY»Z�
users. 

2. The “Beyond Visible” happening (Bairro Alto, 2012)

0U�+LJLTILY�������^L�[YPLK�[V�L_WSVYL�[OPZ�RPUK�VM�LWOLTLYHS�PU[LY]LU[PVU�WYVTV[PUN�PU�)HPYYV�(S[V�HU�happening 
entitled Beyond Visible3. The happening intended to introduce in the quarter a “new living room” for one night in an 
L_WLJ[HU[�ZWHJL�VM�9\H�KH�)HYYVJH��0[Z�THPU�JVUJLW[ ^HZ�[V�L_WSVYL�[OL�PKLH�VM�[OL�ZL]LYHS�SH`LYZ�VM�JVKPÄJH[PVUZ�
that compose the creative milieus, particularizing for the case of this quarter and the way people “represent” (and 
“read”) it. Thus, along that night, the people that passed by on the street were invited to enter in a “dark space” 
HUK�[V�I\PSK�[OLPY�V^U�L_OPIP[PVU��[OYV\NO�[OLPY�V^U�JV\YZL�[OYV\NO�[OVZL�YVVTZ��^P[OV\[�ZLNYLNH[PVU�VM�HU`�RPUK�
people or practices. 

The happening was visually announced with a projection of several photos overlapping in the opposite façade of 
[OL�PU[LY]LULK�I\PSKPUN��;OL�WYVQLJ[PVU�KYL^�H�KPɈ\ZL�PTHNL�VM�)HPYYV�(S[V��JVTWVZLK�I`�[OVZL�V]LYSHWWLK�SH`LYZ��
^OPJO�Z\NNLZ[LK�[OH[�ZVTL[OPUN�KPɈLYLU[�^HZ�OHWWLUPUN�VU�[OH[�ZWHJL��*SVZLY�[V�[OL�]LU\L��WLVWSL�Z[HY[LK�[V�
see one door, where it was possible to enter in a “dark space”, and another one, where there were people going 
V\[�VU�[OL�YO`[OT�VM�WOV[VNYHWOPJ�JHTLYH»Z�ÅHZOLZ��

;OL�PU[LY]LU[PVU�Z\NNLZ[LK�HU�PU]LY[LK�YV\[L�VM�L_OPIP[PVU��0[�Z[HY[LK�^P[O�PTHNLZ�VM�WLVWSL�[OH[�OHK�HSYLHK`�ILLU�
photographed projected on the wall of a “waiting room”, where visitors received “UV light” lamps which they were 
invited to use in the subsequent rooms, at the interior of the happening. After people were invited to enter to that 
“dark space”, they started to unveil phrases that were written with “transparent ink” on the interior walls of the 
I\PSKPUN��[OL�ZLU[LUJLZ�^LYL�WYL]PV\ZS`�JVSSLJ[LK�[OYV\NO�PU[LY]PL^Z�THKL�^P[O�WLVWSL�PU�)HPYYV�(S[V�PU�KPɈLYLU[�
periods of the day and represented the opinions and image of those citizens about it). The variety of sentences 
^YP[[LU�HUK�[OL�[LJOUPX\L�\ZLK�HSSV^LK�LHJO�]PZP[VY�[V�KPZJV]LY�KPɈLYLU[�[OPUNZ�HUK�[V�PU[LYWYL[�[OLT�MYVT�KPɈLYLU[�
WVPU[Z�VM�]PL �̂�(SVUN�[OL�L_OPIP[PVU��[OL�]PZP[VYZ�^LYL�Z\YWYPZLK�I`�V[OLY�JVTWSLTLU[HY`�HY[PZ[PJ�PU[LY]LU[PVUZ!�PU�H�
small performing space two actors (Nuno Antunes and Beatriz Henriques) talked with the visitors (one at a time) 
 
2  Espaços Liminares, in 2010 (http://espacosliminares.blogspot.pt/); Bairros como nós, in 2011 (http://bairroscomonos.blogspot.pt/); and  
Beyond Visible, in 2012 (http://beyondvisibleba2012.blogspot.pt/).

