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Pedro Soares Neves
Executive committee
:(<*�:JPLU[PÄJ�1V\YUHS�,KP[VY

Editorial 

Welcome to the 5th Volume of SAUC Journal !

We assume the front line of research promotion in 
]PZ\HS� ZPNUZ� HZ� NYHɉ[P�� Z[YLL[� HY[�� HUK� \YIHU� KLZPNU�
user experience, activities centered on daily needs, 
in collaboration with exceptional, eventual or festival 
occurrences.
  
In 2019 we proposed two themes: desire lines (paths 
created by need), and urban user experience (UX). The 
6th consecutive annual edition of the Urban Creativity 
conference and activities was on 4, 5 and 6 of July 
2019 in Faculdade de Belas Artes da Universidade de 
Lisboa (FBAUL). It gathered the most prestigious group 
VM�L_WLY[Z�HZZVJPH[LK�[V�V\Y�VWLU�HJJLZZ�NSVIHS�ÅHNZOPW�
publications.
  
0U� [OPZ� W\ISPJH[PVU� `V\� JHU� ÄUK� WHY[� VM� [OL� JVU[LU[Z�
shared in the conference and activities of July 2019. Other 
contributions arrived trough the open call process, with 
[OL�YL]PL^�VM�V\Y�ZJPLU[PÄJ�JVTTP[[LLZ�

The SAUC V5 Issue 2, “Desire Lines: Metaphorical” is 
about: 

;OL�+PZHWWLHYHUJL�=PY[\HSPZH[PVU�VM�.YHɉ[P�HUK�:[YLL[�(Y[�
– From Urban to Institutional to Virtual Space; Whose Wall 
is it Anyway? Using street art to navigate the private and 
the public in a community;  Polysemiotic Communication 
vs. Multimodality: a conceptual and terminological 
distinction applied in street art; The Past in Public Space 
“Der Jahrhundertschritt”: A Lieu de Memoire As An Urban 
Intervention of Memory (2018); Zero Tolerance = 100 New 
Techniques Swedish / Nordic Street Art; Contextualizing 
NYHɉ[P�HUK�Z[YLL[�HY[�PU�Z\P[HISL�T\ZL\T�ZL[[PUNZ!�:[YLL[�
Art Today’s upcoming museum in Amsterdam; There and 
Back Again: Redistributing Visibility between the Virtual 
HUK�9LHS�(SSL`Z�VM�.YHɉ[P"�From Post-Posters to Un gilet; 
Streetness & Inopinatum: the “sense of the street” and the 
“unexpected impertinence”. For a binary code in street 
art.; Street Art is dead. Again and again. Brief State of the 
(Urban) Art

With contributions from Sweden, Switzerland, Canada, 
Netherlands, Spain, China, France and Italy.
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���.YHɉ[P�HUK�Z[YLL[�HY[�PU�[OL�\YIHU�ZWHJL�JP[`ZJHWL!�
natural habitat

9LNHYKPUN�[OL�[VWPJ�VM�[OPZ�WHWLY�NYHɉ[P�HUK�Z[YLL[�HY[�PU�
the streets have a long history and established their own 
curating tools in the urban space. In the public space are 
not too many rules, which allows to have and independent 
existence that is shaped authentically, naturally and 
JVU[L_[\HSS`��ÄN�����

6U� [OL� VUL� OHUK� [OLYL� PZ� NYHɉ[P� ^P[O� P[Z� MVU[�IHZLK�
HLZ[OL[PJ� �3L^PZVOU�� ����!� �������� .YHɉ[P� PZ� YH[OLY�
KPɉJ\S[�[V�KLJVKL��^OPJO�PZ�^O`�[OL`�\Z\HSS`�VUS`�HKKYLZZ�
H�ML^�PUZPKLYZ�VM�[OL�SVJHS�NYHɉ[P�ZJLUL�VY�ZWLJPÄJ�JYL^Z��
4VYLV]LY�� NYHɉ[P� LZ[HISPZOLK� [OLPY� V^U� OPLYHYJOPLZ� HUK�
rules in the public space that functions almost like a self-
regulation (Macdonald, 2001/ Castleman 1986). Street 
(Y[��VU�[OL�V[OLY�OHUK��K\L�[V�P[Z�ÄN\YL�IHZLK�HLZ[OL[PJ��

 
visual language and imagery, is very accessible and aims 
to connect with a large audience (Gabbert, 2007: 16). 
5L]LY[OLSLZZ��NYHɉ[P�HUK�Z[YLL[�HY[�OH]L�JVTTVU�HZWLJ[Z��
such as illegality, gaining fame, broad dissemination of 
their pieces or tags as well as their aim for recognition. 
Both art forms are integrated into their local context and 
ZWHJL��.YHɉ[P�HUK�Z[YLL[�HY[�WPLJLZ�HYL�VM[LU�H\[VUVTV\ZS`�
WYVK\JLK�HUK�ÄUHUJLK��KV�UV[�OH]L�H�JVTTLYJPHS�HPT�HUK�
are freely accessible (Lewisohn, 2008: 15). Other factors 
as surveillance, weather conditions, time scarcity, surface 
ÄUPZO��HWWSPLK�[LJOUPX\L�HUK�V[OLY�L_[LYUHS�PUÅ\LUJLZ�HYL�
UH[\YHS�[VVSZ�VM�[OL�\YIHU�ZWHJL�¸J\YH[PUN¹�P[ZLSM��ÄN�����

  Articles
 

;OL�+PZHWWLHYHUJL�=PY[\HSPZH[PVU�VM�.YHɉ[P�HUK�:[YLL[�(Y[ 
From Urban to Institutional to Virtual Space

Tania Di Brita
Independent Researcher, Zurich (Switzerland)
Emial: t.dibrita@gmail.com
 
 
Abstract

;OL�Z\IQLJ[�VM� [OPZ�LZZH`� PZ� [OL�WYLZLU[H[PVU�HUK� YLÅLJ[PVU�VM�J\YH[VYPHS�JOHSSLUNLZ� YLSH[LK� [V� [OL�L_OPIP[VU�VM�NYHɉ[P�
HUK�Z[YLL[�HY[��;OL�J\YH[VYPHS�WYHJ[PJLZ�VM�NYHɉ[P�HUK�Z[YLL[�HY[�OHZ�\UKLYNVUL�ZL]LYHS�JOHUNLZ�V]LY�[OL�WHZ[�KLJHKLZ!�
from the streets to the institutionalisation and commercialisation to virtualisation. In particular, the essay is examining 
J\YH[VYPHS�WYHJ[PZLZ�PU�[OYLL�THPU�HYLHZ��[OL�Z[YLL[Z��[OL�PUZ[P[\[PVUZ�HUK�ÄUHSS`�[OL�H\NTLU[LK�HUK�]PY[\HS�ZWHJL��+\L�[V�[OL�
development of ICT and digitalization the possibilities of curating seem countless. However, within these developments 
[OLYL�PZ�HSZV�H�KV^UZPKL��>OH[�PM�HSS�\UZHUJ[PVULK�NYHɉ[P�HUK�Z[YLL[�HY[�Z\KKLUS`�OH]L�ºUV�ZWHJL»��UVY�PU�[OL�]PY[\HS�UVY�PU�
the real world, where neoliberal cities desire homogeneity, segregation and 24/7 surveillance? Can unsanctioned art even 
L_PZ[�PU�[OL�]PY[\HS�YLHSP[`&�*HU�P[�Z[PSS�IL�JHSSLK�º\UZHUJ[PVULK»�VY�ºPSSLNHS»&�;OL�WVZZPIPSP[PLZ�VM�T\S[PWSL�SH`LYZ�VM�YLHSP[`�HZ�
well as the thread of the disappearance stand very are very close by each other. It is the time to think about where and how 
which require novel perspectives and appropriate formats on how to reinforce this unique cultural expression in public. 

Keywords: NYHɉ[P��Z[YLL[�HY[��J\YH[PUN��\YIHU��Z[YLL[Z��^OP[L�J\IL��PUZ[P[\[PVUHSPZH[PVU��KPNP[HSPZH[PVU��]PY[\HSPZH[PVU��ZWHJL��
unsanctioned, layers, reality, cityscape.



Therefore, the experience in the “authentic and 
naturally-curated” space, in the so called public space 
or cityscape, is unexpected, surprising and constantly 
JOHUNPUN��;V� [OL�H\[OLU[PJP[`�VM�NYHɉ[P� HUK�Z[YLL[� HY[� PU�
public space includes an important topic which contribute 
to the experience in the streets - site specify. In recent 
years, Peter Bengtsen has studied and shaped this topic 
on a profound level. (Bengtsen 2018; Bengsten 2017; 
)LUN[ZLU��������;OL�JVUJLW[�VM�ZP[L�ZWLJPÄJP[`�H[[YHJ[LK�
a lot of attention, especially in the 1970s. Particularly 
important in this context is the re-appropriation of 
the public sphere and the extraction of art from elitist 
museums towards the democratization of art for society 
�)\[PU�����!�������6UL�VM�[OL�IPNNLZ[�KPɈLYLUJLZ�IL[^LLU�
street art and public art is the illegality, whereas public art 

the artworks are always sanctioned. Recent tendencies, 
like the increasing number of sanctioned murals, show 
that a hybrid between street art and art in public space 
OHZ� LTLYNLK�� ;OL� NYV^PUN� PU[LYLZ[� PU� NYHɉ[P� HUK� Z[YLL[�
artists towards the creation of sanctioned walls leads to 
a decline in the “natural” curation of the public space. 
Regarding that, Peter Bengtsen expresses concerns 
that sanctioned street art pieces lead to a fossilisation of 
urban space. This jeopardises the natural dynamics and 
transience of urban space (Bengtsen 2017: 1-2). In fact, a 
NYLH[�WV[LU[PHS�VM�NYHɉ[P�HUK�Z[YLL[�HY[�PU�[OL�W\ISPJ�ZWHJL�
is their element of surprise and empowerment to explore 
the space (Bengtsen 2014: 146-147). 

7
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Moreover, Bengtsen recently argued that the encounter 
VM� HY[Z� PU� [OL� W\ISPJ� ZWHJL� JHU� HɈLJ[� VY� L]LU� PUÅ\LUJL�
the ways the audience thinks about or relates to the 
environment (Bengtsen 2018: 126).

��� .YHɉ[P� HUK� Z[YLL[� HY[� PU� [OL� PUZ[P[\[PVUHS� HUK�
JVTTLYJPHS�ZWHJL!�HY[PÄJPHS�OHIP[H[

;OL�PU[YVK\J[PVU�VM�NYHɉ[P�PU[V�NHSSLYPLZ�HUK�[OL�JVTTLYJPHS�
art market started in the 1980s. Since 2000’s the term 
ºZ[YLL[� HY[»� OHZ� HYPZLU� HUK� LZ[HISPZOLK� P[ZLSM� HZ� WHY[� VM�
urban art (Reinecke, 2007: 26-29). The institutionalization 
VM�NYHɉ[P�NLULYH[LK�H�YL�L]HS\H[PVU�VM�H�MVYTLY�Z\IJ\S[\YHS�
TV]LTLU[�� ;OYV\NO� [OL� PUZ[P[\[PVUHS� ZOPM[� NYHɉ[P�^HZ� UV[�
only re-evaluated, but also recognized as an independent 
art genre and therefore established its own target group 
(Austin, 2001: 193; Derwanz, 2013: 195-234; Lewisohn, 
2008: 138). The institutional shift leads foremost to changes 
in the context, which makes its implementation into the 
institutional framework very challenging and delicate. As 
KLZJYPILK�PU�T`�SHZ[�WHWLY��L_OPIP[PUN�NYHɉ[P�HUK�Z[YLL[�HY[�
in an institutional framework leads to a great the loss in 
its organic meaning or even censorship. (Di Brita 2018: 9) 
Therefore Lewisohn describes art institutions in relation to 
NYHɉ[P� HUK� Z[YLL[� HY[� HZ� ¸ZHUJ[PVUPUN� IVKPLZ¹� �3L^PZVOU��
2008: 134).

Due to the importance of this hypothesis it is important to 
discuss how the various forms of the institutionalisation 
VY�JVTTLYJPHSPZH[PVU�PUÅ\LUJL�NYHɉ[P�HUK�Z[YLL[�HY[�PU�[OPZ�
ZLJ[PVU�� 0UL]P[HIS`� [OL� L_OPIP[PVU� VM� NYHɉ[P� HUK� Z[YLL[� HY[�
in galeries and museums, art fairs, biennials and other art 
PUZ[P[\[PVUZ�SLHK�[V�LɈLJ[Z�VM�UL\[YHSPaH[PVU��HLZ[OL[PJPaH[PVU�
and censorship. As the controversy in the exhibition Art in 
the Streets at the MOCA showed, artistic and institutional 
interests can diverge, which in this case led to the 
JLUZVYZOPW� VM� H� T\YHSZ�� ,_OPIP[PVUZ� [OH[� PUJS\KL� NYHɉ[P�
and street art thus call into question the responsibilities 
and duties of an art institution. Curating and consequently 
the selection process of artists in open air museums and 
festivals seems to be a contradictory procedure, although 
this procedure is inevitable in institutional framework. 
Already through the selection of the artist line up, a natural 
procedure of institutions, a “fair” representation of the arts 
PU� [OL� Z[YLL[Z� PZ� MHSZPÄLK� �)LUN[ZLU� ����!� ������ 5V[OPUN�
happens by chance anymore and the highly praised 
transience, ephemerality and short-livedness of the art in 
the streets is lost. Therefore, the exhibition space within 
PUZ[P[\[PVUHS� HUK� JVTTLYJPHS� MYHTL^VYR� JHU�IL� PKLU[PÄLK�
HZ�¸HY[PÄJPHS�OHIP[H[¹���ÄN����

Fig. 3: Installation view From A Tag To An Artwork, Kolly Gallery, Zürich, 2017. 



The art works exhibited in art institutions lack site 
ZWLJPÄ[`� HZ� ^LSS� HZ� WVSP[PJHS� HUK� L[OPJHS� JVUUV[H[PVUZ��
which is why they mostly appear clinical, clumsy and 
misguided. Studio-based works appear as replications 
or representations of urban aesthetics, which do not 
necessarily emphasize the quality of an artist (Duncan, 
2015: 130-133; Lewisohn, 2008: 127). The neutral white 
ºJLSS»�TLHUZ�H�SVZZ�VM�[OL�WVSP[PJHS�HUK�ZVJPHS�WV[LU[PHS�VM�
an artwork and thus leads to a big challenge for artists 
to enable their art pieces to have an impact. In order to 
make art works in the white cube impact aesthetically and 
contextually the artists make use of urban references or 
ZV�JHSSLK�º[YVWLZ»��)LUN[ZLU������!���������

(� M\Y[OLY� JOHSSLUNL� VM� J\YH[PUN� NYHɉ[P� HUK� Z[YLL[� HY[� PU�
HU� HY[PÄJHS� OHIP[H[� HɈLJ[Z� [OL� JVU[LU[�YLSH[LK�� MVYTHS��
structural set-up/composition of the exhibitions. These 
KPɈLYLU[� L_OPIP[PVU� ZL[�\WZ� HUK� [OLPY� HɈLJ[Z� ^PSS� IL�
Z\TTHYPaLK� IYPLÅ �̀� -PYZ[S �̀� NYHɉ[P� HUK� Z[YLL[� HY[� PZ�
exhibited in “white cube” museums or institutions, like 
Street and Studio. From Basquiat to Séripop (Kunsthalle 
Wien 2010) or Arts in the Streets (MOCA 2011), there is 
usually an art historical approach, which seems quite 
conservative, traditional as well as highly controlled 
or staged. Unfortunately, the exhibition showed what 
PUÅ\LUJL� J\YH[VYPHS� TLHZ\YLZ� JHU� OH]L�� ^OPJO� PU� [OPZ�
example even led to the censorship of a work. Secondly, 
there is institutions that somehow try to incorporate a 
ZSPNO[�MYLLS`�J\YH[LK�ZL[�\W�[V�VɈLY�TVYL�MYLLKVT�[V�[OL�
artists by assign certain walls to the artist and they are 

10
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free to create their pieces, as this was the case in Street 
Art (Tate Modern, London, 2008) or Language of the Wall. 
.YHɉ[P���:[YLL[�(Y[��7LYH�4\ZL\T��0Z[HUI\S���������ÄN������

The attempt to bridge the gap between urban space and 
institution is realized through appropriate events or street 
art city tours. Apparently, institutions are trying to re-
contextualize urban art by looking for a suitable exhibition 
format. In the case of Tate Modern and Pera Museum the 
white-cube turns into an urban space. Thirdly with the rise 
of the open-air museum like Wynwood Walls (since 2009), it 
was believed to be an ideal solution. So far it seems as this 
form of curating the urban space has had a great impact 
VU�NYHɉ[P�HUK�Z[YLL[�HY[�¸UH[\YHS�OHIP[H[¹��6U�[OL�VUL�OHUK�

the negative stigmatized art movement was obliterated by 
a social acceptance, upswing or even hype. New target 
groups increase the number of visitors in museums and 
therefore exhibiting urban art results a new marketing as 
well as rebranding strategy to gain new audience in art 
institutions (Bengtsen, 2015: 221-223; Danysz, 2016: 223-
������6U�[OL�V[OLY�OHUK�NYHɉ[P�HUK�Z[YLL[�HY[�OH]L�HJ[\HSS`�
been absorbed by their greatest opponent, the commercial 
and institutional shperes (Suter 1994: 149). Through the 
JSL]LY�\ZL�VM�NYHɉ[P�HUK�Z[YLL[�HY[��.VSKTHU�.SVIHS�(Y[Z��
the company behind Wynwood Walls managed to revive 
the Wynwood district. The district evolved from abandoned 
merchandise and factory buildings to a tourist destination 
HZ�H�NSVIHS�Z[YVUNOVSK�MVY�Z[YLL[�HY[��ÄN�������

Fig. 5: Entrance Wynwood Walls, Miami, date unknown, (source: Urban Land Institute 2017, https://casestudies.uli.org/
wynwood-walls/) 



The creation of a hybrid and ephemeral museum leads to 
HUV[OLY�KPTLUZPVU�PU�[OL�[OLVYL[PJHS�KPZJV\YZL�VM�NYHɉ[P�HUK�
street art. The use of urban art as instrument of revitalization 
and commercialization of cityscapes. Unfortunately, 
NYHɉ[P� HUK� Z[YLL[� HY[� JHU�ILJVTL�THYRL[PUN�� JVUZ\TLY�
and entertainment goods and lead, as in the example of 
[OL� >`U^VVK� >HSSZ�� [V� NLU[YPÄJH[PVU� �(IHYJH� ������ :��
������� (Z� (IHYJH� WVPU[Z� V\[!� ÉB���D� NLU[YPÄJH[PVU� JHU� IL�
seen as a postmodern form of urban spectacularization“ 
�(IHYJH�����!�������;OYV\NO�NLU[YPÄJH[PVU��[OL�YLHS�LZ[H[L�
value of a revalued districts experiences an increase, 
^OPJO�TVYL�HUK�TVYL�VM[LU�YLÅLJ[Z�[OL�Z[YH[LN`�VM�Z[H[L�

or private real estate investors. Especially street art's 
natural origins in the street and positive as well as friendly 
appearance makes it even more suitable as a visual art for 
upgrading urban space. Street art supports the strategies 
of upgrading through legitimacy, authenticity and a 
JLY[HPU� Z[YLL[� JYLKPIPSP[ �̀� <S[PTH[LS �̀� [OPZ� ZPTWSPÄLZ� HUK�
ZLJ\YLZ� [VKH`�Z� NLU[YPÄJH[PVU� WYVJLZZLZ� �(IHYJH� ����!�
�� ������� -PUHSS �̀� [OPZ� PTWHJ[� VM� NLU[YPÄJH[PVU� Z[HUKZ� PU�
great opposition to Bengtsen’s argument of street art’s 
WYHJ[PJL�VM�ZP[L�ZWLJPÄJP[`�HUK�P[Z�UH[\YHS�MVYJL�VM�Z\YWYPZL�
and unexpectedness while exploring the urban space 
(Bengtsen 2014: 146-147).

12
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Fig. 6: Google Arts & Culture, Painting in VR by Cyrus North (screenshot), 2016 (source: https://www.youtube.com/
watch?v=gMSd3EYP2Bo)
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���=PY[\HSPZH[PVU�VM�NYHɉ[P�HUK�Z[YLL[�HY[!�]PY[\HS�OHIP[H[

(M[LY� PU[LNYH[PUN� NYHɉ[P� HUK� Z[YLL[� HY[� PU[V� [OL� PUZ[P[\[PVUHS�
and commercial space within its sanctioning practices and 
NLU[YPÄJH[PVU� Z[YH[LNPLZ� [OPZ� JOHW[LY� ZOV\SK� WYLZLU[� [OL�
potential as well as the threads of the disappearance of art 
in the streets though its virtualisation, in augmented (AR) and 
]PY[\HS��=9��YLHSP[PLZ���0U�[OPZ�YLNHYK�[OL�[LYTZ�VM�º\YIHU�UVU�
WSHJLZ»� HUK� ºWVZ[\YIHU� JP[PLZ»� HYL� VM� NYLH[� PTWVY[HUJL�� 0[� PZ�
nothing new that communication and information technologies 
�0*;��PUÅ\LUJLK�HUK�L]LU�JOHUNLK�[OL�PU[LYHJ[PVU�^P[O�HY[�PU�
[OL�\YIHU�ZWHJL��(JJVYKPUN�[V�.^PSS[�[OL�NYHɉ[P�HUK�Z[YLL[�HY[�
interventions could be able help urban non-places to become 
more lively and attractive. He also argues that the combination 
of street art and AR has a potential for a complex socially 
and technologically encoded interface, which combines 
public space, digital media and creative practicees (Gwillt 
2018: 227-228). Similarly, Bourdin/Eckhart/Wood (2014) 
argue, that through the omnipresence of ICT all places of the 
world are available instantly and sometimes even live. They 
speak about the acceptance of “surface realism” where real 
cityscape is merged with the actual visual image of it. ICT 
diminish exploration phantasies in cities and instead increase 
the trust towards spectacular photo post on social media to 
visit a certain place or not. Even the behaviour of city dwellers 
or visitors of this “virtual” world has undergone a change, 
instead of a place of irregularities to one, which is socially 
highly controlled and “clean” (Bourdin/Eckhart/Wood 2014: 
�����;V�YLJHWP[\SH[L��HM[LY�NYHɉ[P�HUK�Z[YLL[�HY[�^HZ�MVYJLK�PU[V�
[OL� HY[PÄJPHS� MYHTL^VYR� VM� PUZ[P[\[PVUZ� HUK� JVTTLYJPHSPZT��
it should additionallly be cleaned and utterly controlled in a 
virtual reality?

Of course this is a quite provocative and negative posed 
question, but reading though Hoppe’s thoughts of 
ºWVZ[TVKLYUPZT»� P[� PZ� UV[� MHY�ML[JOLK�� (JJVYKPUN� /VWWL� HU�
\YIHU�LU]PYVUTLU[�PZ�KLÄULK�I`�H�OPNO�YH[L�VM�OL[LYVNLULP[ �̀�
density, ethnic or visual diversity are conceived as hazardous 
and irritating (Hoppe 2018: 111). Also the military services 
MYHTL�[OL�º\YIHU»�HZ�KHUNLYV\Z�HUK�JVUÅPJ[LK�ZWHJL��^OLYL�
M\[\YL� JVUÅPJ[Z� HUK�^HYZ�^PSS� IL� JHYYPLK� V\[�� 0U� MHJ[�� PU� OLY�
HUHS`ZPZ� ZOL� MV\UK�L_HTWSLZ� [V� JVUÄYT�Z\JO�HZZ\TW[PVUZ!�
“The examples that I found via my analysis are perfect 
examples for such an urban imaginary that tries to avoid a 
multifaceted urban space to which unsanctioned urban 
creativity belongs.” (Hoppe 2018: 111). These examples are 
neoliberal as well as smart cities, where segregation and 

control as well as surveillance and cleanness are desired 
parameters (Hoppe 2018: 112).4 

0U�[OL�SHZ[�`LHYZ�NYHɉ[P�HUK�Z[YLL[�HY[�OH]L�ILLU�PU[LNYH[LK�PU�
various augmented (AR) and virtual reality (VR) projects. That 
will be presented below. 

0U� ����� [OL� =9� NYHɉ[P� ZPT\SH[VY� 2PUNZWYH`� ^HZ� SH\UJOLK��
^OPJO�ZOV\SK�LUJV\YHNL�NYHɉ[P�^YP[PUN�^P[OV\[�HU`�ZHUJ[PVUZ��
3VVRPUN�H[�[OL�PTHNL��ÄN������H�OLHKZL[��^P[O�ZV\UK��HZ�^LSS�HZ�
touch controllers (e.g. Occulus) are the new basic equipment. 
0U�[OL�=9�NYHɉ[P�L_WLYPLUJL�[OLYL�PZ�H�SHJR�VM�OHW[PJ�VY�ZLUZVY`�
interaction: nor smell of spray paint nor touch of a spray can. 
(U`� ZWYH`LK�NYHɉ[P� HWWSPLK� [V� H� UVU�L_PZ[LU[�^HSS� PU� ]PY[\HS�
reality. Gwillt’s research also concluded that immersive VR is 
less popular than initially imagined (Gwillt 2018: 236).

Regarding AR there are much more possibilities that are 
still connected to the physical reality. For example, Felipe 
Pantones AR debut at Kolly Gallery in Zurich in 2017, called 
Afterimage, was a hybrid between the institutional frame 
work and AR. Additionally to the artwork in the actual space 
there other paintings as well as a sculpture only discoverable 
[OYV\NO�(9�VU�H�ZTHY[�KL]PJL��0�WOVUL�HUK�0�WHK���ÄN������

0[�HSSV^LK�[OL�]PZP[VYZ�[V�^HSR�ILOPUK�[OL�HY[�^VYRZ�[V�ÄUK�[OL�
artist’s signature or other hints on the backside of the artwork. 
Additionally, it allowed an extreme close look at the artwork 
very closely. The gallery space was enriched with additional 
paintings spread in the room itself. Observing the visitors 
appearance this exhibition format caught the attention and 
was entertaining too.

Together with Spanish artist Escif the Palais du Tokyo in Paris 
tried to merge institutional space with AR. In the exhibition 
Encore un jour banane pour le poisson-rêve in 2018, viewers 
must download a custom application that stores the moving 
graphics associated with each work. Escif call his pieces 
and virtual installations “virtual vandalization” of the museum 
entitled. For exemple, the work Tokemon Go consisted of AR 
graphics hidden around the Palais de Tokyo that interacted 
^P[O�[OL�^VYRZ�L_OPIP[LK��SPRL�PU�[OL�ÄN\YL�??�]PY[\HS�ZOVWWPUN�
IHNZ�^LYL�HKKLK�[V�2PRP�:TP[O»Z�ZJ\SW[\YL� �ÄN����� �7HS\TIV�
2018, URL). The statement of the artist sums up the new 
qualities of incorporating AR into the institutional framework 
“I like the way that augmented reality gives the chance to 
HKK�ZVTL�UL^�ZOHWLZ�[V�YLHSP[ �̀�HZ�NYHɉ[P�KVLZ��^P[OV\[�HU`�
authorization needed.” (Escif, in: Palumbo 2018, URL). 



In one of Gwilt’s case studies a mural by How & Nosm 
was augmented through virtual reality, on behalf of BC 
)PLYTHUU� HUK� º;OL� /LH]`� 7YVQLJ[Z»� PUP[PH[P]L�� .^PS[�
KLZJYPILZ�P[�HZ�HU�ÉHUPTH[LK�ZLX\LUJLZ�[OH[�ºV]LYWYPU[»�HUK�
narrate parts of the original image and second, by adding 
substantive additional virtual content that appears to spill 
out into the urban environment, dramatically extending 
[OL�^VYR�HIV]L�HUK�PU�MYVU[�VM�[OL�VYPNPUHS�PTHNL�¸��ÄN�� ��
(Gwilt 2018: 233). Interestingly he interprets the artwork 
and its augmented reality as “temporal narrative around 
the original murals” (Gwilt 2018: 233). 

