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

Editorial 

The SAUC 2017 conference bridged scholarly and practice-
based approaches to urban creativity. This year we included 
H� YHUNL� VM� KP]LYZPÄLK� HJ[P]P[PLZ� [OH[� PUJS\KLK� WYHJ[PJHS�
interventions, roundtable discussions (guest-hosted by 
Nuart), exhibitions, a book launch, and guided visits to sites 
of urban creativity around the city of Lisbon. The impact 
of the practice-oriented activities was particularly positive, 
and generated a strong connection between theory and 
WYHJ[PJL�¶�LɈLJ[Z�[OH[�HSZV�OHK�HU�PTWHJ[�VU�[OL�JVUMLYLUJL�
HUK�[OL�KL]LSVWTLU[�VM� [OL�:JPLU[PÄJ�1V\YUHS��;OL�YO`[OT�
of the debates during the conference was inspiring and 
constructive. The intangible dimensions of the conservation 
VM� NYHɉ[P� HUK� Z[YLL[� HY[�^LYL� YLNHYKLK�I`�TVZ[� [V� OH]L� H�
IYVHKLY� JHWHJP[`� MVY� KLHSPUN�^P[O� NYHɉ[P� HUK� Z[YLL[� HY[� HZ�
heritage, albeit mainly through documentation. Although 
physical conservation was regarded by some as a ‘non-
PZZ\L»� [OPZ� PZ�� PU� MHJ[�� JVUJLW[\HSS`�^OLYL�^L�TH`�ÄUK� [OL�
greatest contemporary challenges – in response to which a 
range of possible solutions were suggested, such as self-
preservation by the creator’s communities. 

7YHJ[PJL�IHZLK� HWWYVHJOLZ� MYVT� [OL� WYVMLZZPVUHS� ÄLSKZ�
of public art and urbanism augmented the academic 
debate. The Lisbon council’s experience was a particularly 
YLSL]HU[� JVU[YPI\[PVU� MVY� [OL� JSHYPÄJH[PVU� VM� [OL� KPɉJ\S[PLZ�
and opportunities associated with institutional practice. 
:L]LYHS� WHY[PJPWHU[Z� LTWOHZPaLK� [OL� PUJVTWH[PIPSP[PLZ� [OH[�
TH`� HYPZL�^OLU�NYHɉ[P� HUK� Z[YLL[� HY[� HYL�KL]LSVWLK� PU� HU�
PUZ[P[\[PVUHSPaLK�THUULY�� 0[�^HZ�HYN\LK� [OH[� [OLZL� MVYTZ�VM�
urban creativity have a valuable capacity for resilience in 
HKHW[PUN�IV[O� [V�H[[LTW[Z� [V� PUZ[P[\[PVUHSPaL��HUK�H[[LTW[Z�
to oppose, these forms of practice. 

Texts from both scholarly and professional/practice-based 
HWWYVHJOLZ�TH`� IL� MV\UK� PU� [OL� :(<*�:JPLU[PÄJ� 1V\YUHS�
Volume 3. The volume also includes contributions from the 
WHY[PLZ�YLZWVUZPISL�MVY�NYHɉ[P�HUK�Z[YLL[�HY[�J\S[\YHS�WVSPJPLZ�
from the Lisbon and Portuguese national government culture 
area. Their presence at the conference and the quality of the 
interventions described made clear the increasing relevance 
of urban creativity in the city of Lisbon and in the national 
and international panorama.  Further, the participation of 
international authors representing curatorial, museological 
and commercial approaches contributed to a 360º perception 
of sustainability practices and conservation problematics. Of 
particular relevance was the delicate line of tension between 
illegal and commercial – which delineates the necessarily 
K\HS� ILOH]PVY� VM� [OL� ÄLSK�� ^P[O� VUL� VYPNPUHS� ZPKL� PUMVYTHS�
and the other formal – challenging the durability of these 
processes. 

The opinions shared in the conference about the production 
of spontaneity raised some provocative questions, in 
response to which a variety of distinct strategies were 
presented – giving emphasis to the where, how, and why, but 
less relevance to the what and who. This volume of the SAUC 
:JPLU[PÄJ�1V\YUHS�[HRLZ�[OLZL�KLIH[LZ�JVU]LYZH[PVUZ�MVY^HYK�
in presenting a series of papers tightly focused on the issues 
of intangible heritage and knowledge transfer, and the range 
of strategic responses to these challenges that could be 
adopted. We hope that this volume is both a timely resource 
and a reminder of the positive and productive debates and 
conversations held at the SAUC 2017 conference.
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So the everyday (as a theoretical and practical arena) 
OHZ�[OL�WV[LU[PHS�HIPSP[`�VM�WYVK\JPUN��UV[�KPɈLYLUJL��
but commonality. It might be that this is where its 
generative ability lies. 