3  More info at http://beyondvisibleba2012.blogspot.pt/
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about Bairro Alto; during all the visit, the “background noise” constructed with sounds collected in the quarter 
�T\ZPJPHUZ!�17:OLSHX���.LYHSKLZ���1VqV��HJJVTWHUPLK�[OL�]PZP[��([�[OL�LUK��[OL�]PZP[VYZ�^LYL�Z\YWYPZLK�I`�MV\Y�
WOV[VNYHWOLYZ��;OPHNV�-LP[VZH���*HYVSPUH�4V[H���(SL_HUKYL�(IYL\���4HYPHUH�*VY[LZ��[OH[�OHK�WYLWHYLK�H�YLWSPJH�VM�
a professional studio to photograph them and, in this way, being “formally” photographed they become also part 
VM�[OL�HY[PZ[PJ�PU[LY]LU[PVU���UV[�Q\Z[�HZ�ZWLJ[H[VYZ�HUK�WHY[PJPWH[P]L�LSLTLU[Z��I\[�HSZV�HZ�HU�VIQLJ[�L_OPIP[LK��HUK�
actively performing for it…). 

5H[\YHSS �̀�ILZPKLZ�L_WSVYPUN�HY[PZ[PJ�HUK�YLZLHYJO�HZWLJ[Z�� [OL�L_OPIP[PVU� [YPLK�HSZV� [V�JYLH[L�VUL�JYP[PJHS�ZLUZL�
PU� H\KPLUJL�^OV�OHK�ILLU� [LTW[� [V� [OPUR� HIV\[� [OL�X\HY[LY� HUK� P[Z� OHWWLUPUNZ� MYVT�H�KPɈLYLU[� WLYZWLJ[P]L��
LUOHUJPUN�H�YLÅL_P]L�WYVJLZZ�HIV\[�[OL�X\HY[LY��PUKP]PK\HSS`�HUK�JVSSLJ[P]LS �̀��

���(�WOV[VNYHWOPJ�HWWYVHJO�[V�[OL�T\S[PWSL��KL�JVKPÄJH[PVU�SH`LYZ�VM�H�J\S[\YHS�X\HY[LY

In this visual essay we focus on the evidence provided by our subjects on the multiple layers of visibility and 
importance that were brought to discussion about Bairro Alto in the intervention that we have developed. Being 
J\S[\YHS�X\HY[LYZ�THYRLK�I`�SPTPUHSP[`�HUK�T\S[PWSL�SH`LYZ�VM�JVKPÄJH[PVU��TVZ[S`�PU�[OL�JHZLZ�^OLYL�NLU[YPÄJH[PVU�
HUK�THZZPÄJH[PVU�WYVJLZZLZ�[HRL�WSHJL��HZ�[OPZ�VUL��JM��*VZ[H�HUK�3VWLZ��������������*VZ[H��������[OLZL�HZWLJ[Z�
are particularly relevant.

(Z�WYLWHYH[VY`�WYVJLZZ�[V�[OPZ�PU[LY]LU[PVU�̂ L�HZRLK�[V�P[Z�\ZLYZ»�[^V�ZPTWSL�X\LZ[PVUZ!�VUL�̂ HZ�HIV\[�̂ OH[�)HPYYV�
Alto meant to each one of the persons inquired; the other one was to name a place in Bairro Alto which would 
be important or somehow representative for that person. The answers to these questions were obtained through 
H�IYPLM�ÄLSK^VYR��JVUK\J[LK�VU�[^V�JVTWSLTLU[HY`�^H`Z!�[OYV\NO�KPYLJ[�ZOVY[�PU[LY]PL^Z�VU�IYPLM�Z[YVSSZ�HYV\UK�
the neighborhood during daytime and nighttime, and also by an simple e-mail survey forwarded on a snowball 
methodology.  