To build a bridge to the beginning of this essay, the new 
ÄUKPUNZ� MYVT� [OPZ� JOHW[LY�^PSS� IL�KPZJ\ZZLK� PU� [OL� SPNO[�
VM�JVU[L_[�YLSH[PVU��ZP[L�ZWLJPÄJP[`�HUK�NLU[YPÄJH[PVU��;OL�
great potential of AR combined with outdoor or indoor 
NYHɉ[P� HUK� Z[YLL[� HY[� L_OPIP[PVUZ� JHU� PUJYLHZL� P[Z� ZP[L�
ZWLJPÄJP[`�VUS`�PU�H�JLY[HPU�L_[LU[��(Z�ZOV^U�PU�,ZJPM»Z�HZ�
well as Pantone’s work, the app used in the museum or 

the gallery contained a kind of surprising interaction with 
the site and the artworks represented there. Additionally, it 
empowered the audience to explore the space on a virtual 
level, which was somehow connencted to the “real” site 
of the museum or gallery. Including Gwilt’s experiences, 
it could be argued that AR could integrate the element 
of surprise and empowerment to explore the space 
(Bengtsen 2014: 146-147) as well as the relationship 
between audience and environment (Bengtsen 2018: 
������ 5L]LY[OLSLZZ�� P[� ZLLTZ� [OH[� (9� OHZ� HU� LɈLJ[� VM�
NLU[YPÄJH[PVU� YLZWLJ[P]LS`� ZWLJ[HJ\SHYPaH[PVU� �(IHYJH�
2015: 229-232), when certain sites are augmented by 
L_JP[PUN�¸ZPKL�LɈLJ[Z¹�PU�[OL�]PY[\HS�YLHSP[ �̀�6]LYHSS�[OLYL�PZ�
tendencies that artists show concern and are motivated 
to rethinking the use, perception and boundaries of public 
space and their willingness to adopt their art to a virtual 
reality in order to experience the urban cityscape and their 
relationship with it in a new way (Gwilt 2018: 233).
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Fig. 7: Installation view, Felipe Pantone, Afterimage, Kolly Gallery, Zürich, 2017.
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4. Conclusion

From the streets to the institutions the urban art movement 
has undergone a great shift of context and re-evaluation as 
an ‚art genre’, but meanwhile experienced the downside 
of the institutionalisation and commercialisation. Exhibition 
formats and curating practices have been designed to 
enhance marketing strategies, develop tourist destinations, 
raise spectacularization leading to higher visitor numbers 
HUK� PUJYLHZPUN� ZHSLZ�� <S[PTH[LS`� J\STPUH[PUN� PU� NLU[YPÄLK�
OV\ZPUN� LZ[H[LZ�� YL]P[HSPaLK� KPZ[YPJ[Z� HUK� ÄUHSS`� ZOHWPUN�
[OL� PTHNL� VM� º\YIHUP[`»�� >P[O� [OL� WYVNYLZZ� VM� 0*;�� [OL�
YLSH[PVUZOPW� HUK� WLYJLW[PVU� VM� NYHɉ[P� HUK� Z[YLL[� HY[� PZ�
evolving again - quite harshly and fast. With a new set 
of devices and application there are countless forms and 
possibilities on how to incorporate augmented and virtual 
realities in order to experience mere layers of reality, which 
are mutually interlaced. Obviously it is just the beginning of 
a process with – literally – countless possibilities. Literature 

has shown, that there are by far not enough case studies 
`L[� [V� KLÄUL� H� JLY[HPU� J\YH[VYPHS� [LUKLUJ`�^P[OPU� [OL�(9�
and VR area, but it seems very attractive to work and enjoy 
“temporal narratives” with it on all sides - the artist’s, the 
audience’s as well as the institutions’. Additionally, it is 
obvious that AR as well as VR cause a new need of devices 
or applications to experience the virtual reality, which can 
possibly lead to an exclusion of the audience, who cannot 
or do not want to invest in such „gagets“. This would lead 
to a “digital gap” on a new level. The existence of several 
layers of realities is accompanied by the challenge of 
“being present”. So far the sensations in cities or personal 
encounters have been on a direct- stimulus and sensory 
level. Through ICT the actual presence of a person in one 
moment is nowadays simultaneously challenged by several 
virtual spaces (Eckardt 2018:14; Graham/Zook/Boulton: 
2013) Ultimately, the virtual realities “hybridize both human 
experience and architecture” and help to orientate within 
the urban surroundings (Gwilt 2018: 230). 

Fig. 8: Screen shot from a video of the installation view, 
Escif, Tokemon Go!, Palais de Tokyo, Paris, 2018. Courtesy 
of the artist.



>OLU� NYHɉ[P� HUK� Z[YLL[� HY[� ^PSS� IL� M\SS`� PU[LNYH[LK� PU[V�
augmented and virtual reality trough the possibilities 
of ICT, consequently there will be no unsanctioned or 
PSSLNHS�NYHɉ[P�HUK�Z[YLL[�HY[�HU`TVYL��;OPZ�SLHKZ�\Z�IHJR�
to the argumentation of Hoppe, to a future scenario of 
a posturban city where only segregation and control as 
well as surveillance and cleanness are desirable (Hoppe 
2018: 112). The shift into the virtual world and the fact 
that urbanity, heterogeneity and divisiveness in cities 
HYL� JSHZZPÄLK� HZ� KHUNLYV\Z�� THRLZ� P[� X\P[L� WSH\ZPISL�
[OH[� \UZHUJ[PVULK� NYHɉ[P� HUK� Z[YLL[� HY[� HYL� KPZWSHJLK�
to a non-existent place or even disappear completely, 
ILJH\ZL�[OL`�ZPTWS`�ILSVUN�[V�[OL�º\YIHU»��([�[OPZ�WVPU[�
[OL�Z\YWYPZPUN�HUK�\UL_WLJ[LK�NYHɉ[P�HUK�Z[YLL[�HY[��HZ�P[�
is known today, does not exist anymore and disappears 
in a virtual game or layer only available through certain 
applications accompanied by certain equipment. Perhaps 
in a near future, which still seems gloomy and far away, 
[OL�[LYTZ�ºNYHɉ[P»�HUK�ºZ[YLL[�HY[»�OH]L�[V�IL�YLKLÄULK��

Notes:

>OL[OLY� [OL� YVSL� VM� NYHɉ[P� HUK� Z[YLL[� HY[� PU� [OPZ� VWLU�
air project is respected and promoted would have to 
be viewed with a critical eye and could be part of an 
independent investigation.

This argument is supported by Goldman Properties 
own statement on their website „Since 1968, 
Goldman Properties has been driven to restore urban 
neighbourhoods, ignite street life and create thriving 
global destinations.“, see: http://goldmanproperties.com/
About-Us/History.asp 

0U�[OL�L_HTPUH[PVU�VM�[OL�]PY[\HSPZH[PVU�VM�NYHɉ[P�HUK�Z[YLL[�
art there will be no distinction between augmented and 
virtual reality. 

She describes this clean, homogenous and highly 
surveilled reality a capitalist hyperreality. (Hoppe 2018: 
112).
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Fig. 9: Heavy Projects, How & Nosm mural augment, full 
view and augmented reality on a device, Miami, 2012 
(source: https://www.heavy.io/wynwood)  
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Abstract
In this working paper, I investigate the tensions and questions that arise when street artists use private walls in communities 
to create their work. I will also discuss how street art complicates, at times, traditional understandings of private and 
public spaces in neighbourhoods. Written in the style of academic journalism, this working paper is an attempt to work 
through questions that surface from attempting to understand the impact street art, when positioned as public pedagogy, 
may have on those who live and create in a community.
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1. The Homeowner and the Street Artists

On April 11, 2017, 70-year old João Batista da Silva was 
ÄSTLK�WHPU[PUN�[OL�^HSSZ�Z\YYV\UKPUN�OPZ�OVTL�^P[O�NYL`�
paint. The video1, which was posted on Facebook, went 
viral with thousands of views in a short period of time, 
as reported by several media outlets. Comments, which 
were mostly critical of Mr. da Silva’s actions, were also 
left on the post. By all accounts, painting one’s property 
typically does not garner such attention or criticism, but 
the unusual response to Mr. Silva’s actions was due to his 
home being located in Beco do Batman. 

Known as Batman Alley in English, Beco do Batman is 
JVTWYPZLK�VM� H�T`YPHK�VM� [^PZ[PUN�HSSL`^H`Z� ÅHURLK�I`�
homes in Vila Madalena, a neighbourhood in São Paulo, 
Brazil. It is a tourist area known for the colourful street 
art that adorns its walls from top to bottom, and which 
PZ� JYLH[LK� I`� ¸NYHÄ[LPYVZ¹2 without the permission of 
homeowners in many cases. It is visited by thousands of 
people each year who not only want to see the street art, 

1 - The video can be seen as part of this online article: 
https://oglobo.globo.com/brasil/muro-do-beco-do-batman-em-
sp-amanhece-pintado-de-cinza-21191003
����.YHÄ[LPYV�PZ�H�^VYK�\ZLK�PU�)YHaPS�[V�KLZJYPIL�H�NYHɉ[P�VY�
street artist.

I\[�HSZV�[HRL�ZLSÄLZ�^P[O�[OL�WPLJLZ��ZLL�-PN\YL���HUK�����

When Mr. da Silva began painting the walls around his 
home (with the help of his son), he destroyed some of 
these pieces, which led to the public outcry against him. 

Mr. da Silva was accused of being emboldened by the 
actions of São Paulo mayor, João Doria, who had recently 
rolled out an initiative called “Programa Cidade Linda” 
(Operation Beautiful City). The implementation of the urban 
WYVNYHT��KLZJYPILK�HZ�HU�LɈVY[�[V�JSLHU�\W�[OL�JP[ �̀�OHK�
resulted in many pieces of street art being covered with 
grey paint3. Speaking to the media, Mr. da Silva explained 
that he wasn’t against the street art being created on the 
walls that belonged to him, but rather he was reacting to 
the disturbances he was experiencing daily due to visitors 
and street artists spending time in the area, even late 
into the night.  He also said that his breaking point came 
when some street artists told him that his walls belonged 
to them, leading him to paint over the street art that was 
there4. Mr. da Silva’s walls did not stay grey for long.   

3 - https://news.vice.com/en_ca/article/8xmpqz/sao-paulos-
NYHɉ[P�HY[PZ[Z�YL]VS[�HM[LY�TH`VY�H[[LTW[Z�[V�WHPU[�[OL�JP[`�NYL`
4 - https://www1.folha.uol.com.br/cotidiano/2017/04/1874589-
como-doria-joao-do-beco-do-batman-pinta-muro-recua-e-lib-
LYH�UV]V�NYHÄ[L�ZO[TS
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Figure 1. One of the alleys in Beco do Batman. Image source: Anna Augusto Rodrigues

-PN\YL����(�]PZP[VY�[HRPUN�H�ZLSÄL�PU�)LJV�KV�)H[THU��0THNL�ZV\YJL!�(UUH�(\N\Z[V�9VKYPN\LZ
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-PN\YL����4Y��KH�:PS]H»Z�^HSS�^P[O�NYHɉ[P��0THNL�ZV\YJL!�(UUH�(\N\Z[V�9VKYPN\LZ

By the next day, statements such “What is the worth of a 
wall?” and “There are things that are more important than 
H�NYL`�^HSS¹�^LYL�NYHɉ[PLK�VU�[OLT��ZLL�-PN\YL����

2. Street Art as Public Pedagogy

In April 2017, I travelled to São Paulo, Brazil with 20 post-
secondary students from Canada to co-teach a course 
on social justice, global citizenship and what it means 
to be an ally. We visited Beco do Batman on April 30th, 
approximately two weeks after Mr. da Silva had painted 
his walls. As I walked around the alleyways taking pictures 
and discussing the street art with some of the students, I 
was asked by two of them for help to decode a piece they 
were discussing (see Figure 4). 

The street art, which was created by artists Pato and 
Vinicius Caps, had no words to help decipher its 
TLZZHNL��>L�KLIH[LK�P[Z�TLHUPUN��W\[[PUN�MVY[O�KPɈLYLU[�
narratives that connected back to the issues we were 
exploring while in Brazil, such as the rights of Indigenous 

peoples and the environmental problems in the Amazon 
caused by a string of governments who were putting 
WYVÄ[� ILMVYL�WLVWSL��>L�KPK� UV[� YLHJO� H� JVUZLUZ\Z�VU�
the meaning of the piece, but we did feel, that as a result 
of the informal conversation that took place at that time, 
we furthered our understanding on some of the social 
justice themes we had been studying in the course. We 
were not in a classroom, but undeniably participating in 
the type of knowledge building that typically takes place 
in educational institutions. That conversation, which was 
sparked by street art, seemed to align with the educational 
possibilities provided by public pedagogy, described 
by Sandlin, Schultz, and Burdick (2010) as a theory that 
is concerned with the spaces where informal learning 
happens, or, in other words, the knowledge people obtain 
outside of traditional educational institutions1. 

1 - Sandlin, J., Schultz, B. D., & Burdick. (2010) Handbook of 
public pedagogy: Education and learning beyond schooling. 
New York: Routledge.
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Figure 4. Street art created by Pato and Vinicius Caps. Image source: Anna Augusto Rodrigues.

Figure 5. The street art on Mr. da Silva’s wall before he painted it grey. This work was created by street artists Binho 
Ribeiro, Speto and Ciro. Image source: Google Maps
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Figure 6. The street art on Mr. da Silva’s wall after he painted it grey. This work was created by Binho Ribeiro, Boletabike 
and Milo Tchais. Image source: Luxshan Ambi

3. Negotiating Public and the Private Space 

When visiting Beco do Batman with my students on April 
30th I was able to see the walls that had been the centre 
of such contention just two weeks before. I saw that some 
of the grey had been eradicated by a beautiful piece of 
street art. I found a media article online explaining that 
^LSS�RUV^U�NYHÄ[LPYV�)PUOV�9PILPYV��^OV�OHK�JYLH[LK�VUL�
of the pieces that Mr. da Silva painted over, had reached 
out to the homeowner and asked for permission to create 
new work on the grey wall. Mr. da Silva agreed to the 
street art and Mr. Ribeiro in collaboration with two other 
NYHÄ[LPYVZ�� )VSL[HIPRL� HUK� 4PSV� ;JOHPZ�� JYLH[LK� H� SHYNL�
piece that covered one of the walls entirely (see Figure 
5 and 6). 

Mr. Ribeiro said he understood Mr. da Silva’s concerns 
about the disturbances and felt that it was important for 
street artists and homeowners in Beco do Batman to reach 
an understanding, with help from the local government, 
that would allow street art to continue being created in 
the alleyways without impacting those living in the area1.

1 - https://www1.folha.uol.com.br/cotidiano/2017/04/1874864-
NYHÄ[LPYV�]PZP[H�ILJV�KV�IH[THU�HWVZ�[LY�VIYH�HWHNHKH�WVY�
morador-assista.shtml

It was interesting to read about the interaction between 
homeowner and artist that resulted in street art being 
JYLH[LK�VU�^OH[�PZ�H�WYP]H[L�^HSS��0�^HZ�MVY[\UH[L�[V�ÄST2 
such an interaction between Mr. da Silva and another 
street artist named Mauro Neri on the day that I was in 
Beco do Batman. Mr. Neri is known for his Veracidade 
(See the City) street art. When being interviewed3 for an 
online publication, he described the street art he creates 
as a way to encourage people to enter into a dialogue with 
\YIHU�ZWHJLZ�HUK�ZLL�[OL�JP[`�MYVT�KPɈLYLU[�WLYZWLJ[P]LZ� 
 
I was watching Mauro Neri work on his piece on one of 
Mr. da Silva’s grey walls when I noticed the homeowner 
watching him as well. Mr. Neri walked over to Mr. da Silva 
and the two spoke about what was being created on the 
wall. After their conversation, the artist returned to the 
^HSS�[V�ÄUPZO�OPZ�WPLJL�^OPSL�4Y��KH�:PS]H�^LU[�IHJR�PU[V�
his home (see Figures 7, 8 and 9).

2 - The video can be seen at this link: https://youtu.be/jdRsm-
MMBTA4 https://youtu.be/jdRsmMMBTA4
3 - http://www.itaucultural.org.br/ver-a-cidade-e-suas-nuances-
entrevista-com-mauro-neri
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Figure 7. Mauro Neri starts working on his piece on Mr. da Silva’s wall Image source: Anna Augusto Rodrigues

Figure 8. Mr. da Silva watching Mr. Neri. Image source: Anna Augusto Rodrigues
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Figure 9. Mr. da Silva and Mr. Neri discuss the street art. Image source: Anna Augusto Rodrigues
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���9LKLÄUPUN�W\ISPJ�HUK�WYP]H[L�ZWHJLZ�[OYV\NO�Z[YLL[�
art

The purpose of this working paper is to explore the 
^H`Z� PU� ^OPJO� [OL� JYLH[PVU� VM� Z[YLL[� HY[� HɈLJ[Z� W\ISPJ�
and private spaces in communities. In the example I just 
related, the walls in question are privately owned, but 
they are located in a public area and seen by not only 
those who live in the neighbourhood, but also those 
who create street art there and, as well, the hundreds of 
tourists who visit the area every year. I feel this situation 
tests notions of private ownership, particularly when 
street art is positioned as public pedagogy. Positioning 
Z[YLL[� HY[� HZ� H� MVYT�VM� PUMVYTHS� LK\JH[PVU�TH`� VɈLY� HU�
alternative way for individuals, who are marginalized and 
unable to obtain a traditional education, to learn about 
PZZ\LZ� [OH[� HɈLJ[� [OLT�HUK� [OL�JVTT\UP[`� [OL`� SP]L� PU��
Street art, which is easy to access, may also encourage 
WHY[PJPWH[PVU�PU�W\ISPJ�KPZJV\YZL��IV[O�VUSPUL�HUK�VɊPUL��
therefore allowing individuals an opportunity to shape their 
communities by having their voices heard. When street 
art is positioned as public pedagogy but constrained by 
traditional notions regarding private and public spaces 
in communities, its potential to provide informal learning 
opportunities is impacted. Who has the right to decide 
what ends up on a wall that is privately owned but publicly 
available for anyone to see? Does ownership over a wall 
take priority over education and knowledge-mobilization? 
And, if street art as public pedagogy is extinguished from 
walls that are privately owned, is there space to argue for 
H�YLKLÄUP[PVU�VM�WYP]H[L�WYVWLY[`�^P[OPU�H�JVTT\UP[`� MVY�
the public good?
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Multimodality is in fact a polysemous word, which is tightly 
related to the notions of modality, and (semiotic) mode 
HUK�PZ�\ZLK�PU�JVUJLW[\HSS`�KPɈLYLU[�^H`Z�HJYVZZ�KPɈLYLU[�
disciplines (for a review see Adami, 2016; Devylder, 2019; 
Green, 2014). 

As cognitive semiotics (Zlatev et al., 2016) aims to 
integrate concepts and methods from semiotics, cognitive 
ZJPLUJL�HUK�JVNUP[P]L�SPUN\PZ[PJZ��^L�LUKLH]VY�[V�VɈLY�H�
coherent terminology, in line with the proposals of Green 
(2014), Stampoulidis et al. (2019) and Zlatev (2019), 
which distinguishes the notions of perceptual (sensory) 
modalities (sight, hearing, smell, touch and taste) and 
semiotic systems (language, depiction and gesture). 

For example, using this polysemiotic/multimodal 
distinction would allow us to describe the work of 
street art displayed in Figure 1 consisting of verbal text 
(language) and pictorial elements (depiction) as clearly a 
form of polysemiotic communication, instantiated in the 
particular socio-cultural medium of street art, whereas the 
street artwork displayed in Figure 2 might be considered 
as an example of unisemiotic communication (only the 
semiotic system of depiction is present). Nevertheless, 
both artworks may be considered monomodal since at 
least one perceptual modality is involved: sight. On the 
other hand, artworks such as these displayed in Figure 3 
and Figure 4 can be both polysemiotic and unisemiotic, 
respectively, and (potentially) multimodal (if) they trigger 
multiple senses in the viewer, such as sight and touch, 
for example. It is important to note that the terminological 
distinction and conceptual dichotomy between the 
semiotic systems of language and depiction are not always 
JSLHY�J\[��LZWLJPHSS`�PU�[OL�JHZL�VM�Z[YLL[�HY[��HUK�NYHɉ[P���
as has been argued in a certain literature (Bal, 1991; Neef, 
2007). Therefore, we would like to stress that street art 
is typically a form of polysemiotic communication, and 
thus, we restrict the term unisemiotic either to the case 
of primarily depiction-dominant or primarily language-
dominant graphic representations. 

 

Polysemiotic Communication vs. Multimodality:
a conceptual and terminological distinction applied in street art 

Georgios Stampoulidis 
Lund University (Sweden) 
Email: georgios.stampoulidis@semiotik.lu.se    
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Figure 1. A polysemiotic monomodal street artwork since it triggers (arguably) the sense of sight in the viewer, but includes 
multiple semiotic systems. Creator: Barba Dee. Photography Georgios Stampoulidis © in August 2018, Athens, Greece.
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Figure 2. A unisemiotic monomodal street artwork since it triggers (arguably) the sense of sight in the viewer, but includes 
only the semiotic system of depiction. Creator: Bleeps.gr.  Photography Bleeps.gr © in February 2019, Athens, Greece.
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Figure 3. A polysemiotic and (potentially) multimodal street artwork since it may trigger multiple senses in the viewer, 
such as sight and touch. Stop Homo-Trans-Phobia. Creator: an anonymous queer group. Photography Ilaria Hoppe © in 
September 2010, Berlin (Kreuzberg), Germany.
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Figure 4. A unisemiotic and (potentially) multimodal street artwork since it may trigger multiple senses in the viewer, such 
as sight, touch, and smell. Creator: FL1P. Photography Georgios Stampoulidis © in August 2018, Athens, Greece.
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In our study on street art, marking this polysemiotic/
multimodal distinction – terminological and conceptual – 
would help us toward a synthetic analysis of the interaction 
between language and depiction, and that of language, 
depiction, vision, and (potentially) smelling, touching or 
even hearing, into a whole communicative situation. 
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Abstract

Sites of memories do not always take the form of a memorial or museum – objects placed in the midst of the urban 
space, like the sculpture “Der Jahrhunderschritt” in a shopping street of Leipzig, Germany, serve just as well (or better) 
to trigger the memory of past events and relate them by direct encounter to the immediate present. In what ways do 
encounters with the sculpture serve as a stepping stone for a memory culture which confronts and interrupts the stream 
of passersby? How does it relate to its surroundings, what are the reactions with which the artwork is met? This article 
L_WSVYLZ�[OL�WV[LU[PHS�VM�[OPZ�ZWLJPÄJ�SPL\�KL�TLTVPYL�JVUJLW[\HSPaLK�HZ�HU�\YIHU�PU[LY]LU[PVU�PU�IYPUNPUN�[OL�WHZ[�[V�[OL�
present, analyzing how awareness for the past-present-future continuum is raised in the mundane, yet historically delicate 
context of Leipzig’s inner city as a shopping street that used to be the site of the Peaceful Revolution of 1989.

Keywords: lieu de memoire; urban intervention; memory culture; collective memory
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Introduction

Der Jahrhundertschritt is an artwork which thematizes the 
appalling as much as fascinating extremity of twentieth-
century developments. The sculpture, a tall man with 
long legs, a shifted head, and an inescapable message 
was brought into being in 1984 by the East German artist 
Wolfgang Mattheuer, and found its way into Leipzig's 
public space in 19991. Its themes bear resemblance to 
Hobsbawm's 1994 book “Age of Extremes: The Short 
;̂ LU[PL[O� *LU[\Y`¹"� IV[O� YLÅLJ[� \WVU� [OL� [PTL� ZWHU�
between 1914 and 1991, between World War I and the 
fall of the Soviet Union, and engage with fundamental 
questions of society, politics, and ideologies that the short 
century raised, and largely failed to answer. 

1 - Additional copies of the sculpture have also been placed in 
Halle, Berlin and Bonn (Lindner 2005: 308).

The sculpture, given its location in the midst of Leipzig's 
bustling city center, will be treated as a lieu de memoire, 
a symbolic site of memory that comes to replace and 
represent the milieux de memoire where the historical 
events that are referred to actually took place (Kolstrup 
1999: 115). Furthermore, based on its strategically 
interruptive placement on one of the busiest shopping 
streets of the city, the sculpture will be analyzed as an 
urban intervention, which is the utilization of spatial power 
to create experiences and generate certain behavior 
through art works in public space which go beyond 
HLZ[OL[PJ�LUOHUJLTLU[�HUK�NP]L�UL^�ZVJPHS�ZPNUPÄJHUJL�
to space (Pinder 2008: 731).
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Source: https://commons.wikimedia.org/wiki/File:Leipzig_-_Naschmarkt_%2B_Der_Jahrhundertschritt_01_ies.jpg



Collective memory, and certainly the triggering 
of remembering in public space through urban 
PU[LY]LU[PVUPZT��PZ�M\UKHTLU[HSS`�SPURLK�[V�HU�LɈLJ[�PU�[OL�
present moment, and intertwines remembering the past 
with imagining alternative futures (Rose-Redwood et al. 
2008: 161). The “urban memory” (ibid 162) of Leipzig is 
particularly sensitive to the Monday demonstrations and 
the Peaceful Revolution of 1989 which entailed the fall of 
[OL�>HSS�HUK�.LYTHU�YL\UPÄJH[PVU��I\[�PZ�MVY�[OPZ�YLHZVU�
perhaps overly focused on this recent historical event, 
therefore neglecting the remembrance of other, more 
distant pasts. Der Jahrhundertschritt is consequently 
VM[LU�YLHK�PU�SPTP[LK�^H`Z�HUK�P[Z�ZPNUPÄJHUJL�YLK\JLK�[V�
the realm of GDR politics and society, despite the fact that 
his symbolism clearly also bears reference to both World 
>HYZ�HUK�[OL�;OPYK�9LPJO�HUK�H�[PTLSLZZ�ZPNUPÄJHUJL�MVY�
present (East) German society and politics.

The Past as a Stepping Stone

The ways in which Der Jahrhundertschritt refers to and 
re-creates memories of the past can roughly be divided 
PU[V� Ä]L� LSLTLU[Z�� ;OL� SLM[� SLN�� PTWH[PLU[S`� Z[YPKPUN�
forward, reminds us of the pace and eagerness with 
which twentieth-century developments were overrunning 
people all over Europe, and especially in Germany. In 
contrast, the left foot in a heavy soldier's boot appears 
to hold back the boisterous ambition of the other 
leg, signifying the struggle to move forward after the 
hardships and bewilderment of two World Wars, which 
ZPT\S[HULV\ZS`�MVYTLK�[OL�IHZPZ�MVY�HUK�VIZ[HJSL�[V�LɈVY[Z�
to ideologically and politically move on. The two arms 
Z`TIVSPaL� [OL� Z\IZLX\LU[� PKLVSVNPJHS� Z[Y\NNSLZ� [V� VɈLY�
YL�PKLU[PÄJH[PVU�[V�[OL�.LYTHU�WLVWSL!�H�JSLUJOLK�SLM[�ÄZ[�
opposes the right arm's fascist salute. Lindner observes 
that the extremities of this body diverge so heavily that 
they seem to tear it apart and detain the consolidation 
of a stable core, as a consequence of which the head is 
about to sink into the disrupted body, which denotes the 
“headlessness” of twentieth-century agents (2005: 301).

Importantly, the artist himself emphasized that his 
work is “as ambiguous as our century”,  allowing and 
encouraging a multiplicity of readings (qtd. in Lindner 
2005: 301). This statement can be considered from two 
angles. First, in the GDR context, refraining from all too 
clear ideological-political assertions was often a lifesaving 
strategy especially for artists who wanted to prevent the 
banning of their works. At the time of its production, the 
sculpture was exhibited at State Art Exhibitions in Leipzig 
and Dresden, where it was received as a provocative 
“explosive charge”, yet simultaneously ranked as the most 
important artwork of the national exhibition (ibid. 300, 
306). It was then predominantly interpreted as depicting 
twentieth-century ideological struggles in critique of 
Fascist and in favor of Socialist forms of dealing with the 
past and imagining the future, denying or downplaying 
SED-critical readings (ibid. 303).