Ben Highmore (2012: 2)

This paper addresses the problem of how to articulate 
accessible public space with a wider awareness of 
P[Z� WVZZPIPSP[PLZ�� )\[� [OLYL� PZ� H� KPɉJ\S[`!� OV^� ZOHSS� [OL�
multidimensional experience of the urban everyday, of 
art in the city and of the subtle strategies of the curatorial 
�9VNVɈ��������ILJVTL�H�TH[[LY�VM�OLYP[HNL��THUHNLTLU[�&�
How can such distinct intangibilities be articulated and fuel 
consciousness in the urban stage and how might awareness 
rise out of the communication of concepts and the production 
VM�ZP[\H[PVUZ�HUK�LUJV\U[LYZ�OHWWLUPUN�VU�[OL�\YIHU�Z[HNL&

I speak from the perspective of Cultural Studies, arguing, as 
a principle and with Ben Highmore that “everyday life studies 
demands the kind of attention to form that is usually reserved 
for art.” (Highmore, 2012: xiii) For Lefèbvre, “it is in everyday 

life and starting from everyday life that genuine creations are 
achieved, those creations which produce the Human and 
to which men produce as part of the process of becoming 
/\THU!�^VYRZ�VM�JYLH[P]P[ �̀¹��1VOUZ[VUL������!�����

1. Contrasting localities
Community-based artworks, for instance, are indisputably 
JV�JYLH[P]L� TVKLSZ� MVY� JVUJYL[L� SVJHSPaLK� JVTT\UP[PLZ� [V�
co-enunciate both locality and a global meaning, sometimes 
in eloquent intercultural interaction. Street-based social 
awareness becomes visible in many other sorts of urban 
PU[LY]LU[PVUZ�PU�[OL�ÄLSKZ�VM�WLYMVYTHUJL�HUK�[OL�]PZ\HS�HY[Z��
some led by the State, others by invisible urban players.

It is within this emerging narrative of inclusive articulation 
that all sorts of grassroots cultural projects, in particular 
those implying the practice of everyday life spaces (de 
Certeau, 1984) can appropriate the local to turn it a part of a 
global conscience. Interdependent of the knowledge of how 
UL[^VYRZ�JHU�IL�\ZLK�[V�KLZPNU�H�JVSSLJ[P]L�OVYPaVU��[OLZL�
spatial practices, despite their very diverse typologies, have 
ILJVTL�ZVTL[PTLZ�H�WHY[�VM�TVYL�VY�SLZZ�VɉJPHS��WVSP[PJHS��
discourse. 

  Articles
 

Caring for creative possibility: Locality as heritage

Agata Wiórko
7O+�JHUKPKH[L�H[�*H[OVSPJ�<UP]LYZP[`�VM�7VY[\NHS�HUK�1\UPVY�9LZLHYJO�H[�*,**��;OL�9LZLHYJO�*LU[YL�MVY�*VTT\UPJH[PVU�HUK�
*\S[\YL��:JOVVS�VM�/\THU�:JPLUJLZ�c�<*7"�:JOVVS�VM�/\THU�:JPLUJLZ�c�<*77HSTH�KL�*PTH���� �����30:)6(���769;<.(3 
+VJ[VYHS�9LZLHYJOLY�PU�[OL�7O+UL[�WYVNYHTTL�H[�1\Z[\Z�3PLIPN�<UP]LYZP[`�PU�.PLZZLU��,\YVWLHU�7O+UL[�¸3P[LYHY`�HUK�
*\S[\YHS�:[\KPLZ¹"�,\YVWLHU�7O+UL[�¸3P[LYHY`�HUK�*\S[\YHS�:[\KPLZ¹�(S[LY�:[LPUIHJOLY�>LN��������� ��.PLZZLU
agatawiorko@gmail.com 
 
Abstract
This paper addresses the problem of how to articulate the notions of heritage and locality, while looking at accessible 
public space as the ground for the awareness of its possibilities. Acknowledging the importance of scattered creative 
and co-creative experiments – spatial and political practices which are seen as proposals with great cultural value – 
what is proposed is a challenge: to look at neighborhoods as players in a more densely connected urban narrative. The 
^H`�OLYP[HNL� PZ� YLPU[LYWYL[LK�HWWLHYZ� [OLU�HZ� H� JP[PaLUS`� JVU[YPI\[PVU� MVY� H�TVYL�KP]LYZL�\YIHU� ZLUZLZJHWL��^OLYL� ]HS\LZ�
such as vicinity or provocation can become operative. A major conclusion is that an ethics of the curatorial – as implied 
PU� [OL�JVUJLW[�I`� 0YP[�9VNVɈ�¶� PZ� [OL�IHZPZ� MVY�H�WYHNTH[PJZ�VM� [OL�\YIHU�YLHST�^OLYL�OLYP[HNL�JHU�OH]L�H� futurant sense. 
 
Keywords: Public Space, Culture, Curatorial, Heritage, Locality, Spatial Practice



So the attention shifts from the global to the local which is 
appearing must ground its reasoning in a better and better 
\UKLYZ[HUKPUN� VM� H� NSVIHSPaLK� ^VYSK� HUK� P[Z� T\S[PSH`LYLK�
narratives – both in their ‘positive’ and ‘negative’ practical 
consequences, be it within the perspectives of critical 
scepticism (Critical Theory) or in the sphere of motivational 
entrepreneurialism (Creative Industries). The city, also as an 
ecosystem of values and ethical positions, demands from 
JP[PaLUZ�HUK�[OL�\YIHU�WV^LYZ�[OH[�IL�[V�YLJVNUPaL�[OL�THU`�
faces of pluralism (Nawratek, 2012).