The display in the intervention presented the results achieved on a way which aimed to be able to promote 
YLÅL_P]P[ �̀�JVUMYVU[�HUK�KPZJ\ZZPVU�HTVUN�WHY[PJPWHU[Z»�JVU[YHZ[PUN�]PL^Z��4VZ[�VM�[OL�ZWHJL�VM�L_OPIP[PVU�^HZ�
JV]LYLK�I`�[OL�ZLU[LUJLZ�VI[HPULK�[V� [OL�ÄYZ[�X\LZ[PVU��^OPJO�WLVWSL�^V\SK�KPZJV]LY��^P[O� [OLPY� SHTW� PU� [OLPY�
hands, un-hiding it from darkness, through their individual course, wherever they pointed out their lights. In a 
ZWLJPÄJ�ZTHSS� ZWHJL��ULHY� [OL�LUK�VM� [OL� [YHPS� �H�ZTHSS�IH[OYVVT�^P[O� P[Z�KVVY�VWLU��^LYL� [OL�HUZ^LYZ� [V� [OL�
second question, with the names of places mentioned by people… In parallel, another small bathroom gave the 
VWWVY[\UP[`�[V�WLVWSL�[V�L_WYLZZ�[OLTZLS]LZ��^P[O�H�TPJYVWOVUL�YLJVYKPUN�^OH[�WLVWSL�^V\SK�IL�^PSSPUN�[V�SLH]L���
in front of a wall where the word “Fala” (speak), provoked the visitor (although the results of this last device were 
H�SP[[SL�IP[�KPZHWWVPU[PUN��HUK�^LYL�UV[�L_WSVYLK�PU�[OPZ�WHWLY��

0U�V\Y�WYLZLU[H[PVU��^L�VW[�[V�SL[�[OL�WOV[VZ�[HSR��HUK�Q\Z[�OPNOSPNO[�ZVTL�VM�[OL�WOYHZLZ�HUK�L_WYLZZPVUZ�JVSSLJ[LK�
VU�LHJO�SLNLUK��[Y`PUN�[V�THRL�H�SP[[SL�TVYL�L]PKLU[�[OL�THPU�[VWPJZ�[OH[�HYL�ZPNUPÄJHU[�PU�[OL�ZL]LYHS�KP]PKLZ�[OH[�
JYVZZ�[OL�KPɈLYLUJL�SH`LYZ�HUK�ZLNYLNH[PVUZ�^OPJO�JOHYHJ[LYPaL�JVU[LTWVYHY`�)HPYYV�(S[V��VSKLY�HUK�[YHKP[PVUHS�
residents, newcomers; cultural activities; new “creative” activities; nightlife activities; traditional commerce; 
UPNO[SPML�\ZLYZ"�HY[PZ[Z"�NLU[YPÄLYZ"�L[J��
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-PN\YL� �� �� ;OL� PU[LY]LU[PVU!� WYL]PV\ZS`� JVSSLJ[LK� L_WYLZZPVUZ� HIV\[� º)HPYYV� (S[V»�^LYL� KPZWSH`LK� VU� [OL�^HSSZ��
written with an ink which was just sensible to UV lights. Each person would make visible a particular “vision” of 
Bairro Alto through the path which would be constructed by each one, pointing his lamp to the wall and unveiling 
JLY[HPU�WOYHZLZ��[OYV\NO�[OL�ZL]LYHS�YVVTZ�VM�[OL�L_OPIP[PVU��¸)HPYYV�(S[V¹���
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Figure 2 - What is, for you, the Bairro Alto? 
“A way out from everyday life”
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Figure 3 – What is, for you, the Bairro Alto? 
“We change [with the neighborhood]” 