Second, refraining from insisting on an original intention 
or message of an artwork is also a central element of 
meaning generation in urban interventions. They give 
space to a multiplicity of understandings and narratives 
that can be formed and altered contingently, and which 
enforce, neutralize, or even counteract previous ones 
(Rose-Redwood et al. 2008: 163). Art in the urban space 
is thus both a source of memory and a site of negotiation, 
as it creates brief moments of a shared experience among 
those who are present and form a temporary, haphazard 
collective in which “new meanings, experiences, 
understandings, relationships and situations” are created 
and “prevailing norms and ideologies” are contested 
(Pinder 2008: 730). 
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Because of its location, der Jahrhundertschritt interrupts 
[OL� \YIHU� ÅV^� HUK� WYV]VRLZ� TVTLU[Z� VM� Innehalten2 
in the otherwise high-paced urban stream of people. 
Beyond that, he also seems to invite the passersby into the 
neighboring Zeitgeschichtliches Forum, a center for critical 
engagement with German and European history after the 
World Wars, with the ambition to foster contemporary 
societal discourses in multidimensional, interdisciplinary 
ways. Entering it would require a conscious decision of 
the individual, presupposing interest, motivation and time 
to do so – aspects that all too often lack in contemporary 
societies. A telling remark can be read on the wall behind 
the sculpture: Warnung! Geschichte kann zu Einsichten 
führen und verursacht Bewusstsein3. Especially in times 
of “historical amnesia” (Rose-Redwood et al. 2008: 161), 
where people are less inclined to deliberately educate 
[OLTZLS]LZ� HIV\[� HUK� YLÅLJ[� \WVU� WVSP[PJHS�� ZVJPL[HS�
and ideological histories and their relevance for the 
present, it is all the more important to stir up instances 
of remembering and critical thinking through other, more 
subtle means. An unexpected urban intervention can be an 
alternative strategy to trigger memory and keep historical 

2 - to pause and think for a moment
3 - Warning! History can lead to discernment and causes aware-
ness.

consciousness alive. 

Source: https://www.tripadvisor.de/LocationPhotoDirectLink-g187400-d8408915-i176711528-Jahrhundertschritt-
Leipzig_Saxony.html



Lessons (to be) learned

Without the imperative presence of Der Jahrhundertschritt 
VU�[OL�H]LU\L��[OL�ÅV^�VM�L]LY`KH`�SPML�H[�.YPTTHPZJOL�
Straße would perhaps continue without a halt, but 
through the placement of this odd eye-catcher, every 
passersby experiences a moment of interruption as their 
gaze stumbles upon the sculpture. This urban intervention 
of memory paints an additional layer of meaning onto 
the facade of public space in the present, in which the 
passersby are all too often solely concerned with their 
individual purpose and direction of the given moment, 
unaware of anything outside their subjectivity. However, 
this sculpture reminds them where we are coming from as 
H�.LYTHU�ZVJPL[`���HUK�WLYOHWZ�WYV]VRLZ�[OL�YLÅLJ[PVU�
on where we might be heading. Der Jahrhundertschritt 
teaches us that collectively remembering the twentieth 
century must go beyond the mere commemoration 
of the two world wars as two isolated events, as their 
ZPNUPÄJHUJL� Z[YL[JOLZ� V]LY� HU� LU[PYL� JLU[\Y �̀� PM� UV[�
beyond. It reminds us not only of the developments and 
events it bears reference to, but also of the immense 
importance to emphasize the continuum of past and 
present and the intertwinedness of the two, instead of 
merely looking back at a distant, disconnected past. 
Mattheuer’s artwork invites us to utilize the remembrance 
VM�JVUJYL[L�OHWWLUPUNZ�HZ�H�Z[LWWPUN�Z[VUL�MVY�YLÅLJ[PUN�
time and again on the fundamental questions of humanity 
and society, questions which will not cease to be relevant, 
neither for the contemporary nor any coming present.
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Just as citizens design the city with their actions, with 
their walks, their routes (as the classic example of paths 
created in parks on the grass, the so-called "Desire Lines") 
the artists, in this case, focused on the the Nordic cities 
�ZWLJPÄJHSS`�:[VJROVST��OH]L�KLZPNULK�VY�KL]LSVWLK�[OLPY�
new ways of acting on the city, using new techniques, 
materials and especially supports (which are not so 
common in the scene of independent public art in the 
cities of Southern Europe).

It draws attention in how in cities of northern Europe, 
advertising has captured all possible public space 
supports. Even in transports like subway, trams ... etc or 
placing giant screens in crowded areas of the city center 
or completely papering the buildings and fences with 
thousands of posters.

The intervention (Photo 1) of the Swedish street artist 
Klisterpeter, of 2011, does not represent the truth. It 
is an ironic intervention, since contrary to how it is 
expressed here, we could say that Stockholm "hates" 
NYHɉ[P�� 7YVIHIS`� [OL� YLZ[� VM� ,\YVWLHU� JP[PLZ� OH[L� P[� PU�
equal measure, although in this city, compared to others 
SPRL�)HYJLSVUH��)LYSPU��([OLUZ�VY�3PZIVU��NYHɉ[P�P[Z�[V[HSS`�
absence.

0U� [OPZ�HY[PJSL�^L�^PSS� [Y`� [V�ÄUK� [OL� YLHZVU� MVY� [OPZ� MHJ[��
looking for a parallelism with the well-known Nordic 
KLZPNU�HUK�[OYV\NO�P[Z�KPɈLYLU[�J\S[\YHS�\ZLZ��0M�`V\�OH]L�
heard about Ikea, you know exactly what we are going 
[V� [HSR� HIV\[�� ;OL�THPU� PKLH� [OH[� [YHUZTP[Z� PZ� UV[� [V� ÄSS�
the space of pieces without use, which can be compared 
^P[O�[OL�JHYL�VM�\YIHU�HY[PZ[Z��NYHɉ[P�HY[PZ[Z�PU�[OL�:^LKPZO�
capital, the simplicity in the lines, the soft colours, the 
minimalism and the principle of "less is more" that is 

perfectly described in their daily life. The Scandinavian 
character united to the environment that surrounds them: 
the cold, the darkness and the great virgin forests, have 
ILLU�]LY`�PUÅ\LU[PHS�MHJ[VYZ��

Except for two rather touristy but very hidden streets, it 
PZ�PTWVZZPISL�[V�ÄUK�H�[HN�VY�HU�PU[LY]LU[PVU�PU�I\PSKPUNZ�
anywhere in the city. The reason? It could be the policy 
of cleaning the streets and excessive sanctions imposed 
by the city council in relation to the action of painting on 
[OL�Z[YLL[�� 0U� MHJ[��:^LKLU�OHZ�ILLU�X\HSPÄLK��VU�THU`�
occasions, as one of the worst countries in the world in 
^OPJO�[V�WYHJ[PJL�NYHɉ[P��;OPZ�PZ�K\L�[V�H�SH^�PTWVZLK�PU�
1994, known as the “Law of zero tolerance”. But despite 
this policy, we know that other cities, such as Madrid, 
OH]L� ILN\U� [V� W\ZO� WVSPJPLZ� ^P[O� ÄULZ� HUK� ZL]LYL�
sanctions, but nevertheless the number of buildings 
painted in the city are not at all comparable. Therefore, 
carefully observing the practice of many Swedish artists, 
P[�PZ�JVUJS\KLK�[OH[�[OL�JH\ZL�TH`�UV[�IL�K\L�[V�ÄULZ�VY�
excessive cleaning, perhaps it is because urban artists 
HUK� NYHɉ[P� HY[PZ[Z� TH`� OH]L� H� KPɈLYLU[� ^H`� VM� HJ[PUN���
Contrasting, in this case, the Nordic character, minimalist 
and simple, with the abundance, the chaos, the “horror 
vacui” of the cities and inhabitants of southern Europe.

In these circumstances it does not seem easy to make an 
analysis of the situation, something that can be tried with 
the few existing samples. Some of the Swedish artists 
analyse here will be: Klisterpeter, Asvillain, Patrik Qvist, 
Arrow, Anonymouse, Akay and Adams. 

KEY WORDS: Stockholm, Sweden, zero tolerance, 
:^LKPZO�NYHɉ[P��5VYKPJ�KLZPNU��:JHUKPUH]PHU�JV\U[YPLZ�

 

Zero Tolerance = 100 New Techniques
Swedish / Nordic Street Art

Elena Calderón Aláez
Madrid, Spain. Conservator-Restorer.  
Member of “Observatorio de Arte Urbano”  
and the GEIIC work group of Street Art. 
Email: calderonalaez@hotmail.com

  Essays / Working Papers



39

Desire Lines: MetaphoricalSAUC - Journal V5 - N2

Figure SEQ \* ARABIC 1. Stencil made by Klisterpeter in 2016. Image from the 
VɉJPHS�0UZ[HNYHT�HJJV\U[�VM�[OL�HY[PZ[�
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The mystery, the anonymity, and the sometimes-
PUJVTWYLOLUZPISL�HSWOHIL[�VM�NYHɉ[P� HYL�^OH[�RLLW� P[� H�
public secret; it is a language which exists across cities, 
produced by a community, descending from a subculture, 
whose members have dedicated themselves to reading 
and writing it. Its very existence begs for consideration: 
how has this practice been able to persist, despite 
the constant forces of erasure, policing, and politics 
working to eliminate it? My introductory quote from Carlo 
McCormick speaks to the author’s personal experience 
^P[OPU� NYHɉ[P� Z\IJ\S[\YL�� HUK� PTWLJJHIS`� JHW[\YLZ� [OL�
“counter” of this culture within the greater art world as well 
HZ� P[Z� \UPX\L�IYHUK�VM�WLYZPZ[LUJL��.YHɉ[P»Z�WVZP[PVUPUN�
between preservation and authenticity, popularization and 
\UKLYNYV\UK�J\S[\YL��HYL�YLÅLJ[LK�PU�4J*VYTPJR»Z�^VYKZ�
— and also in this Major Research Paper. The title of my 
WHWLY�YLMLYZ�[V�[OL�JHWHJP[`�VM�NYHɉ[P�[V�SP]L�VU��L]LU�[V�
[OYP]L��PU�[OL�MHJL�VM�VWWVZP[PVU��;OL�WLYZPZ[LUJL�VM�NYHɉ[P�
and its creators is, in one way, a form of permanence. 
.YHɉ[P� YLWSLUPZOLZ�HZ�X\PJRS`�HZ� P[� PZ� YLTV]LK��(Z�LHJO�

tag is painted over or washed away, another appears. 
Within this cycle of erasure and production, the artists 
learn to be persistent in their practice, while the desire 
to be as visible as possible lends a permanence to their 
name – even if the individual works do not survive. As the 
NYHɉ[P�^YP[LY�;YP_[LY�OHZ�ZHPK��¸4VZ[�THQVY�HY[�TV]LTLU[Z�
— impressionism, pointillism — are still being used by 
artists today, still being taught in schools, but the culture, 
the actual movement, generally only lasted a few years, 
TH`IL�H�KLJHKL��.YHɉ[P�Z[PSS�OHZ� P[Z�J\S[\YL��HUK�RLLWZ�
developing, gaining depth.”1 Perhaps this is the major 
KPɈLYLUJL� IL[^LLU� NYHɉ[P� HUK� V[OLY� HY[PZ[PJ� Z[`SLZ!� P[Z�
community continues to exist and connect in a way that 
other artistic movements have not been able to maintain. 
.YHɉ[P�WLYZPZ[Z��

1 - Gastman, Roger, and Caleb Neelon. The History of American 
.YHɉ[P. New York: Harper Design, 2011. Pp. 394
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Introduction

(Y[�HZ�P[�VJJ\YZ�PU�[OL�Z[YLL[Z�PZ�HU�¸V[OLY¹�OPZ[VY �̀�0UOLYLU[S`�HU[P�PUZ[P[\[PVUHS��P[�OHZ�UL]LY�Ä[�
well within the academy or the museum; basically free, it has consistently had a problematic 
relationship with the art market; iconoclastic, it is often hard for many to read; and stemming 
from the countercultural or underground tendencies of youth, it is by and large all too easy for 
those who “know better” to dismiss it without regard to its content or its intent.

- Carlo McCormick, “Art in The Streets”
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;VYVU[V»Z�NYHɉ[P�¸ZJLUL¹�OHZ�H� YLSH[P]LS`� YLJLU[�
OPZ[VY`� PU� JVTWHYPZVU� [V� V[OLY� NYHɉ[P�JV]LYLK� JP[PLZ�
around North America, but by observing and theorizing 
the characteristics of this local scene through the words 
of its artists, one can draw broader conclusions about the 
JVU[LTWVYHY`� Z[H[L�VM� NYHɉ[P� V]LYHSS��)`�NYV\UKPUN� [OPZ�
research on the themes of persistence and permanence, 
this Major Research Paper advances a more conceptual 
\UKLYZ[HUKPUN� VM� NYHɉ[P�� HZ� VWWVZLK� [V� H� OPZ[VY`� VM�
ZJOVSHYZOPW� ^OPJO� OHZ� WYL]PV\ZS`� WSHJLK� NYHɉ[P»Z� ]HS\L�
in its function as territory markers, gang declarations, or 
expressions of resistance.

This paper traces alternative perspectives on 
;VYVU[V»Z�NYHɉ[P�ZJLUL�PU�YLJLU[�`LHYZ��[OYV\NO�PU[LY]PL^Z�
^P[O� SVJHS�� J\YYLU[� NYHɉ[P� HY[PZ[Z�� (IV]L� HSS�� P[� ZLLRZ� [V�
provide an accurate and inquisitive record of a practice 
in a particular time and place. This paper focuses on 
the individual practices and sites of mark-making in 
;VYVU[V»Z�\YIHU�SHUKZJHWL�HZ�KL[LYTPULK�I`�[OYLL�NYHɉ[P�
writers. Using interviews with these local artists who are 
actively tagging downtown Toronto and its surrounding 
neighbourhoods, I argue that despite its constant threat 
VM�LYHZ\YL��NYHɉ[P�JVU[PU\LZ�[V�[OYP]L�HUK�HKHW[�^P[OV\[�
the need to be validated by outside forces or consumers, 
and that its ability to thrive is partially thanks to this very 
threat. The motivation of the practitioners of this art is 
complex; but above all, the desire to persist in pursuit of 
some kind of permanence connects them. The history 
VM� NYHɉ[P� HUK� Z[YLL[� HY[��^OLU� ]PL^LK� HZ� H� ¸SLNP[PTH[L¹�
artistic practice in the eyes of the market, tends to insist 
that the artwork produced hold a purpose. This function 
JHU�IL�JOHYHJ[LYPaLK�PU�ZL]LYHS�KPɈLYLU[�̂ H`Z!�OPZ[VYPJHSS �̀�
NYHɉ[P� OHZ� VM[LU� ILLU� \UKLYZ[VVK� HZ� H� MVYT� VM� NHUN�
territory marking, a form of expression for the oppressed, 
or political propaganda during war time and civil unrest.2 
<S[PTH[LS �̀� [OPZ� MVJ\Z� VU� NYHɉ[P� YLX\PYPUN� H� NYLH[LY�
purpose besides its existence is an expression of the 
assimilationist power of the market, and of disciplinary art 
OPZ[VY �̀�.YHɉ[P�KVLZ�UV[�[HRL�P[Z�]HS\L�MYVT�[YHUZJLUKPUN�
P[Z�L_PZ[LUJL"�PUZ[LHK��P[Z�ZPNUPÄJHUJL�SPLZ�WYLJPZLS`�PU�P[Z�
continued existence. The focus on function/purpose, as 

2 - 3LUUVU��1VOU��¸(ZZLTISPUN�H�9L]VS\[PVU!�.YHɉ[P��*HPYV�
and the Arab Spring.” Cultural Studies Review20, no. 1 (2014). 
doi:10.5130/csr.v20i1.3203.

well as the (criminal) conditions of production, means that 
the messaging which is painted in the streets is assumed 
to have political potency. This false equivalency between 
the political nature of the “crime” of public mark-making 
and the assumed importance of the messaging the crime 
leaves behind forecloses the radicality of the act. Not all 
Z[YLL[�HY[�VY�NYHɉ[P�PZ�YHKPJHS�PU�P[Z�JVU[LU[�·�I\[�P[Z�TVKL�
of production is. 

.YHɉ[P�OHZ�[OL�HIPSP[`�[V�IL�H[�VUJL�L_JS\ZPVUHY �̀�
private, and mysterious, and at the same moment 
HJ[P]LS`�W\ISPJ��WHY[PJPWH[VY`�HUK�JVUZ\THISL��.YHɉ[P��PU�
this balancing act, is an apt example of an art practice 
which has found its own internal balance in a productive 
resistance to these external forces.

Context

.YHɉ[P� OHZ� ILLU� IV[O� YVTHU[PJPaLK� HUK�
popularized as more people are given access to its 
SHUN\HNL��0U�;VYVU[V��[OLYL�HYL�NYHɉ[P�^YP[PUN�^VYRZOVWZ��
paid tours led by guides and government-funded public 
art initiatives.3 Buying into programming or purchasing 
the experiences of a subculture is not to belong to one, 
and authenticity is a major point of contention amongst 
NYHɉ[P� ^YP[LYZ�� (Z� )V\YKPL\� V\[SPULK�� [OL� MHTPSPHYPaH[PVU�
and commitment to a subculture is a long process, 
and perhaps this is the ultimate sign of authenticity: 
committing and spending a lifetime developing status 
and knowledge about a certain subcultural practice. To 
be accepted within the subculture is an earned status, but 
PU�VYKLY�MVY�NYHɉ[P�[V�YLTHPU�YLSL]HU[�HUK�UV[�JVTWSL[LS`�
JVUKLTULK� I`� [OL� W\ISPJ�� NYHɉ[P� T\Z[� HSZV� ILJVTL�
accessible to those outside of the subculture. 

Toronto holds close to 3 million inhabitants 
within 630km2�� HUK� [OV\NO� [OL� VɉJPHS� IVYKLYZ� VM� [OL�
downtown core are often contested amongst locals, it is 
a small 17km2� YHKP\Z�� HZ� ZOV^U� PU� [OL�ÄN\YL�ILSV �̂�(Z�
Toronto’s population increases rapidly each year, housing 
and density issues mean there are more and more people 
SP]PUN� V\[ZPKL� VM� [OL� ¸VɉJPHS¹� KV^U[V^U� JVYL�� JYLH[PUN�

3 - Examples in Toronto include Start (Street Art Toronto), The 
Steps Initiative, The Laneway Project, MuralRoutes and many 
PUKLWLUKLU[�[V\Y�NYV\WZ�TVZ[�UV[HIS`�]PZP[PUN�.YHɉ[P�(SSL`�PU�
Toronto’s Queen West neighbourhood. 
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additional central cores east, west and north of the city 
centre. In part due to this density, Toronto streets, both 
YLZPKLU[PHS� HUK� JVTTLYJPHS�� HYL� JV]LYLK� PU� NYHɉ[P� [HNZ��
Mailboxes, lamp posts, brick walls and fences all hold 
UHTLZ�VM�WHZZLYZ�I �̀�VM�NYHɉ[P�^YP[LYZ�VU� [OLPY� L]LUPUN�
Z[YVSSZ��(UK�HS[OV\NO�T\JO�NYHɉ[P� PZ� X\P[L� ]PZPISL�� [OLYL�
is just as much that goes unseen. Despite its presence 
on public (and private) properties throughout the urban 
SHUKZJHWL��NYHɉ[P�PU�;VYVU[V�HSZV�L_PZ[Z�PU�[OL�KHYRULZZ�VM�
subway tunnels, maze-like alley systems, and behind the 
closed doors of bar bathrooms. 

.YHɉ[P»Z� LZZLU[PHS� JOHYHJ[LY� SPLZ� PU� IV[O� P[Z�
desire to be seen and its ability to blend in. As tags are 
I\ɈLK�H^H`�VY� YLWSHJLK�I`�V[OLYZ��^OH[� YLTHPUZ� PZ� [OL�
persistence of this practice, and of its subculture, despite 
the impermanence of its marks.

 In 1999, researcher Tracey Bowen published 
an essay entitled .YHɉ[P� (Y[!� (�*VU[LTWVYHY`� :[\K`� VM�
Toronto Artists.4 In it, six artists are interviewed about 

4 - )V^LU��;YHJL`�,��¸.YHɉ[P�(Y[!�(�*VU[LTWVYHY`�:[\K`�VM�;V-

[OLPY� LK\JH[PVU�� WLYZWLJ[P]L� VU� NYHɉ[P� HZ� HU� HY[� MVYT��
and personal aspirations. Bowen’s paper, though quite 
ZPTPSHY� PU�MVYTH[�[V�[OPZ�VUL��KPɈLYZ�NYLH[S`� PU� P[Z�[OLTLZ�
and conceptual considerations. The focus on education, 
for example, produces an interesting pedagogical lens, 
giving these artists the space to provide feedback to 
art teachers and institutions regarding decision-making 
about which art is worthy of teaching (or supporting). The 
study’s concern with the artists’ education also seems to 
KLJPKL�[OH[�NYHɉ[P�MHSSZ�PU[V�[^V�JH[LNVYPLZ��ZLSM�[H\NO[�VY�
formally trained, corresponding to the dichotomy Bowen 
presents between “Vandalism or Self-Expression?” To 
which my research replies, why not both? Bowen’s 
YLZLHYJO� WYLZLU[Z� HU� PTHNL� VM� ;VYVU[V� NYHɉ[P� HY[PZ[Z�
who are eager to expand their practices beyond terms 
SPRL� ]HUKHSPZT�� OVWPUN� [OH[� NYHɉ[P� ^PSS� NHPU� [OL� YLZWLJ[�
of Toronto’s general population as well as its galleries. 
;OPZ�KLZPYL�YLPUMVYJLZ�[OL�PKLH�[OH[�NYHɉ[P�YLX\PYLZ�ZVTL�
institutionally recognizable acknowledgements in order 

ronto Artists.” Studies in Art Education 41, no. 1 (1999): 22-39. 
doi:10.2307/1320248.
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Figure 1 Map of Downtown Toronto. Google Maps.



to be “legitimate”. The general conclusions of Bowen’s 
YLZLHYJO�PUJS\KL�NYHɉ[P»Z�L_PZ[LUJL�HZ�IV[O�]HUKHSPZT�HUK�
art but speaks only about murals within the interviews. 
By selecting artists who produce murals, especially legal 
ones, Bowen’s research is limited in its consideration of 
¸NYHɉ[P¹�� HU� PU[YPUZPJHSS`� YLILSSPV\Z� HUK� JYPTPUHS� HY[�� HUK�
again turns vandalism into a moralizing word instead 
VM�HU�OVULZ[�VUL��+LZWP[L� P[Z�ÅH^Z�� [OPZ�LHYSPLY� Z[\K`� PZ�
HU� PTWVY[HU[�TPYYVY�HNHPUZ[�^OPJO� [V� YLÅLJ[�VU�T`�V^U�
research, and to continue cataloguing the growth of 
;VYVU[V»Z�NYHɉ[P�ZJLUL�

Methodology

This paper focuses on illegal tagging; as such, I have 
used open-ended interviews to allow artists to speak 
candidly about their practices without compromising their 
anonymity. This research has been approved by the OCAD 
University Research Ethics Board, which required that my 

method of approach, research and storage of data ensure 
that all practitioners were given anonymity and their privacy 
respected. My desire to speak with artists who feel less 
connected to a subculture was intentional, as I believe 
this provides a new set of perspectives from the outside 
looking in. The context of each interview participant is 
HSZV� PTWVY[HU[� [V� MYHTL� [OPZ� WHWLY»Z� ÄUKPUNZ"� K\L� IV[O�
to the Research Ethics Board process and the comfort 
of the participants with disclosing personal information, 
this context is necessarily limited in detail. Their age and 
locations provide a balanced spread across the city, 
not focusing too intently on one particular demographic 
VY� ULPNOIV\YOVVK�� +PɈLYPUN� ZL_LZ� NP]L� SPNO[� [V� WV^LY�
K`UHTPJZ�^P[OPU�[OL�NYHɉ[P�J\S[\YL��HZ�MLTHSL�PKLU[PM`PUN�
^YP[LYZ� MHJL� KPɈLYLU[� JOHSSLUNLZ� [OHU� THSLZ�5 Further 

�����-VY�M\Y[OLY�YLHKPUN�VU�NLUKLY�HUK�ZL_\HSP[`�PU�NYHɉ[P�Z\I-
culture, read Macdonald, Nancy. ;OL�.YHɉ[P�:\IJ\S[\YL!�@V\[O��
4HZJ\SPUP[ �̀�HUK�0KLU[P[`�PU�3VUKVU�HUK�5L^�@VYR. New York: 
Palgrave Macmillan, 2006. 
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research on the demography, social class and psychology 
of writers in the community would prove fascinating, but 
is beyond the scope of investigation in this paper. 
I posed the following open-ended questions to the 
practitioners/artists that I interviewed:

Part 1: Does the practitioner in question operate within 
or identify with a community or apparent subculture? And 
if so, what are the values which shape this community? 

7HY[� �!� +VLZ� [OL� WYHJ[P[PVULY� ILSPL]L� [OH[� NYHɉ[P»Z�
historical functions (explicit political motives, gang-
territory marking, etc.) are what give the practice longevity? 
What drives the persistent and repetitive qualities of this 
WYHJ[P[PVULY»Z�WYHJ[PJL&�6M�[OL�NYHɉ[P�WYHJ[PJL�HZ�H�^OVSL&

Part 3 & 4: Does the constant battle with erasure 
�I\ɉUN�� JVTWL[PUN� [HNZ� I`� V[OLY� HY[PZ[Z�� PUÅ\LUJL� [OL�
strategy of their practice?
These topics eventually divided into more direct questions, 
anecdotes and opinions that have proved to be invaluable 
in forming this paper.

Prior to conducting my primary research, I had 
to consider my own expectations and assumptions about 
NYHɉ[P�HUK�NYHɉ[P�HY[PZ[Z��0�OH]L�LUJV\U[LYLK�H�]HYPL[`�VM�

personalities and methodologies while participating in 
international Street Art and Urban Creativity conferences 
in Portugal and Sweden, and locally within Toronto’s 
NYHɉ[P�JVTT\UP[ �̀�
 Having spent the past seven years participating 
PU� HUK� YLZLHYJOPUN� NYHɉ[P� J\S[\YL�� T`� H[[YHJ[PVU� [V� [OL�
WYHJ[PJL�OHZ�JOHUNLK��0UZ[LHK�VM�ILPUN�ÄLYJLS`�KLMLUZP]L�
VM�NYHɉ[P»Z�YHKPJHSP[ �̀�T`�YLZLHYJO�HUK�^YP[PUN�OH]L�SLK�TL�
to believe that perhaps this radicality is no longer relevant 
[V� NYHɉ[P�� H[� SLHZ[� HZ� P[� PZ� WYHJ[PJLK� PU� ;VYVU[V�� ^OLYL�
the potentially political nature of this practice manifests 
largely as the personal expression of white males who 
feel the call to commit a petty crime while walking home 
from a night out. I do not want to dismiss the interesting 
psychology of this desire, but instead seek to readjust 
my understanding of what this practice consists of, in 
this moment, in this city. It reminded me that the central 
themes of my thesis — persistence and permanence — 
are still central considerations, regardless of any greater 
PU[LU[PVU�ILOPUK�H�NYHɉ[P�^YP[LY»Z�[HNZ��.YHɉ[P»Z�HIPSP[`�[V�
adapt to the forces attempting to eliminate it is evident 
across history and geography, and it is this ability to 
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Figure 3 Examples of tags and throws in a Toronto alley. Sabourin, Rachelle. Untitled. 2014.
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-PN\YL���(�WPLJL�I`�;VYVU[V�NYHɉ[P�^YP[LY�96)6;��:HIV\YPU��9HJOLSSL��Untitled. 2015.

Figure 5 A selection of tags on a garage door in Toronto. Sabourin, Rachelle. Untitled. 2016.