¸)HPYYV�(S[V��[V�TL��^HZ�[OL�ZTVR`�-HJLIVVR�VM�[OL���»Z¹
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Figure 4 - What is, for you, the Bairro Alto?
�¸���HU�OPZ[VYPJHS�ºTLL[PUN�WVPU[»�VM�HY[PZ[Z��WLVWSL�HUK�PKLHZ��^OPJO�ZPTTLY�[PSS�KH^U¹
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Figure 5 - What is, for you, the Bairro Alto?
�¸¯�)HPYYV�(S[V�PZ�THNPJ�¹�
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Figure 6 – What is, for you, the Bairro Alto?
“…evasion… bohemia … contact… places…discovery … all…”
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Figure 7 – What is, for you, the Bairro Alto?
 “Bairro Alto is a labyrinth of tradition, innovation and fun”
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Figure 8 – What is, for you, the Bairro Alto?
“Bairro Alto got high on nightlife culture”, 

“…main area of bohemian Lisbon”; 
“…Bairro [Alto is] evasion, culture and tertúlia¹�B7VY[\N\LZL�L_WYLZZPVU�MVY�PU[LSSLJ[\HS�JOH[[PUN�HUK�KLIH[LD

“Bairro Alto was the meetings, the glasse and the music; 
It was to know the places whose Blitz [portuguese music journal] talked; 

0[�^HZ�H�WSHJL�VM�ÄUK�HUK�LZJHWL�[OL�KH`Z¯¹
 “…space for all”
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Figure 9 - What is, for you, the Bairro Alto? “dude, I like bairro alto” 
“friends” 

¸M\JR��[OPZ�ZOP[�PZ�HTHaPUN��THU��[OL�ºIHPYYV1»�PZ�HTHaPUN��THU�¹
“alcohol, sangria”

1  “the “bairro”, as it is often called by people, is frequently used indifferently as the short name for Bairro Alto, as well as for quarter/
district/neighborhood…
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Figure 10 - What is, for you, the Bairro Alto?
¸B\UKLY�HNLK��KY\UR�WLVWSL��JVUM\ZPVU��SV[Z�VM�WLVWSL¯D�0»T�UV[�JVTMVY[HISL��HZ�^LSS���[OL�ILLY�PZ�JOLHW��I\[�
[V�NV�V\[�0�WYLMLY�[V�NV�[V�)PJH�VY�*HPZ�KV�:VKYt¯�0»]L�UL]LY�SPRLK�)HPYYV�(S[V��P[�PZ�Q\Z[�,YHZT\Z�HUK�SV[Z�VM�

confusion” 
“Conviviality. It is a good moment to spend”
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Figure 11 - What is, for you, the Bairro Alto? 
“do you want hash?”

¸;OL�º)HPYYV»�PZ�IY\[HS��¹��7VY[\N\LZL�L_WYLZZPVU�VM[LU�\ZLK�HSZV�[V�L_WYLZZ�[OL�ZLUZL�VM�V]LY^OLSTPUN�
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Figure 12 - Name an important  place, for you, at Bairro Alto 
“My home”
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Figure - 13 - What is, for you, the Bairro Alto?
¸0�YLTLTILY�P[Z�UPNO[SPML��^OPJO�0�OH[L��VY�0�YLTLTILY�[OL�[PU`�OV\ZLZ�^P[O�ÅV^LYZ�H[�[OL�^PUKV^Z�HUK�[OL�

clothes drying, with a lot of stairs.” 
¸[OL�º)HPYYV»�THRLZ�TL�MLLS�VSK¹
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Figure 14 - Entrance to the room where the answers to the second question, asking people for a suggestion of 
“their” place in Bairro Alto, were displayed; “Places…”
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Figure 15 - Name an important  place, for you, at Bairro Alto
¸0�SPRL�,[xSPJV�IHY�HUK�2P[JOLU�SP]L¹��IHYZ��¸4`�OVTL¹��^OPJO�JHU�IL�YLHK�]LY`�

WYHNTH[PJHSS`�VY�TVYL�WVL[PJHSS`���¸;OL�*HYHJVS¹��YLZ[H\YHU[��¸6O��P[»Z�[OLYL��H[�:LU[PKV�
proibido” (bar) “Frágil” (bar) “Vinte e oito” (bar, club) “Carpe diem” (visual arts center)

“It is more Rosa street” “a place of memorable talks”
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Figure 16 - Name an important  place, for you, at Bairro Alto. “[carpe] diem” (visual arts center) “49” (bar) “the bar 
VM�JHIIHNL¹��YLMLYLUJL�[V�4HOQVUN��VUL�VM�[OL�TVZ[�PTWVY[HU[�IHYZ�VM�[OL���»Z�HUK� �»Z��^OPJO�OHZ�UV^�ZVTL�
lamps in the form of cabbage..)  “go to construction” (reference to a LGBT bar)
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Figure 17 - Name an important  place, for you, at Bairro Alto
¸(�WSHJL&�0U�[OL�X\HY[LY&�:V��5V^�P[»Z�H�IP[�KPɉJ\S[¯�;OL�)HPYYV�PZ�UV�TVYL�[OL�)HPYYV¯�5V^�P[�PZ�)PJH¹�

(contiguous neighborood, to where many nightlife alternative activities spread in last decade) 
¸-YmNPS¹��JS\I��[OL�TVZ[�PUÅ\LU[PHS�PU�[OL���»Z��
¸3V\JVZ�L�ZVUOHKVYLZ¹��IHY�HZZVJPH[PVU�
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Figure 18 - Name an important  place, for you, at Bairro Alto 
¸A+)¹��TVZ[�PTWVY[HU[�HUK�PUÅ\LU[PHS�\UKLYNYV\UK�NHSSLY`�HUK�WLYMVYTPUN�]PZ\HS�HY[Z�JLU[LY�PU�[OL�ULPNOIVYOVVK��

“tea house”
¸VUL�[OH[�PZ�UV^�JSVZLK¯�0�KVU»[�RUV^�^OH[�P[�PZ¯KV^U[OLYL¹



168

-PN\YL�� ���,_WYLZZPVU�KPZWSH`LK�I`�\Z�H[�H�ZWLJPÄJ�YVVT�^OLYL�P[�^HZ�ZL[�H�YLJVYKPUN�KL]PJL�[V�WLVWSL�[V�
L_WYLZZ�[OLPY�VWPUPVU�HIV\[�)HPYV�(S[V��K\YPUN�[OL�OHWWLUPUN�¶�^P[O�YLZ\S[Z�^OPJO�UV[�JVYYLZWVUKLK�M\SS`�[V�

H\[OVYZ»�L_WLJ[H[PVUZ!�¸;(32�¹
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Figure 20 - What is, for you, the Bairro Alto? 
“…people of all genres, ages.” 

¸�P[�PZ�HU�OHWWLUPUN�¹
�¸�P[�PZ�IY\[HS��¹�

“for me it is work”
�¸P[»Z�ZL_ �̀�HUK�ZTVR`¹�

¸0UZHUL��>OLU�WLVWSL�WHZZ�MYVT�*HT�LZ�BTHPU�ZX\HYL�H[�[OL�LU[YHUJL�VM�)HPYYV�(S[VD�[V�[OPZ�ZPKL��L]LY`VUL�
becomes mad”
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Figure 21 - What is, for you, the Bairro Alto?
“a place of memorable chatting”
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5. Concluding note 