46

persist which renders the practice permanent. I was once 
YLZPZ[HU[�[V�NYHɉ[P»Z�WVW\SHYPaH[PVU��HZZ\TPUN�[OL�WVZP[PVU�
of a “purist” who believed it only belongs to those who 
practice it; through my research, I have come to see 
NYHɉ[P»Z�HIPSP[`�[V�L_PZ[�HUK�[OYP]L�HZ�IHZLK�PUZ[LHK�PU�P[Z�
ability to participate in popular culture. Now, I am more 
PTWYLZZLK�I`�P[Z�JSL]LY�ÅL_PIPSP[`�[OHU�P[Z�YPNPK�L_JS\ZP]P[ �̀�

Primary Research Findings

 The primary research for this Major Research 
Paper was gathered through interviews with three 
J\YYLU[S`�HJ[P]L�NYHɉ[P�^YP[LYZ�PU�;VYVU[V�^OV�KV�UV[�RUV^�
one another personally, I will continue to refer to them as 
practitioners to remain consistent and to signify their active 
status as a creator. Each practitioner answered the same 
set of questions, with room to speak freely about adjacent 
topics. Each interview yielded its own set of opinions and 
observations, and sparked unique conversation based on 
each practitioner’s personal experiences.

Part 1: Subculture & Community

1a. Do you feel as though you are part of a community? 
Do you paint alone or with others?

Practitioner #1 (P1): This practitioner expressed that 
they are aware they are a part of a larger community, 
but that this community is not necessarily visible nor 
are they in direct contact with other such practitioners. 
They are not actively seeking out other writers to make 
connections but are aware that this is possible if they 
desire to do so. P1 has one other person with whom they 
paint on occasion, after coming to the conclusion that 
painting with one to three other people is an ideal group 
ZPaL�[V�^VYR�LɉJPLU[S`"�TVYL�VM[LU��[OL`�NV�V\[�HSVUL�K\L�
to scheduling. Though they do not identify as having been 
a part of a crew at any point, they acknowledge that any 
group of writers often organizes and behaves like one. 
Practitioner #2 (P2): Although Practitioner #2 paints 
alone almost exclusively, they do feel connected to the 
greater community through the ability to read and identify 
[OL�^VYR�VM�V[OLY�NYHɉ[P�^YP[LYZ�[OYV\NOV\[�[OL�JP[ �̀�;OL�
choice to paint with other people must be made carefully, 
as it can often be more dangerous than working alone 

if fellow writers are loud, fail to watch for passersby, or 
encroach on existing tags or pieces. P2 feels there are 
fewer territory divisions in Toronto now as opposed to ten 
VY�ZV�̀ LHYZ�HNV��HUK�[OH[�[OL�THQVYP[`�VM�JVUÅPJ[Z�IL[^LLU�
other writers has shifted from being about territory and 
instead has become increasingly personal or social. This 
adds to the careful consideration of whom to paint with, 
if anyone. 

Practitioner #3 (P3): Practitioner #3 feels that there is 
a gender disparity in the community. Women stick with 
women and men stick with men. This separation creates 
a gap in the community and can cause people to feel 
alienated or discriminated against despite the shared 
practice between genders. P3 tended to paint with other 
people when they were most active in previous years, 
ÄUKPUN�P[�ZHMLY�HUK�TVYL�JVTMVY[HISL��

1b. >OH[� ZPNUPÄLYZ� VY� Z`TIVSZ� ^V\SK� `V\� HZZVJPH[L�
^P[O� `V\Y� JVTT\UP[`&� �MVY� L_HTWSL!� JSV[OPUN� IYHUKZ��
aesthetics, music taste, attitudes, personality traits, etc.)
P1: P1 concluded that the most consistent quality 
HTVUNZ[�HSS�NYHɉ[P�^YP[LYZ�PZ�[OL�H[[P[\KL�VY�LNV��7��MLLSZ�
that there used to be more aesthetic qualities, such as 
JSV[OPUN�� ^OPJO� THKL� NYHɉ[P� ^YP[LYZ� Z[HUK� V\[� [V� VUL�
another, as a symbol of their subculture, but most (if not 
all) of these brands are no longer exclusive to this scene. 
OBEY, for example, is worn by people of all kinds, not 
L_JS\ZP]LS`� NYHɉ[P� HUK� Z[YLL[� HY[PZ[Z� HZ� P[� VUJL�^HZ�� 7��
HSZV� MLLSZ� [OH[� TVZ[� NYHɉ[P� ^YP[LYZ� HYL� X\P[L� J\YYLU[� PU�
[OLPY�Z[`SL�HUK�^VYR�[V�HJ[P]LS`�IL�V\[ZPKL�VM�[OL�ºUVYT»"�
they said that “anyone who would buy into the culture is 
not part of the culture”. The only “true” way to signify a 
TLTILY�VM�[OPZ�JVTT\UP[`�^V\SK�IL�[OL�ZTHSS�ÅLJRZ�VM�
WHPU[�TVZ[�NYHɉ[P�^YP[LYZ�JHYY`�ZVTL^OLYL�VU�[OLPY�IVK`�
or clothing. 
P2: 7��HSZV�MLS[�[OH[�H[[P[\KL�^HZ�[OL�NYLH[LZ[�ZPNUPÄLY�VM�
a writer. They believe that many people are able to look 
like a writer, but all those that do probably are not part 
of the “scene” (subculture). The ability to buy into the 
culture, through certain clothing brands for example, is a 
MVYT�VM�JVTTVKPÄJH[PVU��^OPJO�YLTV]LZ�NYHɉ[P�MYVT�P[Z�
truest form: saying “fuck you” to anyone, and anything of 
authority. P2 was clear that it takes research to be fully 
integrated into this practice, knowing the greater North 
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American or European history of the practice, the most 
PUÅ\LU[PHS�^YP[LYZ��HUK�^OV�PU�`V\Y�JP[`�PZ�¸\W¹�[OL�TVZ[��
This is not a skill that can be attained just by looking like 
someone who is interested in it. 
P3: P3 feels that men are more concerned about the 
attitude and image of a writer, and that female writers 
OH]L�KPɈLYLU[�WYPVYP[PLZ�^OPJO�KV�UV[� PUJS\KL�H[[LTW[PUN�
[V�Ä[�PU�VY�IL�JVUZPKLYLK�JVVS�I`�V[OLY�̂ YP[LYZ��;OL`�Z[H[LK�
that maintaining a strong ego is partly a necessity, to have 
JVUÄKLUJL�PU�VYKLY�[V�W\YZ\L�[OPZ�WYHJ[PJL��I\[�[OH[�[OL`�
personally no longer feel the need to wear such emotional 
armor as they mature. P3 mentioned that those who have 
THKL�H�JHYLLY�V\[�VM�NYHɉ[P�I`�TV]PUN�PU[V�JVTTPZZPVULK�
jobs feel more pressure to maintain this attitude, to ensure 
that their public image is one that corresponds with wider 
PTWYLZZPVUZ� VM� NYHɉ[P� J\S[\YL�� 7�� THRLZ� HU� PTWVY[HU[�
point that not all writers share the same stakes – some 
people work at higher risk and may take more precautions 
[V�IL�\UPKLU[PÄHISL��6[OLYZ�^OV�MLLS�SPRL�H�JOHSSLUNL�Z\JO�
as posting bail or receiving a permanent record is a small 
obstacle solved by money and privilege, may act more 
recklessly and may be more inclined to self-identify within 
this community. 

1c. Regardless of a feeling of community, what is your 
J\YYLU[�\UKLYZ[HUKPUN�VM�[OL�NYHɉ[P�Z\IJ\S[\YL��PU�NLULYHS��
or within Toronto)? 
P1: P1 feels that writers who feel “above” being a part of a 
subculture will say it does not exist in Toronto, but the one 
that does exist most prominently in Toronto feels more 
SPRL�H�ÄUL�HY[�ZJLUL��VUL�[OH[�PZ�MVJ\ZLK�VU�[YHUZP[PVUPUN�
HU`�PSSLNHS�WYHJ[PJL�PU[V�H�WYVÄ[HISL�VUL��([�[OL�]LY`�SLHZ[��
P1 feels they are aware of this subculture but not active 
^P[OPU�P[��I\[�NYHɉ[P�^PSS�JVU[PU\L�[V�WLYZPZ[��HUK�P[�^PSS�HSZV�
continue to change. These subcultures exist in Toronto 
ILJH\ZL� NYHɉ[P� L_PZ[Z� LUK�[V�LUK� PU� [OPZ� JP[`"� [OLYL� HYL�
KPɈLYLUJLZ� IL[^LLU� NLULYH[PVUZ�� ULPNOIV\YOVVKZ� HUK�
approaches, but the practice is still prominent and is 
being produced by a variety of people which will produce 
a variety of subcultures, all connected by the practice. 
;OL�HJJLZZ�[V�KPɈLYLU[�[VVSZ�HUK�TPUKZL[Z��ZVTL�^YP[LYZ�
are destructive, some are more creative, some are just out 
to have fun) is what keeps writers separate.
P2: Like P1, P2 feels that yes, there is a wider culture of 
NYHɉ[P��I\[� [OL�ZLWHYH[PVUZ�^P[OPU� [OPZ�J\S[\YL�HYL�WHYLK�

down into smaller, more tightly knit groups. There is no 
assumed camaraderie amongst all writers; trust and 
respect must be earned and having to prove oneself is 
ultimately part of the subculture. However, it is possible to 
exist outside of this, and to avoid the social aspects of the 
practice, such as drinking or drug use. 
P3: 7�� Z[H[LK� [OH[� ^OLU� [OL`� ÄYZ[� ILNHU� WHPU[PUN��
approximately seven years ago, the subculture was very 
KPɈLYLU[�PU�[OH[�P[�^HZ�MVJ\ZLK�TVYL�VU�]PZPIPSP[`�PU�W\ISPJ�
locations as opposed to documenting or sharing their 
work online. The catalyst for change has most certainly 
been Instagram. It has bred a new generation of writers 
which are concerned with visibility much more than P3 
and their peers, who understood visibility in terms of the 
streets, not the internet. Now, it seems many writers have 
begun focusing more on careers and personal lives and 
are not as consumed by maintaining a social subculture 
MV\UKLK� PU�NYHɉ[P�� [OPZ�KPYLJ[S`� YLSH[LZ� [V� [OL�KPS\[PVU�VM�
crews over the years, and a return to solitary creation.

1d. Who would you consider the audience for current 
NYHɉ[P&
P1: 7��^HZ�JSLHY�PU�[OLPY�Z[H[LTLU[�[OH[�NYHɉ[P�PZ�JYLH[LK�
MVY�V[OLY�NYHɉ[P�^YP[LYZ��YLNHYKSLZZ�VM�P[Z�X\HSP[`"�P[�L_PZ[Z�
to be seen by other writers and for this reason is only 
legible to other writers. 
P2: P2 believes there are various audiences, but every 
time that they paint, they consider who may see their 
work: other writers, passersby, only themselves, or no one 
H[�HSS��7YVK\JPUN�SHYNL�HTV\U[Z�VM�^VYR��VY� ºZ[H`PUN�\W»��
is often accomplished by younger writers, or those who 
dedicate most of their time to the practice instead of other 
commitments. This pursuit of being seen everywhere is 
VUL�PKLVSVN`�VM�NYHɉ[P�̂ YP[LYZ!�̧ [OL�WVPU[�PZ�0�OH]L�[V�IL�\W��
and if I’m not up then I’m failing.” P2 does not necessarily 
agree with this but understands its attraction. For them, 
writing is more of a release, not necessarily about creative 
expression, but about consistency in terms of the quality 
VM�^VYR�[OL`�WYVK\JL��,HJO�[HN�ZOV\SK�IL�PKLU[PÄHISL�HZ�
theirs and maintain a level of style they can be proud of. 
P3: P3 feels that the audience is not a main consideration 
in their practice, it does not exist for anyone other than 
themselves. P3 is more concerned with painting for 
themselves. P3 did observe that businesses seemed to 
IL� H� KL]LSVWPUN� H\KPLUJL� MVY� NYHɉ[P�� SVVRPUN� MVY� HY[PZ[Z�
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to add cultural value to their spaces by commissioning 
murals, though this seems to be a waning trend. 

Part 1: Results

 ([[LTW[Z� [V� PKLU[PM`� [OL� J\YYLU[� NYHɉ[P�
community and subculture in Toronto located the writers 
HZ� MLLSPUN� HɉSPH[LK�^P[O�KPɈLYLU[� PKLVSVNPLZ� VM� WYHJ[PJL��
The practitioners all indicated they are aware there is a 
NYLH[LY�JVTT\UP[`�HTVUNZ[�HSS�NYHɉ[P�^YP[LYZ�� [OH[� [OL`�
feel a connection or tie to anyone who has pursued this 
practice, but this is not necessarily a social experience 
or one that causes direct engagement. In part due to 
my selection of interview participants, I was not wholly 
surprised to hear these answers. Writers are connected 
I`� [OLPY� HIPSP[`� [V� YLHK� HUK�WYVK\JL�NYHɉ[P� HUK� L_PZ[� PU�
smaller subdivisions categorized by location or style 
within this greater appreciation for the practice as a whole. 

As described by Halsey and Young, artists occupy 
the “writer’s gaze,” which is an ability to see public, urban 
ZWHJLZ�PU�^H`Z�[OH[�[OL�UVU�NYHɉ[P�JP[PaLU�JHUUV[��4\JO�
as skateboarders are able to identify attainable sets of 
Z[HPYZ�VY�OHUKYHPSZ�[V�NYPUK�KV^U��NYHɉ[P�HY[PZ[Z�JHU�PKLU[PM`�
opportune painting spots and how to reach them.6 After 
describing the “writer’s gaze” to all three practitioners, 
they agreed that this additional lens is an ability which 
connects them, as those outside of the practice may 
lack this ability. They are able to retain a mental rolodex 
of artists and their unique styles, as well as identify ideal 
painting spots which have excellent visibility. Responses 
[V�[OPZ�MYHTL^VYR�HSZV�KPɈLY�HJJVYKPUN�[V�[OL�ZL_�VM�[OL�
writer. For female writers, it seems the community is 
much more connected, as this kind of immediate and 
physical support is a necessity for survival. In the context 
of a highly masculine and often sexist community, it is a 
challenging world for a woman to navigate alone. Men, 
LZWLJPHSS`�^OP[L�TLU��PU�NYHɉ[P�WYHJ[PJL�OH]L�T\JO�SV^LY�
stakes and a much smaller chance of being challenged 
or approached while painting. The implications of this 
reality can be quite dire. Personally, I have experienced 
NLUKLY�IHZLK�]PVSLUJL�^OPSL�WYHJ[PJPUN�NYHɉ[P�PU�;VYVU[V��

6 -  Halsey, Mark, and Alison Young. “Our Desires Are Ungov-
ernable.” Theoretical Criminology, vol. 10, no. 3, 2006, pp. 
275–306., doi:10.1177/1362480606065908.

and because of this I am no longer a practitioner. In other 
conversations outside of this research, another female 
NYHɉ[P� ^YP[LY� OHK� TLU[PVULK� ZOL� MLS[� ZHMLY� PU� [LYTZ� VM�
getting caught (police wouldn’t assume a woman was 
vandalizing) but far less safe painting in the streets in 
terms of the public (a neighbourhood vigilante protecting 
his property, or fellow writers). This is of course not always 
the case, but is a sentiment that I have heard multiple 
times. 

All three practitioners mentioned the introduction 
VM�0UZ[HNYHT�HZ�H�WSH[MVYT�MVY�NYHɉ[P��HUK�[OH[�P[Z�WYLZLUJL�
OHZ�YHWPKS`�JOHUNLK�[OL�J\S[\YL��0UZ[HNYHT�PZ�H�ZPNUPÄJHU[�
outside force which alters the concept of “staying up” 
HUK� VM� [OL� [LTWVYHS� X\HSP[`� VM� NYHɉ[P�� 0U� HKKP[PVU� [V�
NYHU[PUN� HJJLZZ� [V� NYHɉ[P� MYVT� HU`� JP[`� PU� [OL�^VYSK�� P[�
also digitally archives a practice which may not desire to 
remain permanent. This online archive is certainly an act 
of permanence or preservation, the power to preserve 
being in the hands of any audience member (and any 
ZTHY[�WOVUL� \ZLY��� .YHɉ[P»Z� JVU[LTWVYHY`� ¸WYLZLUJL¹�
must then be divided into two locales, the streets and 
VUSPUL��7LYTHULUJL�MVY�NYHɉ[P�PU�Z[YLL[Z�JVTLZ�HZ�H�J`JSL�
of removal and replacement, achieving a consistent level 
of tags or pieces throughout an urban landscape. Online, 
this permanence is instant, acting much like an exhibition 
catalogue to archive the imagery of the exhibit once it has 
been uninstalled. 

Part 2: Persistence, Function and Public Space

2a. 0U� `V\Y� VWPUPVU�� OV^� VY� ^O`� KV� `V\� [OPUR� NYHɉ[P�
continues to persist despite outside forces continually 
removing it or outlawing it? 
Practitioner #1: P1 believes that the relationship between 
[OL� LYHZ\YL� HUK� [OL� WYVK\J[PVU� VM� NYHɉ[P� PZ� Z`TIPV[PJ!�
“you can’t have one without the other, if it was legal, I 
^V\SKU»[�KV� P[�HU`TVYL�� P[�^V\SKU»[�IL�NYHɉ[P�HU`TVYL�¹�
The implication of legality is that it would not be removed 
as quickly, or with such wanton techniques creating space 
for new tags and pieces. P1 stated that their practice is 
not about destruction (of property, or other writers’ work), 
rather it is about making their presence known. 
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Practitioner #2: Much like P1, P2 states, “The more you 
try and take it away, the more we will work to keep putting 
P[� \W¹�� ;OL`� ILSPL]L� [OH[� [OL� PSSLNHSP[`� VM� NYHɉ[P� PZ� [OL�
LZZLUJL�VM�[OL�WYHJ[PJL�� PM�NYHɉ[P�^LYL�[V�ILJVTL�SLNHS��
it may become self-regulated within the community, in a 
sense policing itself.  
Practitioner #3: P3 was not as enamoured of the criminal 
aspect of the practice, but instead believes that the 
WLYZPZ[LUJL�VM�NYHɉ[P�PZ�K\L�[V�P[Z�NLULYHS�T`Z[PX\L��IV[O�
in its practitioners and the process. The practice’s ability 
to remain invisible to the general population and separate 
from the art market keeps audiences guessing about 
how it is created, and keeps all writers guessing about 
one another’s abilities. P3 believes that the next wave of 
NYHɉ[P�TH`�ILJVTL�TVYL�WVSP[PJHS�PU�UH[\YL��YL[\YUPUN�[V�
P[Z�¸VYPNPUHS¹�M\UJ[PVU��;OL`�ILSPL]L�[OH[�NYHɉ[P�PZ�UV[�VM[LU�
passed down from older generations to younger ones; it 
PZ�\W�[V�UL^�^YP[LYZ�[V�ÄUK�[OLPY�V^U�WH[O�

2b. Considering the current climate, and potential future 
VM�NYHɉ[P�HZ�HU�HJJLW[LK�MVYT�VM�Z[YLL[�HY[��^OH[�PZ�`V\Y�
opinion on the investment into publicly funded murals, 
festivals, workshops, etc.?
Practitioner #1: P1 is not completely opposed to publicly-
M\UKLK�VY�MVY�WYVÄ[�MLZ[P]HSZ�I\[�JVUZPKLYZ�[OLT�[V�IL�H�
ZOV^JHZL�VM�OPNO�X\HSP[`�Z[YLL[�HY[�HUK�UV[�NYHɉ[P��7�OHZ�
TVYL�YLZWLJ[�MVY�̂ YP[LYZ»�NYHɉ[P�̂ VYR�[OHU�T\YHSZ�VY�Z[YLL[�
art, because this kind of work is a “true” representation 
VM�NYHɉ[P��1HTZ��\UKLYNYV\UK�NH[OLYPUNZ�VM� SPRL�TPUKLK�
^YP[LYZ��HYL�PUMYLX\LU[�JVTWHYLK�[V�WYL�0UZ[HNYHT�NYHɉ[P�
J\S[\YL�I\[�VɈLY�H�TVYL�¸NLU\PUL¹� YLWYLZLU[H[PVU�VM� [OL�
culture than festivals or public programming.
Practitioner #2: P2 is also not opposed to festivals or 
W\ISPJS`�M\UKLK�WYVNYHTZ�YLSH[PUN�[V�Z[YLL[�HY[�HUK�NYHɉ[P��
They believe that large-scale productions don’t incite 
JOHUNL�PU�[OL�NYHɉ[P�ZJLUL�VY�JVTT\UP[`"�P[�PZ�H�ZLWHYH[L�
world which only includes more professional artists who 
are seeking payment for their work. 
Practitioner #3: P3 feels that publicly-funded programs 
such as Street Art Toronto or the Patch Project would be 
TVYL� ILULÄJPHS� MVY� HY[PZ[Z�^P[OPU� [OPZ� JVTT\UP[`� PM� [OL`�
^LYL�TVYL� HJJLZZPISL�� ;V� H[[LTW[� [V� Ä[� HU� HY[� WYHJ[PJL�
which is inherently unique and outside of the regular art 
Z`Z[LTZ�PU[V�HU�HWWSPJH[PVU�WYVJLZZ��^OPJO�7��PKLU[PÄLK�
as feeling rather professional, removes many talented 

artists from possible opportunities. Community art 
WYVQLJ[Z�ULLK�[V�IL�YLÅLJ[P]L�VM�[OL�JVTT\UP[PLZ�[OL`�HYL�
attached to, including the medium and education level of 
the artists. 

2c. 3VVRPUN� IHJR� VU� [OL� OPZ[VY`� VM� NYHɉ[P�� ^OLYL� [OL�
function of it served in political fashion or organized crime-
related movement, what do you believe to be the function 
of your practice today? (If any).
Practitioner #1: 7��MLLSZ�[OH[�KLZWP[L�NYHɉ[P»Z�KL]LSVWPUN�
public perception, it is still political in nature and does 
operate for political reasons. “In its essence, it’s writing 
`V\Y�UHTL�VU�Z[\Ɉ��P[�KVLZU»[�ULJLZZHYPS`�OVSK�HU`�]HS\L��
but it is civil disobedience.” P1 went on to explain that 
“this disobedience may be less risky than other forms of 
protest that exist right now,” claiming that these small 
crimes are moments of systematic rebellion at lower 
Z[HRLZ�� 7VSP[PJHS� NYHɉ[P� PZ� NYHɉ[P� ^P[O� H� JSLHY�� SLNPISL�
sentiment or message, and this doesn’t seem to exist in 
Toronto right now. “In Toronto, there isn’t any agenda or 
messaging, it’s just a game of getting up and staying up.”
Practitioner #2: P2 reiterated an earlier point that the 
internet has been the largest source of change in the 
NYHɉ[P�ZJLUL��0M�[OLYL�HYL�WVSP[PJHS�^YP[LYZ��[OL`�HYL�^P[OPU�
[OLPY�V^U�JPYJSLZ�HUK�ZLWHYH[L�MYVT�[OL�NYHɉ[P�JVTT\UP[`�
that P2 resides in. Like P1, P2 feels that small acts like 
tagging are far less risky than greater acts of rebellion. 
P2 questions what it even means to be radical now, when 
there is a surplus of radicality in general as each news 
cycle brings more protests, policy changes and media 
debacles. The function of this practice is to make space 
for oneself.
Practitioner #3: Unlike P1 and P2, P3 feels that their 
practice is quite political, and seeks to connect more 
^VTLU� PU� NYHɉ[P� ¶� ^OPJO� P[ZLSM� PZ� YHKPJHS� ^P[OPU� [OPZ�
WYHJ[PJL��)LJH\ZL�VM�[OL�KPɉJ\S[`�VM�ÄUKPUN�M\UKZ�PU�VYKLY�
[V�WHPU[�NYHɉ[P��P[�PZ�PTWVY[HU[�[V�Z\WWVY[�VUL�HUV[OLY�HZ�
much as possible. 

Part 2: Results

� .YHɉ[P»Z� PTWLYTHULU[� UH[\YL� PZ� UV[� H� ÅH �̂� I\[�
a necessary component to a coactive relationship. Some 
practitioners felt that if it were made entirely legal, it would 
still exist, but end up policing itself within the community. 
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This could result in more aggressive or violent crew 
interactions, and a greater opposition to new writers 
H[[LTW[PUN� [V� QVPU� [OL� YHURZ�� ,]LU� UV �̂� NYHɉ[P� ^YP[LYZ�
tag over or paint over each other’s work, but without the 
constant third-party erasure, this cycle would certainly 
change. One practitioner and I discussed Lisbon, 
Portugal as an example, or even Paris, France where, 
[OV\NO�NYHɉ[P� PZ�UV[� SLNHS�� P[� PZ�UV[�OLH]PS`�WVSPJLK��HUK�
therefore there is a greater concentration of it. But within 
this concentration, writers seem to police one another, 
HUK� ÄUK�TVYL� JYLH[P]L� \ZLZ� VM� ZWHJL�� ;OPZ�TH`� IL� HU�
indication of what less erasure could look like in Toronto. 
Although the tags and pieces painted throughout the city 
are subject to being painted over or removed entirely, 
the permanence of this practice exists in its consistency. 
Where one tag is removed, another immediately replaces 
it. This system is in part protected by the secretive nature 
VM�[OL�HY[PZ[Z��LHJO�TV]PUN�[OYV\NO�KPɈLYLU[�Z[YLL[Z�HUK�
neighbourhoods. 

Publicly-funded festivals and projects are 
unrelated to the illegal practices of tagging and writing. 
Though they share the same tools and often the same 
HY[PZ[Z��[OLZL�MLZ[P]HSZ�HYL�TVYL�SPRL�ZOV^JHZLZ�MVY�NYHɉ[P�
writers who have chosen to make a career of their painting. 
Commissioned mural projects are often framed as 
community art projects due to their public nature; however, 
as one practitioner aptly noted, the process of applying 
for these commissions is beyond reach for many artists 
^P[OPU�NYHɉ[P�WYHJ[PJLZ��;OPZ� SLHKZ�[V�H�ZTHSS�U\TILY�VM�
repeat artists receiving a majority of commissions across 
JVTT\UP[PLZ�� ;OLZL� WYVNYHTZ�� KLZWP[L� THU`� NYHɉ[P�
^YP[LYZ»�YLZPZ[HUJL�[V�[OLT��HYL�ULJLZZHY`�MVY�PSSLNHS�NYHɉ[P�
to continue to exist. In some respect, the legitimization of 
NYHɉ[P� PU� [OLZL� ]LU\LZ�HUK� P[Z� JVTTLYJPHSPaH[PVU� PU� [OL�
art-world and popular culture provide a basis for illegal 
NYHɉ[P� [V� L_PZ[!� I`� NP]PUN� WHPK� QVIZ� [V� NYHɉ[P� ^YP[LYZ��
^OPJO� HSZV� OLPNO[LUZ� H� NLULYHS� H^HYLULZZ� VM� NYHɉ[P� HZ�
HU�HY[PZ[PJ�WYHJ[PJL��P[�HSZV�WYV]PKLZ�H�MVPS�MVY�PSSLNHS�NYHɉ[P�
[V�^VYR� HNHPUZ[��.YHɉ[P�^YP[LYZ�^PSS� JVU[PU\L� [HNNPUN� VY�
painting in the streets even with a “legitimized” practice. 
;OLYL� HWWLHYZ� [V� IL� HU� L_JOHUNL� VM� WV^LY�� [OL� NYHɉ[P�
subculture pays into popular culture, so both may have 
access to each other in order to remain stable.

 When discussing the function of contemporary 

NYHɉ[P��P[�PZ�HWWHYLU[�[OH[�KLZWP[L�P[Z�NYV^PUN�HJJLW[HUJL�
PU�WVW\SHY�J\S[\YL�V]LY�[OL�`LHYZ��NYHɉ[P�PZ�Z[PSS�]LY`�T\JO�
illegal in Toronto. Though there is a current lack of political 
NYHɉ[P� PU�;VYVU[V�� P[� PZ� PTWVY[HU[� [V� YLTLTILY� [OH[�L]LU�
the small white-out tag on a parking meter is political 
in nature. Even in the absence of explicitly subversive 
or political messaging, the act of tagging is subversive. 
.YHɉ[P� ^PSS� HS^H`Z� IL� H� [VVS� VM� JVTT\UPJH[PVU� HUK� HU�
expression of disobedience, regardless of the exact 
words written in public space.

Part 3: Risk & Reward

3a. Does the criminality of the practice increase its 
H[[YHJ[P]LULZZ&�+VLZ�P[�HɈLJ[�`V\Y�WYVJLZZ&�
Practitioner #1: P1 is adamant that the fact this practice 
is illegal makes it far more attractive and enticing. They 
admit that they have always had an inherently oppositional 
H[[P[\KL�[V^HYKZ�H\[OVYP[ �̀�HUK�[OH[�PM�[OL`�ÄUK�ZVTL[OPUN�
that they want to do, such as tag public property, they will 
do it. Concerning process, the illegality of tagging means 
there are several things to consider, such as where and 
when they go out to paint, how often, and with what tools. 
Though it is dangerous to do so, they often keep stickers 
or a marker on hand for any potential opportunities. P1 
acknowledges that they have privilege in their appearance 
and that they have never been approached by law 
enforcement or property owners while painting. 
Practitioner #2: P2 feels similarly, that criminality makes 
the practice far more attractive. The same rebellious 
attitude informs their practice: “if you tell me not to do 
something, I am absolutely going to do it.” Much like P1, 
[OL`� OH]L� HS^H`Z� MLS[� H� JHSS� [V^HYKZ� NYHɉ[P�� HZZVJPH[LK�
with other subcultural scenes such as punk, metal or rap 
music. 
Practitioner #3: P3 does not feel that the criminality of 
NYHɉ[P�THRLZ�P[�TVYL�H[[YHJ[P]L"�[OL`�KVU»[�MLLS�[OH[�[OL�YPZR�
informs reward. “It is not that worth it to me. I’ve slowed 
down because of my life, my job, my responsibilities – my 
priorities have changed.” P3 feels that this attraction to 
chaos or rebellion is a more masculine trait and is also 
informed by age. A younger practitioner may pursue this 
rebellious calling with less care, and lower stakes.
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3b. How would you measure success in your work? 
Practitioner #1: “Up with a consistent quality.”
Practitioner #2: “If there are photos of my work online, 
if someone that I respect also respects my work, and a 
consistent level of quality.”
Practitioner #3: “If I’m personally happy with it, which 
to be honest is quite rare. I’m very technical in all of my 
creative practices so it’s hard to feel entirely successful.” 

Part 3 Results

;OL� JYPTPUHS� HZWLJ[� VM� NYHɉ[P� PZ�� [V� ZVTL�� P[Z�
most attractive element, while to others it casts an ugly 
shadow on their artistic practice. The practitioners implied 
that it is a younger and mostly male perspective which 
ZLLRZ� [OL� JOHVZ� HUK� YPZR� VM� WHPU[PUN� NYHɉ[P� PU� W\ISPJ�
spaces. As artists mature and gain other responsibilities 
in their lives, the risk of being prosecuted outweighs the 
YPZR�VM�ÄUKPUN�[OL�ILZ[�WVZZPISL�ZWV[Z��-VY�7���[OL�JYPTL�
VM�]HUKHSPZT�OHZ�HS^H`Z�ILLU�H�JVUKP[PVU�VM�NYHɉ[P��I\[�
not what drew them to the practice. I have always found 
this inherent desire to oppose, to rebel against authority, 
and alter public space in feeling, fascinating. While many 
people may feel this call, only a few act on it. That turning 
point is surely a topic for a lengthy psychological study, 
far beyond the scope of this research. But more broadly, 
[OPZ� VWWVZP[PVUHS� X\HSP[`� PZ� H� KLÄUPUN� JOHYHJ[LYPZ[PJ� VM�
all subcultures: the feeling of not belonging, of existing 
outside of what is considered normal, producing counter-
cultural groups and spaces, and a sense of community 
within a shared practice. 
� +LÄUPUN� Z\JJLZZ� ZLLTLK� [V� IL� [OL� X\LZ[PVU�
which caused the most pause: all three practitioners 
[VVR�[OLPY�[PTL�PU�ÄUKPUN�H�Z\JJPUJ[�^H`�[V�L_WYLZZ�[OLPY�
KLÄUP[PVU�VM�Z\JJLZZ�I\[�^LYL�UV[�HISL�[V�LSHIVYH[L"�[OLPY�
answers felt more intuitive than previous answers. Some 
practitioners felt that they have a certain standard of 
quality to uphold, and this quality is more important than 
quantity (visibility). This is an ideology which separates 
some writers, as the pursuit of “getting up” and staying 
up can be wholly consuming irrespective of quality. 

Part 4: Persistence & Permanence

4a. What does the word persistence mean to you, in terms 
VM�`V\Y�WYHJ[PJL�VY�[OL�NYHɉ[P�WYHJ[PJL�H[�SHYNL& 

Practitioner #1: ¸<W��.YHɉ[P�^PSS� HS^H`Z�IL�OLYL� HUK� P[�
always has been.”

Practitioner #2: “Quantity, sometimes even if it’s bad, it’s 
constantly being put up.”

Practitioner #3: “I feel I am persistent because I’m still 
here, and I still want to do this.”

4b. What does the word permanence mean to you, in 
[LYTZ�VM�`V\Y�WYHJ[PJL�VY�[OL�NYHɉ[P�WYHJ[PJL�H[�SHYNL&

Practitioner #1: ¸(S^H`Z�ILPUN�VU�[OL�X\LZ[�[V�ºILH[�[OL�
I\Ɉ»� HUK� ÄUKPUN� UL^� ^H`Z� [V� KV� [OPZ�� 7LYTHULUJL� PZ�
something you strive for.”

Practitioner #2: “Quality. Better work will last longer. 
.YHɉ[P�PZ�WLYTHULU[�ILJH\ZL�VM�P[Z�T`Z[LY �̀¹

Practitioner #3: “Nothing… To be a part of this, you need 
to know and accept that nothing is permanent. If you 
^HU[�WLYTHULUJ �̀�NV� PU[V� [OL�ÄUL�HY[�^VYSK��,]LY`[OPUN�
is temporary.”

Part 4: Results

� (M[LY�OH]PUN�[OV\NO[�HIV\[�OV^�[V�KLÄUL�Z\JJLZZ�
in their practices, questions about the nature of persistence 
and permanence seemed to draw natural conclusions for 
all three practitioners. Between their answers, it seems 
some connections can be drawn between persistence 
HUK� NYHɉ[P� HZ� HU� HY[PZ[PJ� WYHJ[PJL"� IV[O� [OL� WYVK\JLY�
and the product must be resilient and seek new ways to 
consistently tag (as others are removed). Permanence, 
OV^L]LY��Z[HUKZ�PU�JVU[YHZ[��.YHɉ[P�[HNZ��WPLJLZ��[OYV^Z��
etc., are not permanent. They are inherently temporary, 
[OL`� HYL� ÅLL[PUN� HUK� L]LY�JOHUNPUN�� HUK� [OPZ� SHJR� VM�
WLYTHULUJL� PZ� LZZLU[PHS� [V� \UKLYZ[HUKPUN� NYHɉ[P� HZ� H�
practice. The practice as a whole holds permanence 
in a more historical understanding: although individual 
^VYRZ�JVTL�HUK�NV��[OL�LU[PYL�NYHɉ[P�J\S[\YL��HUK�[OL�HJ[�
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VM� ^YP[PUN� NYHɉ[P�� YLTHPUZ� HUK� JVU[PU\LZ� [V� [OYP]L�� ;OPZ�
duality between temporality and permanence is a unique 
X\HSP[`�VM�NYHɉ[P��HUK�H�\UPX\L�X\HSP[`�MVY�P[Z�WYHJ[P[PVULYZ��
These two words, persistence and permanence, were not 
introduced to cause a division, but instead to weave an 
understanding of how they come together in complex 
^H`Z�[OYV\NOV\[�[OL�NYHɉ[P�]LYUHJ\SHY��

Conclusion

Much like the human body produces chemicals 
[V�U\TI�WHPU�PU�VYKLY�[V�WYVK\JL�HJ[Z�VM�Z\Y]P]HS��NYHɉ[P�
HSZV� ÄUKZ� H� ^H`� [V� WLYZPZ[� KLZWP[L� P[Z� KLMLUZP]L� Z[H[L�
against constant threats of removal or erasure. This state 
of shock, of adrenaline, is mirrored in the practitioner’s 
ability to climb a fence, scale a rooftop or creep along 
a train line in the dark – the precise skillset needed to 
execute this practice is unique, and the motivations, as we 
have discovered in this research, complex. It is obvious, 
I\[�^VY[O�TLU[PVUPUN��OV^�KHUNLYV\Z�[OL�^VYSK�VM�NYHɉ[P�
can be, and how quickly serious, even fatal, mistakes can 
be made.7 

To formally conclude anything about a practice 
^OPJO� PZ� PUOLYLU[S`� PUKLWLUKLU[� HUK� ÅL_PISL� MLLSZ�� H[�
times, counterintuitive. My approach in this research 
has been to promote a more open understanding of 
[OL� IHSHUJL� [OH[� NYHɉ[P�� HZ� H� WYHJ[PJL�� OHZ� HJOPL]LK�
between subversiveness and popularity, belonging 
and independence and, ultimately, permanence and 
persistence. My suspicions upon beginning this inquiry 
were rather pessimistic given my own bias on what 
JVUZ[P[\[LZ� H\[OLU[PJ� NYHɉ[P� WYHJ[PJLZ�� I\[� 0� OH]L� JVTL�
[V� \UKLYZ[HUK� [OH[� KLZWP[L� LYHZ\YL�� JVTTVKPÄJH[PVU��

����<UMVY[\UH[LS �̀�THU`�NYHɉ[P�HY[PZ[Z�LHJO�`LHY�Z\JJ\TI�[V�
the full risk of their practice. Train painting may be the most 
dangerous, but climbing rooftops, billboards or police brutality 
JHU�IL�MH[HS�[V�NYHɉ[P�^YP[LYZ��;̂ V�L_HTWSLZ�MYVT�>`U^VVK��
4PHTP��H�ULPNOIV\YOVVK�HSTVZ[�LU[PYLS`�KLKPJH[LK�[V�NYHɉ[P�HUK�
street art) illustrate this: ,SMYPUR��;PT��¸.YHɉ[P�(Y[PZ[�+LTa�+PLZ�
From Injuries After Police Car Hit Him in Wynwood.” Miami New 
Times, December 10, 2014. https://www.miaminewtimes.com/
UL^Z�NYHɉ[P�HY[PZ[�KLTa�KPLZ�MYVT�PUQ\YPLZ�HM[LY�WVSPJL�JHY�OP[�
him-in-wynwood-6560636.

WVW\SHYPaH[PVU��L[J���NYHɉ[P�ÄUKZ�H�̂ H`�[V�YLTHPU�H\[OLU[PJ�
due to the self-determined actuality of its practitioners 
^OV� HSS� WVZZLZZ� KPɈLYLU[� TV[P]H[PVUZ�� HZ� ZLLU� PU� [OPZ�
primary research. Its ability to be both exclusive and 
accessible is a matter of preservation, and ultimately what 
keeps it from going extinct.

The subcultural communities stemming from 
NYHɉ[P� OH]L� HSZV� JOHUNLK�� HUK� ZV� OHZ� [OLPY� WLYJLP]LK�
value. In this study, those who do not directly participate in 
the subculture (in a crew, for example) still feel connected 
to it, with the understanding that they belong to a 
practice which requires (often a life-long) commitment to 
reading and writing a language unavailable to the general 
population. 

This feeling of connection to a network-at-large is 
representative of social media’s role in the changing culture 
VM� NYHɉ[P�� HZ� ^LSS�� 0UZ[HNYHT� OHZ� LUHISLK� WLYTHULUJL�
through a digital archiving of once-temporary works, 
^OPSL�HSZV�WYV]PKPUN�HU�VUSPUL�JVTT\UP[`�MVY�NYHɉ[P�HY[PZ[Z�
PU[LYUH[PVUHSS �̀� ;OPZ� JH[HSVN\PUN� PZ� HKQHJLU[� [V� NYHɉ[P�
photography and videography, earlier modes of popular 
preservation.8 This capturing of ephemerality is thus not 
UL^�[V�NYHɉ[P"�I\[� [V�JVUJLP]L� [OH[� [OL�TV]LTLU[�HZ�H�
whole, through its constant replacing of removed work, 
is permanent, provides a unique perspective on the value 
VM� JVU[LTWVYHY`� NYHɉ[P�� 5V[� Q\Z[� [V� ]HSPKH[L� PUKP]PK\HS�
WPLJLZ�� I\[� [V� \UKLYZ[HUK� [OH[� NYHɉ[P»Z� ]HS\L� KVLZ� UV[�
lie in [YHUZJLUKPUN�P[Z�L_PZ[LUJL��ILJVTPUN�º]HSPK�HY[�»�VY�
by participating in larger political or cultural movements) 
I\[�PUZ[LHK�P[Z�ZPNUPÄJHUJL�SPLZ�WYLJPZLS`�PU�P[Z�WLYZPZ[LU[�
presence, its very existence in the streets.

I began this project thinking I would set out to 
WYV]L�[OH[�NYHɉ[P� PZ�Z[PSS�H�JY\JPHS� [VVS�VM�JVTT\UPJH[PVU�
for subcultural groups and resistance used in urban 
spaces, regardless of the messaging conveyed. Instead, I 
OH]L�MV\UK�[OH[�NYHɉ[P�PZ�MHY�TVYL�PTWHJ[M\S�^OLU�]PL^LK�
from a macro scale, shifting focus away from individual 

�����;OLYL�PZ�HU�LUKSLZZ�HTV\U[�VM�KPNP[HS�HUK�HUHSVN\L�NYHɉ[P�
videos and photography; most famously, Style Wars (1983) 
ZWYLHK�NYHɉ[P��OPW�OVW�HUK�I�IV`�J\S[\YL�HJYVZZ�JVU[PULU[Z��
Silver, Tony. Style Wars. Film. Produced by Henry Chalfant. New 
York, 1983. https://www.youtube.com/watch?v=f9KxbaSU-Eo

 

Desire Lines: MetaphoricalSAUC - Journal V5 - N2



works and their messaging and onto the practice as a 
^OVSL�� MYVT� [OL� WLYZWLJ[P]L� VM� HY[� OPZ[VY �̀� .YHɉ[P� PZ� H�
practice which escapes periodization and stylization and 
a practice which remains resistant to (and independent 
of) any one audience (the art-market, the education 
system, the subcultural realm, etc.). My primary research 
found that the individual perspectives of each practitioner 
contributes to this ability to persist, and the ability to 
YLKLÄUL�WLYTHULUJL�PU�[LYTZ�\UJVTTVU�[V�V[OLY�HY[PZ[PJ�
WYHJ[PJLZ�� ;OL� ÅL_PIPSP[`� NYHɉ[P� OHZ� [V� TV]L� IL[^LLU�
audiences and value systems ensures that its practitioners 
are able to produce both legal and illegal work, maintaining 
NYHɉ[P»Z�Z\I]LYZP]L�UH[\YL��;OL�WV[LUJ`�VM�NYHɉ[P�PZ�PU�P[Z�
radicality as an act, and as a practice, not in the individual 
works produced. Beyond the scope of this paper, there 
are still many more interviews and analyses to take place, 
and my hope is that this research may be a starting point 
MVY�;VYVU[V�YLZLHYJOLYZ�ZWLJPÄJHSS �̀�

.YHɉ[P� OHZ� UV[� HS^H`Z� ILLU� �PU� ZVTL� L`LZ�� PZ�
still not) a topic which desires close investigation. It is this 
resistance to being understood which perhaps makes it so 
enticing to investigate. A common sentiment expressed 
H[�JVUMLYLUJLZ�HUK�TLL[�\WZ�VM�MLSSV^�NYHɉ[P�YLZLHYJOLYZ�
is the desire that all those who wish to lean in and ask 
X\LZ[PVUZ�ÄYZ[�L_WLYPLUJL�[OL�J\S[\YL�HUK�WYVK\J[PVU�ÄYZ[�
OHUK��;V�̂ YP[L�HIV\[�NYHɉ[P�YLX\PYLZ�VUL�[V�OH]L�̂ YP[[LU�P["�
I am grateful to have lived the experience from both sides. 
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1. The start of the dream

0[�HSS�Z[HY[LK�PU������̂ OLU�[OL�MV\UKLY�VM�01�/HSSLU���[OL�ÅLH�
market located at NDSM-Wharf in Amsterdam - asked art 
director Peter Ernst Coolen to produce some large-scale 
canvases to hang inside the shipyard warehouse where 
the market used to take place. The 24 meters high and 
118 meters long walls distinguish the space, previously 
used to assemble some of the largest ships in the world. 
*VUZLX\LU[S �̀� HS[OV\NO� NPNHU[PJ�� [OVZL� ÄYZ[� HY[^VYRZ�
looked like postcards in comparison to the building.

For this reason, Coolen engaged in producing even larger 
ºSHYNL�ZJHSL�JHU]HZLZ»���YLZ\S[PUN�PU����_���T"�����_���T�
HUK� _�T�JHU]HZLZ���[V�ÄSS�[OPZ������T����ZWHJL��(M[LY�H�ML^�
KVaLU�WHPU[PUNZ��OL�ÄUHSS`�YLHSPaLK�[OH[�[OL`�^LYL�JYLH[PUN�
^OH[�JV\SK�LHZPS`�IL�JHSSLK�H� ºT\ZL\T�JVSSLJ[PVU»��;OH[�
^HZ�[OL�KLÄUPUN�WVPU[�^OLU�[OL�MVYTLY�^HYLOV\ZL�[\YULK�
MYVT� [OL� ÅLH�THYRL[� ZOLS[LY� [V� [OL� OVTL�VM� [OL� SHYNLZ[�
\WJVTPUN�NYHɉ[P�HUK�Z[YLL[�HY[�T\ZL\T�PU�[OL�^VYSK�

1.1. The dreamer

7L[LY�,YUZ[�*VVSLU�KPZJV]LYLK�NYHɉ[P�H[�[OL�HNL�VM�[OPY[LLU��
He felt at home in this intersection of self-expression and 
freedom, which allowed him to color outside the lines. 
Always creative, he became an advertising art director, 
while remaining highly engaged with street art. Coolen 
WYVK\JLK�ZL]LYHS�JHTWHPNUZ�̂ P[O�NYHɉ[P�HY[PZ[Z��VYNHUPaLK�
international street art projects and festivals, and started 
a street art gallery in 2013.

In 2014, he founded Street Art Today and in 2015 the 
HNLUJ`� WYVK\JLK� [OL� ÄYZ[� LKP[PVU� VM� [OL� HUU\HS� 2PUNZ�
Spray Street Art Festival at the NDSM wharf in Amsterdam. 
0[�^HZ� [OLU� [OH[� [OL� MV\UKLY�VM� [OL�ÅLH�THYRL[�ILJHTL�
interested in using street art paintings to decorate the hall.
In 2016, when the idea of the museum was materialized, 
Peter became director and curator of the institution. 
Around this period, he realized he needed some extra 
OHUKZ�[V�THRL�[OL�KYLHT�JVTL�[Y\L��;OL�ºVUL�THU�[LHT»�
grew and now stands at 10 members with diverse areas 
of expertise and backgrounds.

 

*VU[L_[\HSPaPUN�NYHɉ[P�HUK�Z[YLL[�HY[�PU�Z\P[HISL�T\ZL\T�ZL[[PUNZ
Street Art Today’s upcoming museum in Amsterdam

Giovanna Di Giacomo
Collection Management & Research
Street Art Today, Amsterdam
Email: giovanna@streetarttoday.com

Abstract
6]LYHSS�� [OPZ�LZZH`�L_HTPULZ�[OL�Z\P[HISL�ZL[[PUNZ�MVY�JVU[L_[\HSPaPUN�NYHɉ[P�HUK�Z[YLL[�HY[� PUKVVYZ��I`� PU[YVK\JPUN�[OL�
\WJVTPUN�T\ZL\T�MVY�NYHɉ[P�HUK�Z[YLL[�HY[� PU�(TZ[LYKHT��HU�PUP[PH[P]L�VM�:[YLL[�(Y[�;VKH �̀�-PYZ[S �̀�HU�V]LY]PL^�VM�[OL�
project’s story, including its idealizer, location and collection is provided. Secondly, the contributions of the museum to 
[OL�HY[�MVYT�HYL�WYLZLU[LK��0U�WHY[PJ\SHY��[OYV\NO�P[Z�HTIP[PVU�[V�ILJVTL�H�RUV^SLKNL�O\I�VM�NYHɉ[P�HUK�Z[YLL[�HY[��[OL�
institution produces, gathers and analyses data, thus reinforcing the legitimation of these visual expressions. Finally, this 
article examines the expectations related to the museum’s role and its future visitors.

Key words: NYHɉ[P��Z[YLL[�HY[��T\ZL\T��SLNP[PTH[PVU��PUZ[P[\[PVUHSPaH[PVU��(TZ[LYKHT
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1.2. The location

The location’s elements of the museum contributes to the 
unique character of the institution while giving it right to 
L_PZ[��0[�PZ�IHZLK�PU�(TZ[LYKHT��VUL�VM�[OL�ÄYZ[�W\UR�NYHɉ[P�
HUK�Z[YLL[�HY[�SVJH[PVUZ�PU�,\YVWL��4VYL�ZWLJPÄJHSS �̀� P[�PZ�
situated in the NDSM area, a lively neighborhood that 
exhales creativity and freedom. Further, the museum is 
housed in a former shipyard warehouse - an industrial 
building with raw energy, thus very connected to the 
streets.

�������(TZ[LYKHT!�,\YVWL�Z�MVYTLY�NYHɉ[P�HUK�Z[YLL[�HY[�
capital

;OL� ÄYZ[� PSSLNHS� [L_[Z� PU� H� W\ISPJ� ZWHJL� PU� (TZ[LYKHT�
appeared in the 1960’s (Again, 2019). A few years later, in 
[OL�� ��»Z��[OL�ÄYZ[�[YHJLZ�VM�^OH[�JV\SK�IL�JHSSLK�NYHɉ[P�
emerged, when punk bands felt the urge to write their 
names on walls (Pone, 2008).

Almost simultaneously, street art started to take shape as 
some artists – such as Hugo Kaagman with his stencils 
– developed their style into a more imagery concept 
(Boerdam, 2006). Today, the Dutch city is considered one 
VM�[OL�ÄYZ[�PU�[OL�VSK�JVU[PULU[�[V�LTIYHJL�[OLZL�MVYTZ�VM�
L_WYLZZPVU� �9HUKHS�� ������� ;YHKP[PVUHS� NYHɉ[P� MVYTLK�I`�
pieces, on the other hand, started later in 1984, heavily 
PUÅ\LUJLK�I`�[OL�5L^�@VYR�ZJLUL��(NHPU����� ��

During this period, illegal/self-authorized art on walls was 
JVUZ[HU[S`�ÅV\YPZOPUN�HYV\UK�[OL�JP[ �̀�[\YUPUN�(TZ[LYKHT�
PU[V�,\YVWL�Z�NYHɉ[P�HUK�Z[YLL[�HY[�JHWP[HS��]HU�3VVU���������
This was partly a result of the creation of the United Street 
Artists collective and the rise of the punk movement, 
enabled by the municipality’s liberal regulations at the 
time (Randal, 2010).

Since then, the Netherlands has cultivated a true street 
HY[�J\S[\YL��OVZ[PUN�H�NYLH[�]HYPL[`�VM�NYHɉ[P�HUK�Z[YLL[�HY[�
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Figure 1: Hall of fame on outside walls of Street Art Today’s museum Author:   Marco Buddingh



works created by local and international artists (Boerdam, 
2006). For this reason, Street Art Today’s museum – 
VɉJPHS�UHTL�[V�IL�HUUV\UJLK�¶�HPTZ�[V�KVJ\TLU[�HUK�
transmit the history of the local development through 
ZWLJPÄJ�[OLTL�L_OPIP[PVUZ�HUK�L]LU[Z�

1.2.2. NDSM

Located on the banks of the IJ River in the north of 
Amsterdam, the NDSM was once Europe’s largest and 
leading shipyard (de Klerk, 2019). Today, it’s a creative 
district, which hosts many festivals and gathers thousands 
of people throughout the year. Further, for more than ten 
`LHYZ��[OL�5+:4�OHZ�ILLU�H�OV[ZWV[�MVY�NYHɉ[P�HUK�Z[YLL[�
art because this spontaneous area tolerates these visual 
expressions.

The outside walls of the former welding hangar, also 
known as the NDSM chapel, accommodate most of the 

NYHɉ[P� WPLJLZ� PU� [OL� HYLH�� H[[YHJ[PUN� ^YP[LYZ� HUK� HY[PZ[Z�
daily. It is a true Hall of Fame, where anybody is welcome 
to paint. Although not fully legal, the self-authorized 
practice is tolerated by the municipality on this building. In 
a way, all the colorful spray art contributed to justifying the 
L_PZ[LUJL�VM�H�NYHɉ[P�HUK�Z[YLL[�HY[�T\ZL\T�VU�[OL�PUZPKL��
Nowadays, as a platform for creative experimentation, 
it can be considered part of the democratic and ever-
changing outdoor collection of the museum.
 
1.2.3. Monumental welding hangar

The former welding hangar was built in 1952 as part of the 
Netherlands Dock and Shipbuilding Company (from Dutch 
Nederlandsche Dok and Scheepsbouw Maatschappij 
- NDSM) complex. Back then, massive ship parts were 
welded together in this industrial hall (Rijksmonumenten, 
2014).
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Figure 2: The empty interior of the former welding hangar Author: Biesterbos
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Since 2007, the building has been regarded as a national 
heritage for its cultural-historical and architectural-
historical value. The former is due to its impressive 
production power as one of the most important shipbuilding 
yards in the Netherlands. The latter corresponds to its 
unique silhouette and appealing industrial interior design 
(Rijksmonumenten, 2014). These rough characteristics 
contribute to the building being appropriated to house 
NYHɉ[P�HUK�Z[YLL[�HY[�

In 2016, the municipality of Amsterdam concluded that 
the building’s roof needed to be completely renewed for 
safety reasons. After that, a major complex renovation 
took place and lasted for around two years. Due to the 
monumental character, the new structure had to be exactly 
like the original one. Such detailed and bureaucratic 

WYVJLZZLZ� OPNOS`� HɈLJ[LK� [OL� SVNPZ[PJZ� VM� [OL� T\ZL\T�
and ended up postponing its opening.

1.3. The collection

Organically formed, the museum’s collection now totals 
more than 240 objects – including paintings, sculptures 
and installations. Moreover, new artworks are constantly 
being produced, giving it an ever-growing character.
Peter Coolen's curatorial criteria is based on quality 
artworks that provide a fair representation of the variety 
found in the streets in terms of styles, techniques, motifs, 
contents and locations. Whether an upcoming talent or a 
YLUV^ULK�ÄN\YL��HSS� [OLZL�HY[PZ[Z�T\Z[�IL�VY�OH]L�ILLU�
active in the street scene.

Figure 3: Painting by Dan Kitchener for the museum’s collection Author: Peter Ernst Coolen



Regarding the creative process, the invited artists 
have complete freedom to develop what they choose. 
Consequently, the team gives them support to turn 
their ideas into reality, inspired by the statement of the 
acclaimed curator Hans Ulrich Obrist (2014) that our role 
is to enable artists to realize their unrealized projects.

Moreover, a particularity of this collection is that most of 
the works are created in situ - the museum’s building. This 
way, artists have a similar feeling to the streets, as they 
conceive their works in the same location where later the 
viewer will be in touch with it.

2. The added value of bringing the art form inside

(S[OV\NO�NYHɉ[P�HUK�Z[YLL[�HY[�LTLYNLK�VU�[OL�Z[YLL[Z�HZ�
illegal and underground practices, since the late 1970’s 
they can be found as legal art works in museums, art 
galleries and art fairs (Cascardo, 2012, Irvine, 2012; 
Shapiro & Heinich, 2013). The presence of these 
expressions in the institutionalized art world provides 
H� KPɈLYLU[� JVU[L_[� ^OPSL� JVU[YPI\[PUN� [V� [OLPY� ]HS\L� HZ�
legitimate art forms (Baumann, 2006).

�����/V^�PZ�P[�WVZZPISL�[V�I\PSK�H�T\ZL\T�MVY�NYHɉ[P�HUK�
street art?

;OL�WSHJLTLU[�VM�NYHɉ[P�HUK�Z[YLL[�HY[� PU�HY[� PUZ[P[\[PVUZ�
is often polemic, particularly due to the shift in its former 
anti-institutional discourse (Irvine, 2012). Yet, these art 
forms belong to the streets, often drawing inspiration from 
them. Also, because the streets are not a blank canvas, 
[OL�ÄUHS�TLHUPUN�VM�[OL�̂ VYR�PZ�H�Z\T�VM�[OL�LSLTLU[Z�[OH[�
were already there before (Abarca, 2016).