Cities are changing every day (as always in history, but increasingly faster) and people are connected in networks 
[OH[�HYL�KYP]LU�I`�KPɈLYLU[�YO`[OTZ��OHIP[Z�HUK�PKLU[P[PLZ"�[OL`�[LUK�[V�NLULYH[L�KPɈLYLU[�SH`LYZ�VM�JVKPÄJH[PVUZ�
HUK�\ZLZ��UV[�HS^H`Z�WHJPÄJ�IL[^LLU�HSS� [OL�\ZLYZ��HZ�^L�JHU� PU[LYWYL[� [OYV\NO� [OL�ZLU[LUJLZ�^YP[[LU�VU� [OPZ�
intervention. However, it is this diversity and the critical masses associated to it (the “old” dimension, density and 
OL[LYVNLULP[`�HYN\TLU[Z��[OH[�THRL�[OL�JP[PLZ�ILPUN�ZV�HWWLSSH[P]L�VYNHUPZTZ�[V�H�JVUZ[HU[�JOHUNL�VM�L_WLYPLUJLZ��
ideas, opinions and knowledge, and then, to creative dynamics. 
;OL�HPT�VM�[OPZ�WOV[V�LZZH`�^HZ�[V�IYPUN�[V�KPZJ\ZZPVU�[OL�KPɈLYLU[�SH`LYZ�VM�JVKPÄJH[PVU�VM�)HPYYV�(S[V��+YH^PUN�
\WVU� H� YLZLHYJO�HJ[PVU� IHZLK� TL[OVKVSVN �̀� ZVTL� YLZ\S[Z� HUK� PTWHJ[Z� VM� VUL� VM� [OL� L_WLYPLUJLZ� VM� \YIHU�
PU[LY]LU[PVU�KL]LSVWLK�I`�[OL�H\[OVYZ�^LYL�IYPLÅ`�WYLZLU[LK��;OLZL�LWOLTLYHS�HY[PZ[PJ�PU[LY]LU[PVUZ�PU[YVK\JLK�PU�
[OL�JP[`�UL^�ZWHJLZ�VM�W\ISPJ�\ZL��WLYMVYTPUN�KPɈLYLU[�W\ISPJ�HUK�WYP]H[L�ZWHJLZ��HUK�IYPUNPUN�[OLT�[V�[OL�W\ISPJ�
sphere, creating also “new” zones that re-gain a certain utility in the city, contributing to the vitality and symbolic 
JLU[YHSP[`�VM�[OPZ�HYLH��)S\YYPUN�[OL�HTIPN\V\Z�HUK�ÅL_PISL�IV\UKHYPLZ�IL[^LLU�W\ISPJ�HUK�WYP]H[L�ZWHJLZ��HUK�
L]PKLUJPUN�[OL�\Z\HS�JVUÅPJ[Z�]LYPÄLK�VU�[OPZ�RPUK�VM�JYLH[P]L�TPSPL\Z��P[�^HZ�HSZV�WVZZPISL�[V�SH\UJO�[OL�KPZJ\ZZPVU�
VU�OV^�[V�RLLW�[OLZL�WSHJLZ�HZ�]LYUHJ\SHY�HZ�WVZZPISL�HUK�[V�[Y`�[V�H]VPK��VY�H[� SLHZ[�WVZ[WVUL��NLU[YPÄJH[PVU�
WYVJLZZLZ��YLJVNUPaPUN�OV^L]LY�[OH[�H\[OLU[PJP[`�PZ�UV�TVYL�[OHU�H�T`[O��H�ZVJPHS�JVUZ[Y\J[���0U�[OPZ�ZWLJPÄJ�JHZL��
[OPZ�̂ HZ�WHY[PJ\SHYS`�UV[VYPV\Z�HZ�[OL�VIQLJ[�VM�KPZJ\ZZPVU�̂ HZ�JLU[LYLK�VU�[OL�T\S[PWSL�SH`LYZ�VM�JVKPÄJH[PVU�VM�[OL�
X\HY[LY�HUK�WLVWSL�^LYL�JVUMYVU[LK�^P[O�[OLT��IV[O�H[�[OL�ZPKL�VM�¸[HYNL[Z¹�VM�[OL�L_WLYPLUJL��HZ�¸JVU[YPI\[VYZ¹�[V�
^OVT�^LYL�HZRLK�[OL�WOYHZLZ�[OH[�^LYL�KPZWSH`LK�H[�[OL�L_OPIP[PVU���HUK�H[�[OL�ZPKL�VM�H\KPLUJL�HUK�WHY[PJPWHU[Z�
VM�[OL�HY[PZ[PJ�L]LU[�P[ZLSM��H[�[OL�[PTL�[OL`�^LYL�JVUMYVU[LK�^P[O�[OLZL�L_WYLZZPVUZ��
We do not want to make a systematization or an interpretation of this. The images speak for themselves, and that 
will be the relevance and substance of a photo essay such as this one. We just highlight that diversity, and the way 
P[�JYVZZLZ�[OL�ZL]LYHS�KP]PKLZ�^L�JHU�PKLU[PM`�PU�[OL�HYLH�HUK�H�ZL[�VM�PZZ\LZ�^L»]L�HSZV�PKLU[PÄLK�PU�V[OLY�^VYRZ�
developed in this area, from the multiplicity of practices and identities of its users (e.g, splitted by their age, by 
their cultural practices, by their cultural capital, by their gender, by their spatialities), to their perceptions of the use 