Due to all the shifts involved, it’s not possible to bring a 
^VYR�JYLH[LK�I`�H�NYHɉ[P�VY�Z[YLL[�HY[PZ[� PUZPKL�^P[O� [OL�
exact same meaning and value as it has in its original 
habitat. However, at Street Art Today’s upcoming museum, 
several aspects remain connected to the art form’s true 
roots. On top of that, as a museum, it adds to its several 
values by, for instance, providing in-depth information.

Moreover, our museum distinguishes itself from other 
Z[YLL[�HY[�YLSH[LK�PUZ[P[\[PVUZ��;OL�THPU�KPɈLYLUJLZ�JHU�IL�
summarized by the following attributes: Street, Institution 

and Experience. Firstly, the museum’s team is comprised 
of individuals that have been active in the context of 
NYHɉ[P�HUK�Z[YLL[�HY[�MVY�ZL]LYHS�`LHYZ��LUZ\YPUN�P[�YLTHPUZ�
deeply rooted within the scene. Secondly, the institution 
thoroughly produces, collects and shares information on 
the art form, contributing to a pioneer database that is 
simultaneously broad and in-depth. Finally, the unique 
attributes of the monumental building and its exciting 
JYLH[P]L� HUK� MYLL� PUK\Z[YPHS� Z\YYV\UKPUNZ�� HTWSPÄLK� I`�
ever-changing artworks on show, make the experience 
similar to a lively street scene.

2.1.1. Embracing the terminologies issue

:V� OV^� ZOHSS� ^L� UHTL� [OL� HY[^VYRZ� JYLH[LK� I`� NYHɉ[P�
and street artists in/for art institutions? There are a variety 
of terms coined with the intention of solving this issue; 
such as urban contemporary art (Macmillian, 2007), street 
wave art (Artmossphere, 2019) and new contemporary art 
(Martinique, 2017). However, there is a lack of consensus 
MVY� \UPÄLY� KLÄUP[PVUZ�� ^OPJO� LJOVLZ� [OL� KPZJ\ZZPVUZ�
involving a sharp meaning for street art. As art historian 
and sociologist Peter Bengtsen (2014) pointed, “the term 
Z[YLL[� HY[� JHUUV[� IL� KLÄULK� JVUJS\ZP]LS`� ZPUJL� ^OH[� P[�
encompasses is constantly being negotiated.”

7VSHYP[PLZ�^P[O�[OL�\ZL�VM�KLÄUP[PVUZ�HYV\UK�Z[YLL[�HY[�HYL�
likely to continue. The most appropriate way to overcome 
this situation is by acknowledging and embracing it as 
part of the art form (Hoppe, 2016). In other words, as 
illustrated by professor Edwige Fusaro (2019) “If spilling 
V]LY�HUK�[YLZWHZZPUN�HYL�PU�[OL�NLULZ�VM�NYHɉ[P�HUK�Z[YLL[�
HY[��ZV�HYL�[OL�IVYKLYZ�HUK�MYHTLZ!�NYHɉ[P�HUK�Z[YLL[�HY[�
need them to be able to violate them”. Therefore, our 
museum intends to provide its visitors with a multitude 
VM� KLÄUP[PVUZ�� ^OPSL� SLH]PUN� [OLT� MYLL� [V� LTIVK`� VY�
overcome them.

2.1.2. Quoting the streets

(Z� Z[YLL[� HY[� HUK� NYHɉ[P� ^VYRZ� HYL� JOHUNLHISL� VUJL�
leaving the city walls, at Street Art Today’s museum we 
PU[LUK� [V� WYLZLU[� H� ºX\V[L� VM� [OL� Z[YLL[Z»�� (SVUN� [OLZL�
lines, the collection should represent the broadness found 
in the world’s street environment, as much as possible. 
By bringing all this variety together with their stories 
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under the same roof, limitless narratives emerge. These 
outcomes reveal patterns related to foundations of the art 
form, which contribute to highlight its role in the cultural 
heritage and art history framework.

Besides being a representation for the works found in the 
streets - in terms of styles, techniques, motifs, contents, 
locations and artist’s career stage - our collection 
THPU[HPUZ� HUV[OLY� RL`� H[[YPI\[L� [OH[� YLÅLJ[Z� [OL� MVYTLY�
PKLU[P[`� VM� NYHɉ[P� HUK� Z[YLL[� HY[!� MYLLKVT�� :PTPSHY� [V�
when they create illegally in the public space, artists are 
completely free in their creative process at the museum. 
Visitors will also be able to experience this feeling as they 
will have the opportunity to freely co-create meanings of 
[OL�HY[^VYRZ�PU�\UÄ_LK�YV\[PUN�

Certainly, along the path to institutionalization some 
relevant aspects are lost. The artworks are not created 
illegally, which may completely change the creative 
process of some artists. There is less time pressure and 
adrenaline. Also, their hands go beyond the human scale, 
HZ� [OLYL� HYL� TVYL� [VVSZ� H]HPSHISL�� Z\JO� HZ� ZJHɈVSKZ��
Another aspect is that the artworks can be displaced 
from one location to the other, something that is not 
possible – at least not as easily – on brick walls. So, to 
complement the indoor collection, Street Art Today’s 
museum, fortunately, also provides its outside walls as a 
spontaneous canvas.

2.2. Legitimation and museal function

Several scholars demonstrated that the idea of what 
constitutes art does not rely only on the aspects of the 
artwork itself, but also on the boundaries of acceptable 
art determined by the art world (Danto, 1964; Goodman, 
1977; Dickie, 1969; Bourdieu, 1993; Baumann, 2007; 
Becker, 2008 [1982]). Therefore, Street Art Today 
JVU[YPI\[LZ�[V�[OL�SLNP[PTH[PVU�VM�Z[YLL[�HY[�HUK�NYHɉ[P�I`�
building a museum exclusively dedicated to it. Our goal, 
through all our activities is to support the cultural, artistic, 
historical and educational value of this art form.

6\Y�LɈVY[Z�PU�[OPZ�KPYLJ[PVU�MVSSV^�[OL�0U[LYUH[PVUHS�*V\UJPS�
VM� 4\ZL\TZ� �0*64�� KLÄUP[PVU� [OH[� ¸H� T\ZL\T� PZ� HU�
institution in the service of society and its development, 
open to the public, which acquires, conserves, researches, 

communicates and exhibits the tangible and intangible 
heritage of humanity and its environment for the purposes 
of education, study and enjoyment.” (ICOM, 2017).

Considering that, in the longer-term, Street Art Today’s 
museum aims to become a member of this Council, as 
well as the Museum Association in the national sphere 
(from Dutch Museum Vereniging). Below some of our key 
museal functions are further explained.

2.2.1. Preservation

Evidently, by placing street art inside, we contribute to its 
conservation for a longer period than if it would be on the 
city walls. However, as a museum, our role goes beyond 
that. In this context, the uniqueness and monumental 
character of our building present challenges in climate 
control of the environment. Also, spray-paint on a PVC 
canvas – the surface on which the artworks are created 
– is a singular combination of relatively recent materials. 
;OLYLMVYL�� [OLYL� PZ� H� SHJR� VM� SP[LYH[\YL� PU� [OPZ� ZWLJPÄJ�
segment.

Due to the pioneering role related to our collection’s 
materials and the building characteristics – it wasn’t built 
PU[LUKPUN� [V� IL� H�T\ZL\T� ¶�^L� OH]L� [V� ÄN\YL� V\[� V\Y�
ZVS\[PVUZ��Q\Z[�SPRL�[OL�ºKV�P[�̀ V\YZLSM»�TLU[HSP[`�VM�NYHɉ[P�HUK�
street art. To achieve that, we collaborate with scientists 
and various experts from the University of Amsterdam 
and the National Body of Cultural Heritage (from Dutch 
Rijksdienst voor het Cultureel Erfgoed). Consultations 
and several laboratory tests characterize this long-term 
collaboration. This data has immense value, according to 
some conservators, as it can shed light on the challenges 
of artists and art professionals who may adopt similar 
choices of materials.

2.2.2. Research and education

;V�M\SÄSS�V\Y�T\ZL\T�YVSL�HUK�YHPZL� [OL�WYVÄSL�VM�NYHɉ[P�
and street art, our team is regularly working on an in-depth 
database about our collection and the art form in the 
IYVHKLY�ZLUZL��,_[LUZP]L�KH[H�PZ�NH[OLYLK�MYVT�KPɈLYLU[�
sources (i.e. original interviews and available literature) 
and areas of expertise (i.e. Sociology, Anthropology, 
Philosophy, Art History). Later the material is analyzed, 
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Figure 4: Adhesion test on samples of painted canvases Author: Pieter Keune
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interpreted and combined with the existing database. 
We see this as a key contribution to building a museum 
[V� NYHɉ[P� HUK� Z[YLL[� HY[!� WYV]PKPUN� JVU[L_[� [OH[� PZ� YHYLS`�
available on the streets.

Moreover, the museum currently collaborates with several 
students and researchers from institutions such as the 
University of Amsterdam, Erasmus University Rotterdam, 
University of Jaén and Birmingham University. In the long 
term, our goal is to expand academic collaborations 
(from independent researches to journals) to facilitate 
and gather knowledge production. Unhesitatingly, our 
ambition is to become the world’s leading knowledge hub 
PU�NYHɉ[P�HUK�Z[YLL[�HY[�

;OL�ÄUHSPaLK� PUMVYTH[PVU�ZOV\SK�IL�LHZPS`� HJJLZZPISL� [V�
anybody interested – from street art lovers to professionals. 
By highlighting multiple perspectives, we will support 
them with tools to uncover this young art form. Finally, 
Q\Z[�SPRL�NYHɉ[P�HUK�Z[YLL[�HY[�+5(��^L�^HU[�V\Y�]PZP[VYZ�[V�
be free and in charge of their own interpretations.

As part of our educational program, several activities are 
planned to assure the transfer of knowledge. Besides 
insightful exhibitions and guided tours, the program 
will feature regular discussions, such as symposiums 
and round tables with experts to encourage insights’ 
exchange.

For those interested in more practical work, we will have 
^VYRZOVWZ� MVY� PUKP]PK\HSZ� VM� KPɈLYLU[� HNLZ� HUK� ^P[O�
KPɈLYLU[� L_WLJ[H[PVUZ�� -\Y[OLYTVYL�� HY[PZ[Z� PU� YLZPKLUJL�
and live paintings will add to the lively atmosphere of this 
unique institution.

3. Expectations

The museum’s grand opening is expected to take place 
in 2020. Until then, our team is working to provide 
visitors the opportunity to fully experience the most 
popular contemporary art form. For now, we share a few 
forethoughts related to the overall museum’s role and the 
audience’s characteristics, which reinforce that it is not 
VUS`�WVZZPISL�I\[�PUKLLK�WVZP[P]L�[V�PUZ[P[\[PVUHSPaL�NYHɉ[P�
and street art in suitable settings.

3.1. Balance between streets and guidelines

The heart of our institution is the street; we are deeply 
inspired by its spontaneity, volatility and unpredictability. 
Thus, we fully embrace people that are creatively active 
in the scene. Our outside walls – characterized by its 
distinguished Hall of Fame – provide space to keep the 
art form alive, while bringing the street community closer 
together.

Our collection is greatly representative of the art form found 
PU�[OL�W\ISPJ�ZWHJL�[OYV\NO�KPɈLYLU[�TLHUZ��(KKP[PVUHSS �̀�
HZ�H�T\ZL\T��^L�M\SÄSS�ZL]LYHS�M\UJ[PVUZ�¶�HKHW[LK�[V�V\Y�
reality – that contribute both to the acknowledgment and 
HWWYLJPH[PVU�VM�NYHɉ[P�HUK�Z[YLL[�HY[�

>L�ILSPL]L�[OH[�[OPZ�ISLUK�PZ�NVPUN�[V�ÄSS�[OL�NHW�IL[^LLU�
the streets and institutional guidelines, helping to lead 
the art form to a further stage. The balance is achievable 
because the art form can keep its street roots, especially 
PU�H�YV\NO�LU]PYVUTLU[�SPRL�V\YZ��([�[OL�ZHTL�[PTL��NYHɉ[P�
and street art gain legitimation value, something we can 
reinforce due to our role as a museum.

3.2. Ever-expanding knowledge hub

Since the collection will continue to grow, so will our 
collection database. Whenever a new artwork is produced, 
more information will be gathered and analyzed. Moreover, 
as mentioned previously, our research network should 
expand in the upcoming years, resulting in an unforeseen 
NYHɉ[P�HUK�Z[YLL[�HY[�RUV^SLKNL�O\I��(S[VNL[OLY��[OPZ�KH[H�
will not only allow researchers to deepen their studies, but 
also allow our broader audience to frame the art they see 
on the streets.

3.3. Broad and diverse audience

Due to the art form’s accessible character, more people 
can understand it, relate to it and feel attracted by it 
�4J(\SPɈL������"�(UPRH���������0U�V\Y�T\ZL\T��^L�HPT�[V�
maintain those attributes, not only through the artworks, 
but also in the manner we communicate with visitors. 
For these reasons, we expect a broad audience which 
includes individuals who are not traditional museumgoers.
Conclusively, the expected museum’s role towards its 
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Figure 5: Light painting by Eoin O’Conner in the museum Author: Eoin O’Conner
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upcoming audience can be greatly summarized in the 
words of director and curator Peter Coolen (2017):  “I think 
we will have a broad, world-wide audience, and we want 
to show them the diversity and the true beauty of the art 
form; what is there in the streets that they might normally 
overlook and not take time to understand... A lot of people 
HYL�PU[V�P[��I\[�THU`�TVYL�Z[PSS�ZH`��Z[YLL[�HY[��NYHɉ[P��P[»Z�HSS�
[OL�ZHTL��0[»Z�[OL�PSSLNHS�Z[\Ɉ�RPKZ�KV�H[�UPNO[���)\[�0�ZLL�H�
world of beauty within street art and that's what I want to 
bring out and show people.”
 

References
Abarca, J. (2016).  From street art to murals: what have we 
lost?  Lisboa: SAUC - Journal V2 - N2
Again (2019).  AMSTERDAM ON TOUR – The early signs 
VM�+\[JO�NYHɉ[P��(TZ[LYKHT!�-YLZO�*V[[VU
Anika, D. (2013).  Could urban art be one of the most 
ZPNUPÄJHU[� TV]LTLU[Z� PU� YLJLU[� HY[� OPZ[VY`&�� 9L[YPL]LK�
24 July 2019 from:  http://www.widewalls.ch/urban- art-
movement/
Artmossphere (2018). Retrieved 2 June 2019, from:  
http://2018.artmossphere.com
Baumann, S. (2006).  A general theory of artistic 
legitimation: How art worlds are like social movements. 
T  oronto: Poetics.
Becker, H.S. (2008 [1982]).  Art Worlds.  Berkeley: University 
of California Press. Bengtsen, P. (2014).  Street Art World. 
L  und: Alemendros de Granada Press.
Boerdam, I. (2006).  Kroonjuwelen - Hard Times, Good 
Times, Better Times.  The Netherlands: Stunned Film.
)V\YKPL\�� 7�� ��  ���� ;OL� ÄLSK� VM� J\S[\YHS� WYVK\J[PVU!�
Essays on art and literature. Cambridge: Polity Press.
*HZJHYKV�� (�� )�� :�� �������� �.YHÄ[L� JVU[LTWVYoULV!� KH�
espontaneidade urbana à sua captação pelo mundo da 
arte.  Rio de Janeiro: Revista Musear.
Coolen, P. E. (2017).  The legitimation of street art in 
Amsterdam: the role of Street Art Today’s museum , 
interview by Di Giacomo, G., 18 April 2017.
Danto, A. (1964).  O mundo da arte.  Ouro Preto: 
(Y[LÄSVZVÄH��U���

 De Klerk, E. (2019).  NDSM Shipyard.  Retrieved from:
http://www.evadeklerk.com/en/ndsm-werf/
+PJRPL�� .�� �� � ��� �+LÄUPUN� (Y[��� *OHTWHPNU!� (TLYPJHU�
Philosophical Quarterly.
-\ZHYV��,������ ����-YHTPUN�.YHɉ[P��:[YLL[�(Y[!�7YVJLLKPUNZ�
of Nice Street Art Project International Conferences, 2017 
– 2018,  lecture notes, Urban Creativity Conference Lisboa 
2019, delivered 6 July 2019.
Goodman, N. (1977).  When is Art? The Arts and Cognition.  
Baltimore: Johns Hopkins.
Hoppe, I. (2016).  Creating the Urban With Art.  Institute of 
Contemporary Arts and Media, Catholic Private University 
Linz.
0*64����� ����4\ZL\T�KLÄUP[PVU���9L[YPL]LK����1\S`���� �
MYVT!�O[[W!��PJVT�T\ZL\T�[OL�]PZPVU�T\ZL\T�KLÄUP[PVU�
Irvine, M. (2012).  The Work on the Street: Street Art and 
Visual Culture Martin. London & New York: Berg: 235-278.
Macmillian,  K. (2007).  Surreal world comes to Denver.  
Retrieved 25 July 2019 from: https://www.denverpost.
com/2007/04/25/surreal-world-comes-to-denver/
4J(\SPɈL��*�����������.YHɉ[P�VY�Z[YLL[�HY[&�5LNV[PH[PUN�[OL�
moral geographies of the creative city.  Journal of Urban 
(ɈHPYZ����������� �����
Martinique, E. (2017).  New Contemporary Artwork by 
Thinkspace Gallery Returns to The Fort Wayne Museum 
of Art.  Retrieved from: https://www.widewalls.ch/
contemporary-artwork-thinkspace-gallery/
Obrist, H. U. (2014).  Ways of curating.  London: Penguin 
Random House UK.
Pone (2008)  De geschiedenis van de Nederlandse 
NYHɉ[PZJLUL�� � ��OL[�WYPSSL�ILNPU�
Retrieved 5 June 2019 from: http://home.kabelfoon.
nl/~gio/tdshq_history1.html
Randa l ,M. (2010) .  Nether landsandurbanar t is ts–
��Z[YLL[HY[ÄN\YLZ�9�� L[YPL]LK��� 1\S`� ��� � MYVT!�
http://www.widewalls.ch/10-urban-artists-from-the-
netherlands/
 Rijksmonumenten (2014).  NDSM Lasloods in Amsterdam.   
Retrieved from:
http://rijksmonumenten.nl/monument/528252/ndsm-
lasloods/amsterdam/
=HU3VVU�1���������.YHɉ[PPUOL[(TZ[LYKHTZLZ[HKZOHY[]LYR
laard.A  msterdam: Universiteit van Amsterdam.



66

1. Introduction
(M[LY� ZV� THU`� `LHYZ� VM� Z[Y\NNSPUN� [V� Ä[� THJOPULZ� HUK�
WLVWSL� PU[V� [OL� ZHTL� ZWHJL�� JP[PLZ� HYL� ÄUHSS`� ILPUN�
transformed into people-friendly spaces. As a country, 
Belgium is a good example of this, especially from a 
mobility perspective. Bicycle lanes, as well as parking and 
recharging points for electric bicycles, are now part of a 
familiar landscape in cities and towns.

The Paint & Pedal project emerged as a proposal to 
transform and create a better use for the bicycle tunnel 
that connects two small towns in Belgium’s countryside, 
Mol and Balen. The project invited the local community 
to participate in collective activities in order to transform 
H� ZWLJPÄJ� W\ISPJ� ZWHJL�� ;OYV\NO� [OPZ� PU[LYHJ[PVU�� [OL�
project’s founders aimed to arouse the intangible, yet 
indispensable, sense of belonging and ownership in the 
community.

In recent years, there have been many projects focusing 
on the repercussions of the size of a mural, rather than 
the representation of a community. The use of walls as 
a canvas to send a message, is something natural in 

the street art movement, as natural as the relationship 
between artists and communities. And once you 
change the scale of the message it changes the level of 
community involvement as well. In 2016, Javier Abarca 
published a paper called “From street art to murals, what 
have we lost?”, which looked at the relationship between 
mural projects, artists and communities:
“murals exist on an inhuman, monumental scale, very far 
from the viewer. [...] A mural reveals nothing about the 
possibilities and limitations of the relation between the 
human body and the built environment. It is no longer a 
portrait of the relation between a person and his or her 
surroundings, which is necessarily open to dialogue. It 
is, instead, a portrait of the way in which power relates 
to the environment, which is most often a blind, imposed 
monologue.” Excerpted from “From street art to murals, 
what have we lost?”, Street Art and Urban Creativity 
:JPLU[PÄJ�1V\YUHS�=VS���5¢��������

This paper is still one of the main papers one should read 
before starting an urban creative project. It reinforces the 
importance of bringing the community closer to what is 
ILPUN�JYLH[LK��MVY�IV[O�[OL�HY[PZ[Z»�HUK�SVJHSZ»�ILULÄ[��0[�
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also examines the values of street art while focusing on 
the community’s participation in the project. 

There are many well-known creative projects for public 
spaces that were built on a backbone of community 
engagement. A few examples are Sorry, Not Sorry3 
in Ghent, Belgium; Lata 654 in Lisbon, Portugal; Boa 
Mistura5 in Madrid, Spain, and Favela Painting6, a project 
by Jeroen Koolhaas and Dre Urhahn, in Rio de Janeiro, 
Brazil. Individuals working within urban creativity is 
a growing movement, with professionals focused on 
creating a positive impact by transforming public spaces.

However, the Paint & Pedal project is an attempt to 
follow the Placemaking7 guidelines in correlation with 
the dissemination of the SDGs. The authors considered 
the need to clarify the possibilities of a small community, 
to contribute to the achievement of the UN Sustainable 

Development Goals. At the same time they explored the 
WSHJLTHRPUN�ÄLSK�^P[O�[OL�PKLH�[OH[�P[�
“inspires people to collectively reimagine and reinvent 
public spaces as the heart of every community. 
Strengthening the connection between people and the 
places they share, placemaking refers to a collaborative 
process by which we can shape our public realm in order 
to maximize shared value. More than just promoting better 
urban design, placemaking facilitates creative patterns of 
use, paying particular attention to the physical, cultural, 
HUK�ZVJPHS� PKLU[P[PLZ� [OH[�KLÄUL�H�WSHJL�HUK�Z\WWVY[� P[Z�
ongoing evolution.” Excerpted from “What if we built our 
communities around places?”, Project for Public Spaces, 
2007.

The Paint & Pedal project aimed to subconsciously 
approach the topic of integration, by creating collaborative 
spaces that allow art to be at the centre of a cultural mix. 
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This makes the goal for a more sustainable community 
speak louder than the misconceptions about race and 
nationalities.

2. Urban creativity and placemaking

Authors such as Charles Landry, have been speaking 
about creativity and cities since the 1980s. For Landry, 
creativity is a key factor that allows modern cities to react 
to changes, change traditional approaches to governance 
and distribution of resources, integrate technological 
innovations, and rediscover their cultural heritage.

Creativity in public spaces or urban creativity allows 
communities, visitors and businesses to think about 
W\ISPJ�ZWHJLZ�KPɈLYLU[S �̀�NP]PUN�[VVSZ�MVY�WLVWSL�[V�PU[LYHJ[�
with each other, and to build a new open-air dynamic. 
Therefore, to develop an impactful urban creativity 
project, it is fundamental for creative professionals to take 
into consideration a few key attributes. This is in order to 
cover the social and cultural aspects of communities and 
their common-use spaces.

According to the Project for Public Spaces (PPS) from 
the 1960s, “the PPS mentors Jane Jacobs and William 
H. Whyte introduced ideas about designing cities for 
people, not just cars and shopping centers.” Since then, 
“their work focuses on the social and cultural importance 
of lively neighborhoods and inviting public spaces.” From 
the mid-1990s onwards, PPS started using the term 
“Placemaking” to describe this approach.

According to PPS, for a place to be successful they must 
“generally share the following four qualities: they are 
accessible; people are engaged in activities there; the 
space is comfortable and has a good image"�HUK�ÄUHSS �̀�
it is a sociable place: one where people meet each other 
and take people when they come to visit.” Going back to 
the objective of this paper, to develop the Paint & Pedal 
project, the authors considered all four qualities. 
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1. Accessibility: the very essence of the space 
which this project was created for. It is a bicycle tunnel that 
JVUULJ[Z�[^V�KPɈLYLU[�[V^UZ��^OPJO�JVU[HPUZ�H�ZPKL^HSR�
and shelter for rain and bad weather. “A successful public 
space is easy to get to and get through; it is visible both 
from a distance and up close.” Excerpted from Project for 
Public Spaces.

2. Activities: “Activities are the basic building 
blocks of great places: They are the reasons why people 
]PZP[� PU� [OL� ÄYZ[�WSHJL�� HUK�^O`� [OL`�JVU[PU\L� [V� YL[\YU��
They are also what makes a place special or unique.” 
Excerpted from Project for Public Spaces. 

0U�[OPZ�ZLUZL��[OL�7HPU[��7LKHS�WYVQLJ[�̂ V\SK�OVZ[�[OL�ÄYZ[�
open community activity on site. The authors propose to 
create a collaborative art piece to cover the grey walls 
and invite artist, Mr. DiMaggio8, to join the local youth and 
artistic communities for a co-creation session. The idea is 
to create a three-day on-site workshop, and to strengthen 
the local creative community, open pop-up spaces which 
artists could share their work in.

3. Comfort & Image: “Whether a space is 
comfortable and presents itself well - has a good image - 
is key to its success. Comfort includes perceptions about 
safety, cleanliness, and the availability of places to sit - 
the importance of giving people the choice to sit where 
they want is generally underestimated.” Excerpted from 
Project for Public Spaces. 

The image aspect is one of the main goals of the Paint & 
Pedal project. The project’s idea started with the need to 
transform the grey bicycle tunnel into a more attractive, 
playful and colourful path. Even if the public spaces are 
created to be a safe transit path, it doesn’t mean it should 
be grey and unattractive. 
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-VY� [OPZ�ZP[L�ZWLJPÄJHSS �̀� [OL�JVTMVY[�HZWLJ[�^V\SK�IL�H�
ZLJVUKHY`�VIQLJ[P]L��;OL�YLHZVU�PZ�[OH[�ÄYZ[�HUK�MVYLTVZ[��
the place is built for mobility and people’s transit. The 
Paint & Pedal authors considered the option of creating 
urban furniture made from empty spray cans and paint 
containers, to display under the shelters. The idea behind 
it was to provide locals with one more way of using the 
public space, and to minimize the negative environmental 
impact of the project, by applying the circular economy9 
concept on the project’s production.

4. Sociability: “When people see friends, meet and 
greet their neighbors, and feel comfortable interacting 
with strangers, they tend to feel a stronger sense of place 
or attachment to their community - and to the place that 
fosters these types of social activities.” Excerpted from 
Project for Public Spaces. 

Paint & Pedal is a project that subtly approaches the 
topic of immigration and integration from those who 
have experienced it and are knowledgeable of the topic. 
The project’s activities were developed as an attempt 
[V� NLULYH[L� H� JVUULJ[PVU� IL[^LLU� [OL� KPɈLYLU[� L[OUPJ�
groups of the area. It is also to bring together people born 
in the town with those that weren’t, those who may feel 
less of a sense of belongingness. 

In this context, the realization of the Paint & Pedal project 
^V\SK�IL�H�Z[LW�M\Y[OLY�[V�LUJV\YHNL�KPɈLYLU[�PUKP]PK\HSZ�
to get involved in the redesign of public spaces in this 
town. Such projects in public spaces attract locals as well 
HZ�]PZP[VYZ��OLSWPUN� [OLT�[V�OH]L�H�KPɈLYLU[�WLYZWLJ[P]L�
HIV\[� [OL� WSHJL� HUK� LUJV\YHNL� [OLT� [V� [LSS� KPɈLYLU[�
stories. This exchange allows diversity and encourages 
citizens to be more participative in their communities. 

3. Urban creativity & communities

Creativity in public spaces is a powerful tool to help 
communities address their complexities. As Charles 
3HUKY`� TLU[PVUZ� PU� OPZ� IVVR� º;OL� 6YPNPUZ� � -\[\YL� VM�
the Creative City’, “the scope of creativity must be 
comprehensive and include creative solutions to social 
issues and management.” Later he adds that “encouraging 
creativity and legitimising the use of imagination within 
the public, private and community spheres will broaden 
the ideas-bank of possibilities and potential solutions to 
any urban problem.” 

To make it possible, it is fundamental to consider the 
participatory approach when designing an urban creativity 
project. Community participation and its engagement 
during the course of a project, are key to transforming 
public spaces into community-friendly places. 

After developing a socio-cultural diagnostic about the 
community where Paint & Pedal was intended to happen, 
the project’s team found that while the city council had 
started engaging with the UN Sustainable Development 
Goals (SDGs) initiative, so far no action had been taken. 

That’s why the project designers hosted a session inviting 
SVJHSZ�[V�\UKLYZ[HUK�[OL�:+.Z�IL[[LY��HUK�VɈLY�H�JOHUJL�
for them to suggest their own ideas that would contribute 
to this community achieving their goals. 

The second workshop would be focused on the youth 
community as well as the artistic scene. The goal is to 
PU]P[L�SVJHS�JYLH[P]LZ�[V�QVPU�4Y��+P4HNNPV�MVY�H�ºWHPU[PUN�PU�
large scale’ workshop co-designed by the project team, 
the art school teachers and local artists. The aim is to 
discuss the street art world, as well as best practices on 
painting on a large scale. As a result, the attendants of 
this workshop would be able to paint the bicycle tunnel 
following discussions from the workshops and directly 
contribute to the project. 
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The combination of both sessions would therefore involve 
a big part of this community. It is more suitable splitting 
the target audience and their responsibilities, in order to 
strengthen the sense of belonging, resulting in a positive 
social impact. 

4. Conclusion

Urban creativity is an important tool that has been 
transforming communities around the globe. But in 
some cases, it ends up not being a problem-solving 
per se. Adding a creative process into an urban project 
will allow people to think more openly, focusing on the 
transformation process rather than the solution itself.

When looking at the Paint & Pedal project, it could 
have positively impacted a local issue on community 
integration. In this case, it would go beyond a government 
WYVNYHT� HUK� ^V\SK� IL� HU� VWWVY[\UP[`� MVY� [OPZ� ZWLJPÄJ�
society to embrace its outsiders.

Public art and urban creativity are strong strategies 
to engage communities if the process is designed in a 
participatory way. Nowadays, methodologies such as 
collaborative service design, or co-creation and co-
production, are underlying trends that have already 
changed how products and services have been designed. 

So why not use the same approach while creating a public 
space? Paint & Pedal uses a multidisciplinary team mixing 
artists, designers, urban planners, urbanists and citizens 
to generate impact in communities while transforming 
public spaces. Those involved are then invited to use the 
site in a way that would encourage a sense of belonging 
and community.

Endnotes 
1: Placemaking has community-based participation at 
P[Z� JLU[YL�� HU� LɈLJ[P]L� WSHJLTHRPUN� WYVJLZZ� JHWP[HSPaLZ�
on a local community’s assets, inspiration, and potential, 
and it results in the creation of quality public spaces that 
contribute to people’s health, happiness, and well being. 
Retrieved from Project for Public Space website. 

2: The Sustainable Development Goals are the blueprint 
to achieve a better and more sustainable future for all. 
They address the global challenges we face, including 
those related to poverty, inequality, climate, environmental 
degradation, prosperity, and peace and justice. The Goals 
interconnect and in order to leave no one behind, it is 
important that we achieve each Goal and target by 2030. 

3: Sorry, Not Sorry - street art festival in Ghent. The city 
of Ghent, Belgium, has been conducting an active policy 
VU�NYHɉ[P� HUK�Z[YLL[� HY[� MVY� `LHYZ��*\S[\YL�.OLU[�^HU[Z�
to give artists the opportunity to use the city as a play 
and creation place and street art to the side bring a large 
audience.
Street art is viewed here from the broad meaning of the 
word: physical artistic interventions with a temporary or 
permanent character that responds to situations in the 
public space.

4: Lata 65 is an initiative for the elderly within the urban 
art, in its genesis developed by WOOL | Covilhã Urban 
Art in partnership with CoworkLisboa.Therefore LATA 65 
| urban art workshop for seniors emerged as a challenge, 
to take this interest shown by Urban Art beyond, with 
precise intentions: to bring the less young closer to a form 
of artistic expression usually associated with younger 
ones; to prove that concepts such as active ageing and 
intergenerational solidarity makes more sense every day; 
to demonstrate that Urban Art has the power to foment, to 
promote and to value the democratization of the access 
to the contemporary art; and to demonstrate that age is 
just a number.

5: Boa Mistura is a multidisciplinary team with roots in 
NYHɉ[P�HY[��)VYU�PU�SH[L�������4HKYPK��:WHPU��;OLPY�^VYR�PZ�
mainly in the public space. They have carried out projects 
in South Africa, USA, UK, Brazil, Mexico, Georgia, Chile, 
Algeria, Norway, Kenya, China, Serbia or Panamá. 

�!�-H]LSH�7HPU[PUN���;OL�ÄYZ[�-H]LSH�7HPU[PUN�WYVQLJ[�[VVR�
place in 2005 when artists haas&hahn (Jeroen Koolhaas 
and Dre Urhahn) painted a large artwork with members 
of the local community in Rio de Janeiro. Favela Painting 
builds bridges between community art, urban planning 
and social design, creating multi-faceted social impact 
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with a lasting legacy. Over the years, Favela Painting has 
become a creative laboratory implementing art to unite, 
empower and contribute to an inclusive world.

7: Placemaking is a term used in the mid-1990s to 
describe the approach of PPS Project for Public Spaces 
about design cities for people. The Project for Public 
:WHJLZ� �77:�� PZ� H� UVUWYVÄ[� VYNHUPaH[PVU� KLKPJH[LK� [V�
helping people create and sustain public spaces that 
build strong communities. They are the central hub of 
the global placemaking movement, connecting people to 
ideas, resources, expertise, and partners who see a place 
as the key to addressing our greatest challenges. 

8: Mr. DiMaggio is an Italian artist, currently living in Milan 
and passionate about art and ciclism. Mr. DiMaggio 
usually travels to spread his art around Europe, in places 
such as Tel Aviv, Halle (Saale, D), Leipzig, Chemnitz and 
Berlin. And beyond such as Boston and New York.

9: A circular economy is based on the principles of 
designing out waste and pollution, keeping products and 
materials in use, and regenerating natural systems.
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It was December 2003, exactly 16 years ago. That morning, 
a few of us were at the Circumvesuviana train station in San 
Giorgio a Cremano, the town the famous Neapolitan actor 
Massimo Troisi was born in, waiting for something to happen. 
2HM� HUK�*`VW�^LYL� HTVUNZ[� [OL� NYHɉ[P�^YP[LYZ� [OH[� OHK�ILLU�
called to paint the walls of that infrastructure, on the side of 
[OL�\ULSLJ[YPÄLK� YHPS^H`� [YHJR��>L�OHK�ILLU� [VSK� [OH[� [OL� SVJHS�
entity managing railway transports had a mind of entrusting its 
Z[H[PVUZ�[V�NYHɉ[P�^YP[LYZ�MYVT�[OLT�[V�WHPU[�[OLT�VU��ZPUJL�[OL�
managers had had enough of the graphic vandalism burdening 
them. And we went there, spurred by curiosity. In the beginning, 
we questioned the communications and PR experts of the entity 
that managed the regional railway transports, as we believed that 
they did not provide truthful information on the matter. It was 
usual at the time, and it is usual even nowadays, but the nuisance 
was more heartfelt, almost as a pretext. Other people arrived, 
while Kaf and Cyop, besides painting, applied items, wood 
and plastics on the painted characters and their parts. Then a 
single coach, i.e. one third of a normal train, entered the station: 
journalists, cameramen, an important regional councilperson, all 
[VNL[OLY�^P[O� V[OLY� KPYLJ[VYZ�� NV[� VɈ� P[�� ;OVZL�^LYL� [OL� N\LZ[�
everybody was waiting for at the station. Indeed –and that was 
V\Y�ÄYZ[�JVUZPKLYH[PVU�¶�[OLYL�^HZ�H�ZWLJPHS�¸JHYNV¹�VM�WVSP[PJPHUZ�
Z^HYTPUN�[V�ZLL�[OL�`V\UN�NYHɉ[P�^YP[LYZ�^VYRPUN�VU�[OL�^HSSZ�VM�
the stations of the Circumvesuviana rail. The main elements for a 
good press release were all there, as we all know; the trend was 
about to be positively turned around, from vandalism on walls 
[V� ILH\[PM\S� NYHɉ[P��/V^L]LY�� L]LY`IVK`�^HZ� Z[PSS�� X\P]LYPUN� HZ�
if they were waiting for someone in turn, and we still could not 
understand all of it. A sort of suspension seemed to be underway. 
And then – not from a coach on the track, but from the stair of 
the overpass above – as if it were to give the signal for a small, 
yet huge revolution, below came Achille Bonito Oliva, also known 

as ABO, one of the leading art critics overall. And all this was 
happening as the revolution was reaching the suburbs as well, 
and the subway stations in Naples were being turned into a 
museum circuit, a “mandatory open air museum”.

;OH[�WYVQLJ[�^HZ�[P[SLK�*PYJ\T^YP[PUN��*PYJ\T]LZ\]PHUH���NYHɉ[P�
^YP[PUN��HUK�PTWSLTLU[LK��MVY�[OL�]LY`�ÄYZ[�[PTL�PU�0[HS �̀�H�Z`Z[LT�
of relationships that was neither approximate or casual, involving 
[YHUZWVY[�UL[^VYRZ�HUK�NYHɉ[P�PU�IV[O�Z[H[PVUZ�HUK�JVHJOLZ��;OL�
art critical remarks were by ABO himself as he believed, between 
[OL�\Z\HS�WLYJLW[PVU�HUK�[OL�YPZR`�UL^�M\[\YL�VM�NYHɉ[P�^YP[PUN�PU�
the city, that the new form of art was to be connected with the 
urban transport system between the center and the suburbs of 
the city, as if it was one with the citizens as a whole, enhancing 
the mandatory show and the unexpected impertinence (the 
inopinatum), one might say, of this phenomenon. As it is widely 
RUV^U��[OL�LɈLJ[�VM�[OL�TLYNPUN�IL[^LLU�Z[H[PVUZ�HUK�T\ZL\TZ�
and of the enchantment involving users and spectators have a 
social function, as it can bring works of art to public transport 
places, making the most of the main features of the postmodern 
LYH��MVJ\ZPUN��HTVUNZ[�V[OLY�[OPUNZ��[OLPY�VɈLY�VU�JP[`�\ZLYZ��(UK�
city users, those who move on foot or use the public transport do 
PUKLLK�ZLL�HUK�YLJVNUPaL�[OL�KPɈLYLU[�ZPNUZ�VM�\YIHU�JYLH[P]P[ �̀�
NYHɉ[P� ^YP[PUN� L� Z[YLL[� HY[� TVZ[� VM� HSS�� ^OVZL� ZPaL� HUK� ZJVWL�
HYL� Z\IQLJ[� [V� ZPNUPÄJHU[� ZJY\[PU`� HUK� ^VYR� UV^HKH`Z�� PU� [OL�
H[[LTW[�[V�ZP[L�\W�P[Z�YHUNL�HUK�THPU�KLÄUP[PVUZ�ILMVYL�[OH[��;V�
Z\TTHYPaL��VU�VUL�OHUK��NYHɉ[P�^YP[PUN� YLTHPULK�VU� [OL�WH[O��
even if it has come a long way and, on the other, it swerved on 
the path of street art, which received new branches from the 
wider public, city-focused art in turn. On such a thick network, 
for what concerns us, two cornerstones, themselves useful in 
understanding the pathways of artistic stimuli and the relevant 
critical remarks are the Circumvesuviana event and another 

 

Streetness & Inopinatum: 
the “sense of the street” and the “unexpected impertinence”. 
For a binary code in street art.  

Luca Borriello 
Coordinator Inopinatum – Center Study on Urban Creativity
University of Neaples Suor Orsola Benincasa
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Fig.1 - 2003 Ante Circumwriting

Fig.2 - 2004 Circumwriting catalogue
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event organized following the project work on the matter carried 
out by the LUISS University in Rome, called Tracks, held in 2014, 
with artistic direction by ABO, whose outcome wanted to be a 
YLÅLJ[PVU�VU�\YIHU�JYLH[P]P[`�PU�[LYTZ�VM�HY[PZ[PJ�TVIPSP[ �̀

Therefore, our journey moved from Circumwriting to Tracks, 
holding the suggestion of urban railways from Naples to Rome 
providing the advantage of a unique viewpoint on the whole 
VM� [OL� JOHUNPUN� K`UHTPJZ� VM� 0[HS`� PU� [OL� ÄLSK� K\YPUN� [OL� SHZ[�
sixteen years. It may be interesting and educational to take a 
look from the bridge whose main pillars are two remarks by ABO, 
one provided in December 2003 “writing all around, all around 
writing” (evocative slogan of the Circumwriting project) and the 
V[OLY��VɈLYLK�PU�+LJLTILY�������PU]VS]PUN�¸the signs and paths 
of street art” (subtitle of the LUISS research project). This said, 
the spur to start a journey becomes strong; this journey should 
be an exercise in remembering and summarizing, since the whole 
VM�[OL�WH[O�MVSSV^LK�I`�NYHɉ[P�^YP[PUN��Z[YLL[�HY[�HUK�[OLPY�\UPX\L�
circumstances, being by no means linear in their interdependent 
ÅV^PUN� HUK� MHKPUN�� ZOV\SK� IL� L_HTPULK� HUK� \UKLYZ[VVK� YPNO[�
now, as if stopping its mechanisms and focusing our gate on its 
cross-cutting nodes, ways and multilevel system, like a railway 
networks having innumerable tracks and switches. 

A single hoard of experience is therefore possible, provided one 
PZ�HISL�[V�\UKLYZ[HUK�[OL�ZPNUPÄJHU[�NYV^[O�[OPZ�WOLUVTLUVU�OHZ�
experienced, from before then until now. It is however interesting 
[V�ZLL�OV^�ZLLKZ� MVY� YLÅLJ[PVU�HIV\UK��LZWLJPHSS`� PU� [OL� MVYT�
VM� MVVK� MVY� [OV\NO[� HYPZPUN� MYVT�JYP[PJHS� YLÅLJ[PVU� VU� HY[��^OPSL�
looking for suitable parameters and paradigms, to be found in 
the heart of wonders, both ancient and recent, something that 
OHWWLUZ� L]LY`� [PTL� [OPZ� WOLUVTLUVU� Z\JJLLKZ� PU� JVUÄYTPUN�
and recognizing itself as – streetness (the sense of the street) – 
even as it evolves.

Considering the most important moments and cornerstones of 
the Circumwriting event, some of them are worth noting in our 
VWPUPVU�� -VY� L_HTWSL�� 0HIV�� H�NYHɉ[P�^YP[LY�� WLYMVYTLK�H�^OP[L�
throw-up and it appeared poor, even disrespecting, as a gesture 
at the moment. Then he went on installing a mannequin, which 
[OLU�^LU[�VU�[V�ILJVTL�[OL�ZPT\SHJY\T�VM�H�NYHɉ[P�^YP[LY��OPZ�
clothes, hoods on his eyes and spray in his hand, including the 
gesture of spraying on a wall. Not far from there, Etnik, another 
NYHɉ[P�^YP[LY�¶�^OV��PU�[OH[�^HP[PUN�YVVT��^P[O�V[OLY�HY[PZ[Z�OHK��
WLYOHWZ��[OL�]LY`�ÄYZ[�L_OPIP[PVU�VM�OPZ�SPML�HZ�HU�HY[PZ[�¶�[YHWWLK��

within the lightsaber of a Darth Vader Puppet, one of the neon 
tubes of the station quay. Meanwhile, in the underpass of the 
Trecase station, Cyop was drawing in an amazing way, especially 
using brushes and paint rollers; the exasperated dripping of the 
paint vibrated as every train moved to and from the station, giving 
[OL�^VYR�VM�HY[� P[Z�ÄUHS�ZOHWL��;OLYLMVYL��^P[OPU� [OL�UVVRZ�HUK�
crannies of the event, the manifestation of subjects being almost 
a prerequisite of the object of the work, including both direct and 
indirect interaction between the art and its surrounding universe, 
both by material inclusion and immaterial impression. In all three 
of these cases, as it has been stated and read for decades, the 
painted text experienced a highly attractive dialogue with its 
JVU[L_[��VɈLYPUN�H�NSPTWZL�VM�Z[YVUN�HS[LYUH[P]L�^PZOLZ��IL`VUK�
NYHɉ[P� ^YP[PUN� HUK� HJOPL]PUN� Z[YLL[� HY[�� [OHURZ� [V� [OL� JV\YHNL�
shown by some artists.

At the bottom of the artistic catalog for the Circumwriting event, 
a series of works by Aldo Cinque was inserted. Mr. Cinque is a 
photographer and he was an employee of the Circumvesuviana 
at the time, with a passion for those spray-painted details being 
his aesthetic delight and the bane of its company at the same 
[PTL�� ([� [OL� ÄYZ[� NSHUJL�� OPZ� HY[PZ[PJ� WYVK\J[PVU� ZLLTLK� [V� IL�
beyond the main artistic sense of the project; however the artistic 
value of his steps until the wall in order to better photograph 
and frame not the whole works of street art, but rather a part 
thereof, something not so easy, given the multicolored triumph of 
[OVZL�̂ VYRZ�VM�HY[��̂ HZ�ZV�[OH[�P[�JVTWSL[LK�[OL�HJ[PVUZ�I`�NYHɉ[P�
writers, as the latter would, slowly but surely have made a step 
back from their works, turning the outcome of their action into 
something poetic, sublimating it. Here, we intend to pinpoint the 
TVTLU[�VM�H^HYLULZZ�VM�H�WOLUVTLUVU�[OH[��VUJL�P[�PZ�Z\ɉJPLU[S`�
known and evident, can be examined, becoming the center of 
KPZJ\ZZPVU��:L]LYHS�HY[PZ[Z�HUK�ZJOVSHYZ�VɈLYLK�[OL�JVU[LU[Z�VM�
their head and of their writing on the phenomenon. However, the 
VUS`� RPUK� VM� JLY[PÄLK� HJ[PVU� PZ� LUKVNLUV\Z� PU� UH[\YL�� ZW\YYLK�
by environmental dialogue and pressures. If the works of art of 
any given painter, photographer, sculptor or video artist makes 
H� YLMLYLUJL� [V� [OL�WOLUVTLUVU� �YHUNPUN� MYVT�NYHɉ[P�^YP[PUN� [V�
street art), it is interesting; should such a reference be made by 
H�WYV[HNVUPZ[�VM�[OPZ�WOLUVTLUVU��IL�OPT�VY�OLY�H�NYHɉ[P�^YP[LY�
or a street artist) this is something very important, as it promotes 
YLÅLJ[PVU�I`�[OL�WOLUVTLUVU�VU�P[ZLSM��HZ�VUS`�HU�L_WLY[�JV\SK�
spur, remaining recognizable even as they evolve.
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Fig.4 - 2004 Circumwriting, press conference with 
Achille Bonito Oliva

Fig.3 - 2004 Circumwriting Etnik artwork

-PN��� �� �����2(-�HY[^VYR� PUZPKL�8\HYHU[V[[V�.YHɉ[P�
Writers Bookmarks expo
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In 2005, only a year after the Circumwriting event was held, 
H� MVYTLY� VɉJLY� VM� [OL� *PYJ\T]LZ\]PHUH�� 4Y�� -YHUJV� *\ZH[P��
being the director of one of the most important and history-
rich contemporary art galleries in Neapolitan area, invited us 
[V� UVTPUH[L� HUK� ZLSLJ[� ZVTL� NYHɉ[P� ^YP[LYZ�� ^P[OPU� [OL� ^PKLY�
framework of his “Segnalibri d’Artista” (Artists’ Bookmarks) 
JVSSLJ[PVU�� PU� VYKLY� [V� JYLH[L� H� ZWLJPÄJ� JVSSLJ[PVU�� ZPUJL� OPZ�
curiosity was piqued concerning the creative relationships the 
NYHɉ[P� ^YP[LYZ� OH]PUN� ILLU� JOVZLU� TPNO[� OH]L� JYLH[LK� ^OLU�
confronted with unusual dimensions, supports and instruments. 
0U�[OL�LUK��[^V�^VYRZ�VM�HY[�MVY����NYHɉ[P�^YP[LYZ�LHJO��HTVUNZ[�
which Airone, Bean One, Kayone, Rae Martini, Stand, Verbo, JB 
Rock, Diamond, Wany, Cyop, Kaf – that is to say a sizeable part 
of the future of Italian street art – together with works by Barisani, 
;H[HÄVYL��*HZ[LSSHUV�HUK�7HSHKPUV�^LYL�JYLH[LK��:VTL�VM�[OLZL�
HY[PZ[Z�JYLH[LK�YLK\JLK�ZPaL�NYHɉ[P��^OPSL�V[OLYZ��\ZPUN�[OL�ZHTL�
10x40 surface, actually took a step back in order to observe 
themselves and their art better, as it is the case with every kind of 
YLZLHYJO��-VY�L_HTWSL��[OL�NYHɉ[P�^YP[LY�UHTLK�2HM��WYVWVZLK�H�
photograph, taken from top to bottom,  of a railway track and its 
sleepers; on them he put, still dirty with paint, a pair of working 
gloves, creating something apparently very dissimilar from the 
usual work of a writer. As requested, his work had a title, and 
the title was “Dopolavoro ferroviario” (After-work railway free-
time group, I\[�HSZV� [OL� [PTL�HM[LY�HU� PSSLNHS�HY[^VYR�I`�NYHɉ[P�
writer in a train yard). It was indeed a step back, taken in order 
to jump forward in a surprisingly agile manner, as if the artist was 
endowed with telescopic sight.
;OL�TVZ[�L]PKLU[�HUK�ZOHYLK�KPɈLYLUJL�IL[^LLU�NYHɉ[P�^YP[PUN�L�
street art, lies, as it is widely known, between the expression of 
visual contents and in the use of technical instruments, while the 
scenario is almost the same. It is always the city, with its streets, 
surfaces and things; by the same token, the reason why artists 
decide to start the revolution, drawing the signs and starting the 
JYLH[P]L�WYVJLZZ�VM�HY[�TH`�YHUNL�MYVT�[OL�JVUÄYTH[PVU�VM�[OLPY�
identity, to ethics and aesthetics. Once such a (widely known, 
indeed) juxtaposition is implemented, it’s the crossroads that 
generate those issues connected, for example, to the sense of 
those works of art not being in cities but rather (and even) feature 
mobile forms or those issues connected with those works of art 
being produced in cities after having been authorized, therefore 
being predictable.
Today, the derailment is only apparent in nature and is by no means 
a cause for concern. Rather, the courage of those artists having 
been able to take a step backwards ushered in a new, enticing 

HUK�ÄUHSS`�MYLL��]PL^WVPU[�VU�H�O\NL�Z`Z[LT�VM�PU[LYJVUULJ[PVUZ��
switches, parallel routes, frequencies and metrics, spurring 
new tracks and journeys in turn. This said, it would be useful 
to make the new roving art critics aware of the existence of a 
UL^�WOLUVTLUVU�[OH[��ÄYTS`�PU[LUKPUN�[V�[HRL�UV[LZ�JVUULJ[LK�
to new journeys rather than projecting old documents by art 
JYP[PJZ�VU�KPɈLYLUJL�ZJLUHYPVZ��^PZOLZ�[V�SVZL�P[ZLSM�PU�[OL�YHPS^H`�
maze of its new lines. These roving art critics should also be 
told that the aforementioned phenomenon, remaining the same 
even as it evolves, should keep being based on the following 
two cornerstones: those works of art and not being performed 
or created on city elements should express streetness, that is 
to say a certain streetwise and street sense (be it textual, iconic, 
technical or any other kind); on the other hand, those works of art 
being performed or created in cities should express inopinatum, 
that is to say unexpected impertinence (in its place, area, impact, 
community or other). Indeed, it is through a similar critical 
^H[LYZOLK�[OH[�[OL�J\YYLU[�YLÅLJ[PVU�VU�^OH[�\YIHU�JYLH[P]P[`�PZ�
today should be shaped. Otherwise, there is a concrete risk of 
[HSRPUN�HIV\[�V[OLY� [OPUNZ��VY�ÄYZ[�VM�HSS�VM�ZLLPUN�V[OLY� [OPUNZ��
This applies both to the nuances of the phenomenon as a whole 
and to the more articulated situation street art is currently in. 
5V^HKH`Z��Z[YLL[�HY[�^VYRZ�HZ�H�O\I�� Q\_[HWVZPUN�H�ZPNUPÄJHU[�
number of trend lines. In order to become aware of it, it is enough 
to examine who and what makes use of them, as well as why. 
Probably, and it is now like it was then, the most important 
and suggestive instruction comes to us from a railway system. 
Indeed, in any given railway network, notes intersect a series of 
lines able to converge, interconnect or be parallel to each other. 
>OLUL]LY�Z\JO�SPULZ�TLL[��Z^P[JOLZ�HYL�HJ[P]H[LK��YLJVUÄN\YPUN�
the network as a whole. By the same token, the notes themselves 
may concern only goods or things, or passengers and travelers. 
The latter may then become mandatory spectators or roving art 
critics. Finally, these nodes may be open to the public, spurring 
UL^�L_WLYPLUJL�VY�ILPUN�H�WHY[�VM�[OL�PU[LYUHS�[YHɉJ�HSVUL��HZ�PM�
they still kept a secret, a code intended only for the city.
In 2017, we intended to propose the experience of the 
bookmarks again, even if within a framework featuring street art 
TVYL� [OHU�NYHɉ[P�^YP[PUN��;OPZ�^HZ�LUHJ[LK�ILJH\ZL��HZ� P[�OHZ�
ILLU� L_WSHPULK� LSZL^OLYL� PU� [OPZ� KVJ\TLU[�� PM� K\YPUN� [OL� ÄYZ[�
exhibition the interest was completely focused on stimulating the 
discovery of new elements when shifting from creation to poetry 
PU� NYHɉ[P� THRPUN�� [OL� ZLJVUK� VM� Z\JO� L_WLYPTLU[Z� MLH[\YLK� H�
Z[\K`� VU� [OL� ZLKPTLU[H[PVU�� ZLNTLU[H[PVU� HUK� KPɈLYLUJLZ� PU�
Z[`SL�^P[OPU�Z[YLL[�HY[�[VKH �̀�(IZ[YHJ[PZT��YLHSPZT��ÄN\YH[P]L�Z[`SL��
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Fig.7 - 2016 Cinquanta Street Artists Bookmarks expo

-PN����������8\HYHU[V[[V�.YHɉ[P�>YP[LYZ�)VVRTHYRZ�L_WV
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illustration, geometrism, chromatism and other such variants all 
M\LS� [OL� YLÅLJ[PVU� [OPZ� WOLUVTLUVU� JHYYPLZ� V\[� VU� P[ZLSM�� HZ� P[�
was the case with the “Cinquanta Segnalibri” (Fifty Bookmarks) 
L_OPIP[PVU��MLH[\YPUN�̂ VYRZ�I`�[^LU[`�Ä]L�VM�[OL�ILZ[�Z[YLL[�HY[PZ[Z�
PU�0[HS`!�(SILYVULYV��)PÄKV��*HTPSSH�-HSZPUP��*VYU� ��+HUPLSL�5P[[P�
Hope, Flycat, Geometric Bang, Giorgio Bartocci, Giulio Vesprini, 
G-loois, Gola Hundun, Gue, Ironmould, Kerotoo, La Fille Bertha, 
Loste, Luigi Gig Loquarto, Matteo Brogi, Mattia Campo Dall’Orto, 
Mr. Fijodor, Orticanoodles, Rmogrl8120, Rosk, Xel and Zeus40.