JVUÅPJ[Z��L�N���[YHKP[PVUHS�]Z�UL^JVTLYZ"�HS[LYUH[P]L�]Z�THPUZ[YLHT"�J\S[\YL�]Z�JVTTLYJL"¯���VY�MYVT�[OLPY�PKLU[P[`��
traces (e.g, valorization of distinction, valorization of hedonism and diversion, valorization of tradition,…) to their 
political agendas (e.g. diverse economic interests, cultural or urban policy motivations, gender issues, etc.).  
And of course we highlight the heuristic potential of an urban intervention such as this one to the empowerment 
VM�[OL�JVTT\UP[`�HUK�[V�[OL�HJOPL]LTLU[�VM�H�YLÅL_P]L�WYHJ[PJL�I`�P[Z�TLTILYZ��HZ�^LSS�HZ�P[Z�PTWVY[HUJL�[V�[OL�
in-deepening of the academic knowledge, complementing other more traditional instruments and methodologies 
VM�ZJPLU[PÄJ�HUHS`ZPZ��;OL�WV[LU[PHS� MVY�JV�JYLH[PVU�VM�RUV^SLKNL�IL[^LLU� [OL� YLZLHYJOLYZ�HUK� [OL�JVTT\UP[`�
observed is enormous, and could be very interesting and fruitful for both sides. On our side, we are certainly 
Z[YVUNS`�JVTTP[[LK� [V�JVU[PU\L�L_WSVYPUN� [OL�WV[LU[PHS�VM� [OLZL�HWWYVHJOLZ� [V�KL]LSVW�V\Y�RUV^SLKNL�VU� [OL�
J\S[\YHS�X\HY[LYZ�HUK�[OLPY�LɈLJ[P]L�JYLH[P]L�K`UHTPJZ��
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This book it has its direct origin on an international call for papers, issued by Pedro Costa and 
Paula Guerra, which aimed to give body to a publication on the thematic of creative milieus 
and cultural scenes in contemporary urban spaces. The organizers of that publication were 
surprised by the great quality and interest of the proposals for papers which were presented, 
even if many of them were not focused specifically and directly on the “creative milieus” and 
“urban scenes” approach they were looking for. Interestingly, many of the papers raised the 
issue of the relation between urban interventions (particularly street art approaches) and 
public space. 

That was so stimulating that the authors, drawing also upon previous work on that area, 
decided to give birth to another project, complementary to the edition of the original idea of 
book, which would be specifically focused on issues of urban interventions, street art and 
public space. For that, they joined Pedro Soares Neves, which have been working for years in 
the field of street art and urban interventions, is executive director of Urbancreativity interna-
tional research topic on Graffiti, Street Art and Urban Creativity. The diversity of contributions 
put together in this book acknowledges the variety of debates and perspectives that mark 
contemporary discussions on the relation between art and public space, with particular 
reference to the case of graffiti and street art, which attracted most of the contributors that 
came from various disciplines and backgrounds.