Examining the artworks we have gathered, we nurtured our 
strong belief that, within the framework of a wider growth and 
maturation of this phenomenon, street art is evolving its stylistic 
elements, techniques, tools and the object itself of its activity. 
There is indeed a risk that the most prominent features of such an 
art form could be watered down and become debased, should 
an urban artist paint a portrait any other good painter would be 
able to achieve, but on the street. Once, in Moscow, during a 
ZWLJPÄJ� JVUMLYLUJL� VU� [OLZL�TH[[LYZ�� 0� OHK� HU� VWWVY[\UP[`� [V�
examine some works of art by local street artists who were able 
to integrate within their urban culture some elements wholly 
referring to suprematism; on the other hand, I also saw a catalog 
MLH[\YPUN� VUL� VM� [OVZL� IPN� 9\ZZPHU�^VTLU� ZOVWWPUN� PU� H� ÅLH�
market selling also small works by street artists on wood. Those 
works of art were surely to be hanged on house walls and were 
low-cost. All of this had a hand in turning some of my thoughts 
around, especially concerning what remains of street art outside 
of cities, on mobile elements, while it is integrated with story-
rich artistic formulas, sometimes authorized by institutions and 
V[OLY�[PTLZ�ÄLYJLS`�MV\NO[�I`�[OLT��HUK�ZV�VU��;OL�YLÅLJ[PVU�0�
was carrying out focused on streetness, that is to say, that street 
sense making possible the achievement of works of art by street 
artists not being street art works and on the inopinatum, that is 
to say that impact force street art productions still have going 
for them, even when they are created together with the areas, 
communities, even the local government entities they act in. The 
works of art requested and gathered in “Cinquanta Segnalibri” 
WYV]PKLK�HUZ^LYZ� [V� [OLZL�X\LZ[PVUZ�HZ�^LSS��VɈLYPUN�H�T\JO�
needed overall viewpoint on Italian street artists and their wishes, 
while keeping and transferring those features making them 
unique in their studio works. We believe that an overall expansion 
in the production of Italian street artists is underway, almost in 
as many directions as the authors themselves. This belies a 
decidedly strong degree of personalization, making the most 
of typical elements of street art, juxtaposed with the personal 
development and growth experience of any single artist 

As it was the case with the “Quarantotto Segnalibri” exhibition, 
the example of the “Dopolavoro ferroviario” work of art by Kaf 
was a light, signal and a vision in perspective, of something 
to come, by the same token, in “Cinquanta Segnalibri” one 
may very well say that some works of art seem to hold within 
themselves the memory of their coming, and therefore, almost 
a homesickness for lost signs. Besides everything else, the 
HY[PZ[PJ� WYVWVZHS� I`� -S`JH[� M\SS`� JVUÄYTZ� [VVSZ� HUK� LɈLJ[Z�� [OL�
drippings and the drops, the over-spraying; on the other hand, 
the alphabets by Zeus40 are complementary and are provided 
V\[ZPKL�L]LY`�YOL[VYPJ�VM�YLWL[P[PVUZ�HZ�LZZLU[PHS�[VVSZ�MVY�NYHɉ[P�
writers; such a continuous elaboration of a code seems to have 
involved Xel as well: this artist seems to draw the small houses 
in a comics-like style, while actually providing soft lines being 
]LY`�HRPU�[V�JSHZZPJHS�NYHɉ[P��(SS�VM�[OPZ�TH`�]LY`�^LSS�YLTPUK�\Z�VM�
the principles of urban writings and metropolitan languages, up 
to everything else having shaped over time that “street sense” 
that can also be found in every iteration and evolution of this 
phenomenon besides simple spraying, drawn letters and other 
aesthetic features.

A good proof of that are not only the other works of art in 
“Cinquanta Segnalibri”, considering the small quantity examined, 
but also the residents themselves of the most recent gathering 
of Italian street artists, organized with the Treccani Institute and 
bearing the self-explanatory title of “UrbanRoom”, in order to 
WYV]PKL�H�ÄYZ[�SH`LY�VM�UHYYH[PVU�IL[^LLU�^VYRZ�VM�HY[�HUK�HIV\[�
works of art, between painting and sculptures themselves able 
to be the most accurate possible mirror of the production of 
Italian street artists and, therefore, of the relevant street art that 
can be seen in cities. Therefore, the opportunity of a room, of 
a closed, private space, where not the well-known testimonies 
of an exotic phenomenon, but rather the autonomous and self-
Z\ɉJPLU[�WYVK\J[PVU�^HZ�Z[VYLK��^HZ�HU�VWWVY[\UP[`�[V�WYV]PKL�
a common narration to their audience, featuring a sensitive and 
encompassing familiar air, while explaining the phenomenon 
[OYV\NO�ZPNUZ��Z[VYPLZ�HUK��TVZ[�VM�HSS��ZWLJPÄJ�MLH[\YLZ�ILSVUNPUN�
to the authors. 

This gathering of works of art put together, through a plurality of 
times and spaces, styles and techniques, ranging from studies 
on graphemes to photorealistic painting, from placid shapes 
to coarse materials, from graphic minimalism to iconoclastic 
assemblages. Indeed, within the small space of a room constantly 
\WKH[PUN�P[ZLSM��[OL�V]LYHSS�HY[PZ[PJ�KPTLUZPVU�JHU�ÄUK�P[Z�PKLU[P[ �̀�
something that can be found in every work of art within such 
an exhibition. Neve, Corn79, Fabio Petani, Giulio Vesprini, La 
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Fig.10 - 2016 ZEUS40 artwork inside Cinquanta 
Street Artists Bookmarks expo

Fig.8 - 2016 FLYCAT artwork inside Cinquanta Street Artists Bookmarks expo

Fig.9 - 2016 XEL artwork inside Cinquanta 
Street Artists Bookmarks expo
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-PSSL� )LY[OH�� -S`JH[�� +HKV�� AL\Z��� HUK� 0HIV� HYL� HSS� KPɈLYLU[�
and meaningful artists within the scenario of Italian street art, 
considering both its history and its current situation.

This exhibition started with traditional painting, in an open 
contrast with the anti-classical standpoint of street arts. It started 
with a tragedy, with begging, given the apparent contradiction 
between these two worlds, while synthesizing the aesthetic 
confrontation on the new muralism the cities have many 
examples of. Within the “Le supplici” (The Begging Women) 
by street artist Neve, a formula by the author intends to make 
everyday activity something mythical. Besides this silent, deaf, 
cold, stands “Oxidation And Etching On Iron” by Corn79, an 
actual metal plate scarred by chemical agents, featuring the 
characteristic elements of the old handmade geometrical rays 
and currently appearing on scores of building surfaces. The 
Piedmontese selection ends with artist Fabio Petani and his work 
[P[SLK�̧ (UPSPUH��;HYH_HJ\T�6ɉJPUHSPZ¹��̂ OLYLHZ�OPZ�[`WPJHS�̂ H`�VM�
KYH^PUN�NPHU[�ÅV^LYZ�HUK�WSHU[Z��PUJS\KPUN�[OL�YLSL]HU[�JOLTPJHS�
or experience-based elements, on the surfaces of high-rise 
buildings has the shape of a dandelion quelling queasiness as all 
OLYIHYP\TZ�RUV �̂�PU�HU�L_WSVZPVU�VM�JVSVYZ��-YVT�[OL�ÄN\YH[P]L��
drawings-heavy style, one shifts to the graphic minimalism 
espoused by Giulio Vesprini, a real designer of urban landscapes, 
giving structure to structures, within the tryptic of signs and 
colors of its work called “Struttura 33, 34, 39” (Structure 33, 34, 
39); here, it is as if the essential elements took their place in a 
constantly new and surprisingly simple way. They are amazing 
whenever they are painted in cities. La Fille Bertha seduced us 
all towards her world of female shapes, small princesses and 
illustrated dolls, providing her fantastic characters from sheets to 
prints, from gadgets to clothes; whenever they are painted within 
cities they come down from space likely and can transfer to them 
whiteness and disbelief, like in “Suspended”. The essential and 
X\PL[�HYL�THYRLKS`�KPɈLYLU[�MYVT�[OL�TH[[LY�JSHZOPUN�^P[OPU�[OL�
allergic sculptures by Flycat, a longtime Italian member of the 
scene having been a pupil of the early American milieu. Under 
the expert guidance of master Rammellzee, he produced “Letter 
Racer Y1”, a beautiful plastic example of iconoclastic panzerism. 
Another defense of graphemes, and of identity-building letters, 
can be found in certain kind of idolatry venerating their segments, 
curves and counter shapes, as it is the case with the perpetual 
L]VS\[PVU�VM�NYHɉ[P�^YP[PUN��IV[O�VU�WHWLY�HUK�VU�ZRL[JOIVVRZ��
as well as in cities, on trains, obsessively. Dado studies, teaches 
and perfectly shapes all this in his work of art called “La Sfera” 
(The Sphere). Writing may very well remain a cornerstone, from 

NYHɉ[P�^YP[PUN�[V�Z[YLL[�HY[��HUK�[OL�JPYJSL�TH`�IL�JVTWSL[LK�I`�
those who seamlessly paint by writing and write by painting, as it 
PZ�[OL�JHZL�^P[O�AL\Z����ZVTLVUL�^OV�OHZ�UV�MLHY�VM�[OL�PUÄUP[L�
alphabetical, and more recently, textual research on message 
being carried out, as in his “Have no fear of perfection, you will 
never reach it”. It is indeed “Untitled”, but maybe it needs no 
introduction, the closing of the circle the street artist Iabo tributed 
to Keith Haring, an engaging greeting where subject and object 
coincide, within an aesthetic sublimation preventing the loss of 
sense, even when we are in a closed room and surrounded by 
urban experiences.

We believe that, within these mobile works of art, as well as in 
other similar works, streetness can be found; that is to say, a 
ZWLJPÄJ� LZZLUJL�� JVUULJ[LK� ^P[O� [OL� \UPX\L� WH[O� [OL� ZPUNSL�
street artist chose to walk on, from his or her place in the universe 
of urban creativity, to be intended in a wide sense, towards a 
wider production capacity, bringing on a distinct teaching, 
considering the overall art and craftsmanship as well. The single 
authors, whose art is widespread as if it were a sort of common 
school, should indeed leave a mark, in its dimension as a worldly 
moment, and artistic phenomenon and an instance of cultural 
legacy, cross pollinating in a fruitful and not fragmented way other 
human, aesthetic, social and cultural dimensions, themselves 
HISL� [V� ZPNUPÄJHU[S`� Z[YLUN[OLU�HSS� [OL�JVYULYZ[VULZ�VM� H�^PSKS`�
varied artistic current, now approaching its 50th year of age.
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Fig.11 - 2019 artworks by DADO, ZEUS40 and IABO inside UrbanRoom expo

Fig.12 - 2019 artworks by VESPRINI, FLYCAT and LA FILLE BERTHA inside UrbanRoom expo
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Street Art is dead. Again and again. 
Brief State of the (Urban) Art

Mauro Filippi

,THPS!�ÄSPTH\YV'NTHPS�JVT

R.U.S.Co�c�)VSVNUH�������<YIHU�9LJV]LY`�VM�*VTTVU�:WHJLZ!�QHT�H[�[OL�L_�APUJH[\YPÄJPV�)VSVNULZL�VM�=PH�:[HSPUNYHKV�
in response to the exhibition ‘Street Art - Banksy & Co. L’arte allo stato urbano»���WOV[V�JYLKP[!�4�-PSPWWP�
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What do we mean today, in 2019, 
by the label ‘Street Art’?

Is there really anything that still associate Mexican murals, 
New York tags and Brazilian pichação with festivals, 
exhibitions, fairs and millionaire auctions? What links the 
political and media performances of Banksy to the silent 
and detailed decorations of Nespoon, the enormous 
and spectacular installations of Kaws to the tiny and 
ephemeral characters of Slinkachu, or even the powerful 
vandalistic actions of Brad Downey to the shining live 
paintings of Natalia Rak?

ºStreet Art is dead. Long live Street Art’, this was the 
[P[SL� [OH[� [OL� HYJOP[LJ[� .PV]HUUP� *HɉV�� ^P[O� H� Z\I[SL�
polemic vein, gave to one of his books in 2012.

ºStreet Art: where did it all go wrong?’ - Mockup by 
Remi Rough which simulates a collaboration with the 
English artist and writer Harland Miller, known for the 
series of paintings that reinterpret the covers of the classic 
paperbacks by the English publishing house Penguin 
Books. (photo courtesy of the author)

In recent years many scholars and experts have discussed 
[OL�VYPNPUZ�VM�[OL�JVUJLW[�HUK�[OL�KLÄUP[PVU�VM�:[YLL[�(Y[��
without getting to a shared and univocal version. Being an 
PUKLÄUP[L�HUK�JVTWSL_�WOLUVTLUVU��I\[�HIV]L�HSS�PU�[OL�
TPKKSL�VM�P[Z�L]VS\[PVU��P[�HWWLHYZ�VIQLJ[P]LS`�KPɉJ\S[�[V�Ä_�
a date and agree on places of origin. It is certain, however, 
that the term appeared in literature as early as the mid-
80s, when a young Allan Schwartzman published one 
VM�[OL�ÄYZ[�IVVRZ�VU�[OL�Z\IQLJ[�LU[P[SLK�º:[YLL[�(Y[»��;OL�
book, absolutely pioneering, collecting the work of writers 
and artists from New York of the late 70s and early 80s 
in the expressive container of urban creativity, joins 
IV[O�[OL�^VYSK�VM�.YHɉ[P�>YP[PUN�HUK�[OH[�VM�:[YLL[�(Y[��0U�
the last chapter Sir Schwartzman already highlights the 
complex relationship between Street Art and Star System, 
citing artists and writers of the caliber of Keith Haring, 
Jean Michel Basquiat, Lee and Futura.

-YVT�[OPZ�TVTLU[�VU��[OL�VɉJPHS�Z[VY`�VM�:[YLL[�(Y[�Z[HY[Z�
to be associated with that of Hip Hop, as well as cyclically 
claimed also by the followers of the Punk scene. But as 
AAron Rose�HZZLY[Z�PU�[OL�WHNLZ�VM�ºBeautiful Losers’, 
the truth is perhaps in the middle. It would be more correct 
PU�MHJ[�[V�ZWLHR�PU�H�NLULYPJ�̂ H`�VM�H�̂ PKLY�ºStreet Culture’ 
made, not only of music, but also of fashion, skate, tattoo 
and much more. It is no coincidence that, a few years 
later, Marco Tomassini, symbolically responding to the 
^VYR�VM�(HYVU�9VZL�^P[O�[OL�LZZH`�ºBeautiful Winners’, 
tries to highlight the origins of the phenomenon, between 
Punk and Hip Hop, and its growing and controversial 
relationship with the art market and institutions.
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º.YHɉ[P�PZ�UV[�/PW�/VW’: Rime MSK. Taking advantage 
VM�[OPZ�Z[H[LTLU[�� [OL�(TLYPJHU�NYHɉ[P�^YP[LY�Terror161, 
active in New York in the 70s and 80s, maintains with 
THU`�V[OLYZ��[OH[�NYHɉ[P�PZ�UV[�[V�IL�\UKLYZ[VVK�HZ�VUL�
VM� [OL»��HY[Z�VM�/PW�/VW»� �4*PUN��+1PUN��>YP[PUN�NYHɉ[P��
B-boying and Beatboxing) but that this interpretation is on 
the contrary partial and mainly created by the media for 
speculative purposes. (photo credit: Terror161 - Instagram 
Account). 

If The Crass� HSYLHK`� ZHUN� ºPunk is dead’ in 1978, we 
T\Z[� ^HP[� \U[PS� ����� [V� OH]L� [OL� ZWLJ\SHY� ºHip-hop 
is dead’ through the rhymes of the American rapper 
NAS. The reasons of these extreme words, despite the 
temporal delta that separates them, appear very similar 
in consideration of the fact that over the time they have 
become mainstream and have progressively abandoned 
the values of their original reference. These genuine socio-
cultural roots are considered in fact more traditional, pure 
HUK� JVU]LU[PVUHS�� JVTWHYLK�^P[O� [OL� [VKH`»Z�THZZPÄLK�
phenomenon, followed by a too vast, generic and distant 
audience.

The same fate then befell, more or less systematically, 
all the forms of art that experienced a rapid growth. 
Nothing strange, therefore, if for decades now, the same 
OHZ�OHWWLULK�[V�[OL�^VYSK�VM�.YHɉ[P�>YP[PUN�HUK�:[YLL[�
Art, historically and viscerally connected to the above-
mentioned counter-cultural musical genres. They are, 
basically, the same motivations that, in 2012, pushed the 
street artist from Los Angeles Sever to paint on a Detroit 
^HSS�H�SHYNL�JVɉU�^P[O�º:[YLL[�(Y[»�^YP[[LU�VU�P[��JHYYPLK�I`�
its most popular exponents.
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ºThe death of Street Art’: Sever��º;OPZ�PZ�UV[�T`�JP[`»��+L[YVP[�)LH\[PÄJH[PVU�7YVQLJ[��������*HYY`PUN�[OL�JVɉU��̂ P[O�̧ :[YLL[�
Art” written on it, are, from the left, the iconic characters of Barry McGee, Os Gemeos, Shepard Fairey (Obey), Banksy, 
Futura and Kaws.
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When a phenomenon born on the street becomes 
mainstream it is usually accompanied by a constant 
growth of variations, distortions, betrayals and aberrations 
compared with the original aspiration. 

;OL� ÄYZ[� JVUJLW[Z� [V� IL� HɈLJ[LK�� PU� [OL� ÄLSK� VM� :[YLL[�
(Y[�� ^LYL� [OVZL� VM� ºspontaneity and freedom’, often 
HZZVJPH[LK�^P[O�ºephemeral and unauthorized’ actions: a 
:[YLL[� (Y[� JVUZPKLYLK� ºMYLL»� HUK� ºYLILSSPV\Z»�� KPZ[HU[� MYVT�
public or private commissions and from the blackmail of 
visibility. 

But as it often happens, the business, always considered 
the greatest threat to all forms of underground creativity, 
came then to undermine the foundations of the 
phenomenon. This thesis is founded in the belief, probably 
simplistic and radical, that money may vary or even upset 
the spirit and the aspirations appreciated by the faithful and 
the nostalgic. The invisible hand of the market, inevitably 
arriving where the interest of the large public resides 

HUK� [\YUPUN� ]HS\LZ� PU[V� WYVÄ[�� ZVVU� [YHUZMVYTZ� [OL� ZLSM�
production of street clothing into high fashion collection 
and the aggressive throw-ups into simple graphic patterns 
for mass production of consumer items.

(YL� ^L� YLHSS`� SP]PUN� [OL� LYH� VM� [OH[� ºartistic capitalism’ 
mentioned by Gilles Lipovetsky�PU�OPZ�ºThe aestheticization 
of the world’?

In this process the historicization of the subject by scholars 
and experts plays a decisive role: if in 1974 Norman Mailer 
and Jon Naar�W\ISPZOLK�º;OL�-HP[O�VM�.YHɉ[P’ in America, 
NP]PUN� MVY� [OL� ÄYZ[� [PTL� L_WYLZZP]L� HUK� HY[PZ[PJ� KPNUP[`� [V�
the tags - the signatures of teenagers considered by the 
American public opinion of the time only works of mere 
graphic vandalism and urban decay -, it is in the last decade 
that there has been a real boom of thematic exhibitions and 
sector publications, from the Tate Modern to the PAC of 
Milan, passing through the Nuart Festival and the Urban 
Art Fair in Paris.

In 2018 the Swedish artist André, known in the international independent public art scene since the end of the 80s thanks 
to his personal character Mr.A, signed  a whole clothing line for Mango, giving the Spanish clothing brand the commercial 
YLWYVK\J[PVU�VM�OPZ�V^U�HS[LY�LNV��WOV[V�JYLKP[!�4HUNV��7\U[V�-(��:�S���VɉJPHS�ZVJPHS�JHTWHPNU��
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The artistic upgrade of Street Art has led in the last two 
decades to an escalation of street art thefts, such as the 
striking examples of Banksy’s works by now described 
in more than one documentary. Some other artists, such 
as the Italian Biancoshock, have even provocatively 
KLJPKLK� [V� VɈLY� VUSPUL� free tool kits and tutorials on 
how to steal works of art in the street. In Naples since 
2005 the controversial photographer Augusto De Luca 
has been appropriating numerous works of ephemeral 
street art pieces with the declared purpose of preserving 
their integrity threatened by vandalism and atmospheric 
agents. In the same time between Denver and Catania, 
passing through Dordrecht and Rotterdam, Daniele 
Pario Perra� VɈLYZ� workshops for the removal and 
WYLZLY]H[PVU�VM�NYHɉ[P� [see anarchetiquette], symbols 
and signs, with the purpose of protection and private 
collecting.

Some have also requested substantial compensation for 
the unauthorized use of  the image of illegal works in the 
commercials of multinational corporations [see Revoc Vs 
H&M], and others, more recently, have established, on 
the contrary, real schools for the management of thematic 
L]LU[Z��^P[O�SLZZVUZ�VU�[OL�OPZ[VY`�VM�NYHɉ[P��TVK\SLZ�VU�
security of artistic sites [see Oculus by Inward]; there 
HYL� [OVZL�^OV� OH]L� L_WLYPTLU[LK� º�+� ]PY[\HS� WHPU[PUN»��
through live performances in galleries with immersive 
viewers [see Street Levels Gallery in Florence] and 
those who have animated huge murals with spectacular 
video mapping works [see Rebecca Smith with Urban 
Projections]. Finally, there are still those who, like MAUA, 
have proposed the hybridization with Augmented Reality 
technology, creating post-production experiences (in the 
sense described by Nicolas Bourriaud) that digitally 
YL]PZP[�[OL�TL[OVKZ�VM�[OL�º(WWYVWYPH[PVU�(Y[»�
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In 2018 the Spanish artist Escif, invited to exhibit at the Palais de Tokyo, decided to set up an artistic incursion by 
creating his own augmented reality app called .YHɉ[P�@VNH which associated virtual contents to some graphic symbols, 
apparently meaningless, represented in paint on the walls of the exhibition space. Escif then carried out a further virtual 
vandalization by adding secret contents called Tokemon Go that overlapped the works on display signed by the other 
authors. (photo courtesy of the author)
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(SS� [OPZ� OHZ� OHWWLULK� HWWYV_PTH[LS`� PU� [OL� SHZ[� ÄM[LLU�
years, a period in which Street Art has experienced an 
unprecedented media echo and the economic interest has 
grown exponentially, bringing with it also dangerous side 
LɈLJ[Z�Z\JO�HZ� [OL�NLU[YPÄJH[PVU�HUK�[OL�WYP]H[PaH[PVU�VM�
public works. Exactly as for football, even for Street Art, 
we talk today about excessive economic evaluations and 
doped markets, but both in terms of prices and in terms 
of more commercial literature, the scenario remains 
HSTVZ[�TVUVWVSPaLK� I`� [OL� ÄN\YL� VM� )HURZ`. It is no 
coincidence that the last major exhibitions in Italy, both in 
institutional and private locations, have been dedicated to 
OPZ�ÄN\YL�VY�OH]L�H[�SLHZ[�\ZLK�OPZ�UHTL�PU�[OL�[P[SL��3HZ[��
in chronological order, is the exhibition “A Visual Protest. 
The art of Banksy”. It was not authorized by the author and 
comprised over a hundred of his works including paintings, 
prints, photographs, videos, covers and stickers. Also on the 
occasion of this exhibition there was no lack of controversy 
from artists and enthusiasts, so Mr. Savethewall, a former 
sui generis company manager converted to urban art, 
KLJPKLK�[V�Z[HNL�HU�HY[PZ[PJ�WLYMVYTHUJL�JHSSLK�ºStreet Art 
is Dead’, illegally pasting-up posters above the promotional 

ones of the exhibition and revisiting Caravaggio’s “David 
with the head of Goliath” in a Pop key. This last signal 
shows once again that time is now ripe to start a trans-
KPZJPWSPUHY �̀� [OLVYL[PJHS� HUK� TL[OVKVSVNPJHS� YLÅLJ[PVU� VU�
the subject of Street Art and to try to give an order to the 
SHYNL�HTV\U[�VM�]HS\LZ��LɈLJ[Z�HUK�^VYRZ�WYVK\JLK�PU�[OL�
last 40 years of activities.
In this regard it is interesting to note that even the italian 
Treccani Encyclopedia has felt obliged to explicit its own 
KLÄUP[PVU�VM�º:[YLL[�(Y[»�I`�WYVWVZPUN�H�ZLJ[PVU�ZWLJPÄJHSS`�
referring to the “issues about the concept” in which it 
states:

“The global success reached by Banksy, in which 
the media recognize the totem of a new cult-art, catalyzes 
the process of promotional and commercial exploitation of 
the expression  ‘street art’, today weaker and weaker in its 
indisputable meanings but very strong in the elements that 
relate it to a successful brand. This dynamic is provoking 
[OL�LɈLJ[�VM�H�WYVNYLZZP]L�YLQLJ[PVU�VM� [OL�[LYT�I`�HY[PZ[Z�
HUK� V[OLY� VWLYH[VYZ� NYH]P[H[PUN� HYV\UK� [OL� ÄLSK�� ^OV�
defend their independence and distance from speculative 
manoeuvres.”

0U������7HSHaaV�7LWVSP��PU�)VSVNUH��OVZ[LK�[OL�JVU[YV]LYZPHS�L_OPIP[PVU�ºStreet Art exhibition - Banksy & Co. L’arte allo 
stato urbano’, curated by Luca Ciancabilla, Christian Omodeo and Sean Corcoran. The decision to remove and exhibit 
some of Blu’s works without his explicit consent, led the artist to create a performance during which, helped by friends 
and supporters, he deleted, covering them with gray paint, all the works he had previously made in the city. Emblematic 
was considered the choice not  to cover the words “Fuck Street Art” appeared polemically a few months earlier on one 
of his murals. (photo courtesy of Michele Lapini)
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With the intent to clarify terminology issues concerning 
the form, but above all the content, in 2018 Rafael 
Schacter (English anthropologist known as curator of the 
PJVUPJ� HUK� WPVULLYPUN� º:[YLL[� (Y[»� L_OPIP[PVU� H[� [OL� ;H[L�
Modern in London in 2008, and author of “The World 
([SHZ� VM� :[YLL[� (Y[� HUK� .YHɉ[P¹� PU� ������ ^YP[LZ� ºStreet 
to Studio’, a publication in which he reviews the work 
of 40 exemplary international artists, who, starting from 
a research mainly centred on the street, have landed 
over the years at a work more oriented and designed to 
be exhibited within the walls of the classic containers 
VM� HY[�� 0U� KVPUN� ZV�� \UZH[PZÄLK� HIV\[� [OL� � SHILS� º:[YLL[�
Art’, by now unable to describe the new nuances of the 
phenomenon, become too broad and nebulous, Schacter 
coins a new term: Intermural Art��� SP[LYHSS`�ºHY[�IL[^LLU�
^HSSZ»�¶�H�KLÄUP[PVU�[OH[�PU�OPZ�VWPUPVU�JV\SK�OVSK�[VNL[OLY�
.YHɉ[P�>YP[PUN��:[YLL[�(Y[��HUK�*VU[LTWVYHY`�(Y[�

(M[LY�HSS� PU�[OL�ÄLSK�VM�.YHɉ[P�>YP[PUN�ZL]LYHS�[LYTZ�OH]L�
been coined to describe the most advanced components 
VM� [OL� WOLUVTLUVU� Z\JO� HZ� [OL� º.YHɈ\[\YPZT’ or the 
ºG-word’ label created by Swedish researcher Jacob 
2PTIHSS�PU������[V�ZH[PZM`�[OVZL�HTVUN�[OL�NYHɉ[P�^YP[LYZ�
^OV�KV�UV[�L]LU�YLJVNUPaL�[OL�SHILS�º.YHɉ[P»��

But if the concept of 7VZ[�.YHɉ[PZT has been completely 
accepted in the last  years and absorbed among the 
experts, can we say the same for the Street Art? 

After the concept of Neo-Muralism borrowed from the 
Mexicans and appeared over the time in the wake of the 
gigantic pictorial works mostly authorized and made in 
the metropolises all over the world, will the term Post-
Street Art be recognized and accepted in the next years?

Already in 2016 Martyn Reed used this label as the title 
of the exhibition he curated for the Nuart Festival in 
Stavanger, Norway. 

Will Street Art close its doors - as Angelo Milano decided 
to do bravely some years ago, with the Fame Festival in 
Grottaglie, to safeguard its original values - or will it go 
on readapting to its own time, accepting case by case 
opportunities and risks?  

To POSTERS the arduous sentence!
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