There is then something intangible in common between 
projects like Fábrica Braço de Prata (a cultural factory 
mentored by a renowned philosopher) and Travessa da 
Ermida (a venue for culture and art owned by an esteemed 
ophthalmologist). The added value that these projects lend to 
the city, and in particular to its neighbourhoods, comes from 
[OLPY�WV[LU[PHSS`� PU[LY[^PULK�WLYZWLJ[P]LZ��^OPJO�TH[LYPHSPaL�
as free-access urban cultural concepts, but only as long as 
their contrasting identity is kept dynamically clear.

2. It’s happening in the neighborhood
Lisbon has witnessed new movements such as municipal 
LU[P[PLZ� WYVTV[PUN� Z[YLL[� HY[� �.(<�� VY� MVZ[LYPUN� JP[PaLU�
participation in local partnerships (BIP ZIP programme). 
On the other hand, the recent popular upheaval against the 
demolition of an old building in Praça das Flores should 
not be understood independently of a distant fact: a group 
of cultural managers, architects and other members of 
the community activating a whole area of Ponta Delgada 
by means of the ’Quarteirão’ – an expression where the 
vernacular fully overlaps the limits of the intervention (a city 
block), in expressive transparency.

;OH[»Z�^O`�ZTHSS�VYNHUPaH[PVUZ�SPRL�7HSmJPV�)LSTVU[L�¶�Y\U�
by a free-thinking economist and self-styled landscape 
JVSSLJ[VY� ¶� JYLH[L� [OLPY� V^U� ]LY`� ZWLJPÄJ� \YIHU� J\S[\YHS�
intervention and communication strategies, completely 
‘separated’ but also parasitically ‘integrated’ in the urban 
narrative (of Lisbon, and of Lisbon as touristic destination in 
particular), both questioning and challenging policies while 
fuelling their discursive potential by means of ambiguity or 
even controversy.

We know from human geography or urbanism that 
any dynamic city is a balance of density, diversity and 
complexity. But still, it is an ever-present philosophical 
JOHSSLUNL� [V� RUV^� OV^� [V� JVU[PU\HSS`� YLKLÄUL� JVTWSL_P[`�
in a world where hegemonies such as those of commerce 
and industry disturb the transformative powers of locality. 
Here the concept of hegemony (Laclau, 1996) can become 
highly operative. This means inventing and more or less 
regularly communicating practices for dealing not only with 
the dimension of particularity, but also, and in particular, with 
the dimension of time in urban life, which of course implies 
introducing the idea of our critical understanding of heritage 
(heritage being a result and a legacy of the awareness of 
time, independently of its scope).

3. Sensing a future
Because urbanity is, amongst other things, about activating 
the senses, and aesthetic participation in the world is still a 
JY\JPHS�LUKLH]V\Y�[V^HYK�H�JVTWSL_�PKLH�VM�JP[PaLUZOPW��[V�
interpret and then participate in urban reality is then a crucial 
HZWLJ[�VM�JYLH[P]L�JP[PaLUZOPW��HUK�UV[�VUS`�[V�WYVK\JL�UPJL�
things to embellish the latest hostel or barber shop – even 
^OLU�[OLZL�YLHJO�OPNO�SL]LSZ�VM�HY[PZ[Y`�VY�KLZPNU�WYVÄJPLUJ`���
The problem is frequently one of an impossible translation, 
one that is frequently ‘lost’: the past into the future. Memory 
into engagement. The moment back to the historical. For 
Carlos Fortuna (1996), it is about choosing now, in the pure 
contingency of the present moment, what to share with 
M\[\YL�NLULYH[PVUZ�� PU�H� [PTL�KLÄULK�I`� [OL�Å\_�NLULYH[LK�
by the Internet.

The void, along with multifunctional takes on the materiality 
of the built environment – approaches that many planners 
and politicians seem to fear – is for instance as inspiring as 
the consolidated city when it comes to breathing life into 
the urban fabric. Now, what is crucial is to study the ways 
this emerges in terms of our sensorial life. Along with the 
emergence of critical endeavors such as vertical urbanism 
(Campos, 2011) what is at stake are the means of a 
redistribution of the urban sensible (to paraphrase Rancière, 
2014), the idea of sensescape in Landry (2012) is here an 
absolutely precise, and at the same time highly captivating 
concept, because, in its straightforwardness, anyone can 
appropriate it.
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4. Cultural developments
Each new project with urban cultural relevance must then 
WVPU[� [V� H� ZWLJPÄJ� HWWYVHJO�VM� JLY[HPU� \YIHU� LSLTLU[Z�·�
for instance endangered heritage, buildings or traditions 
whose value is not adequately acknowledged, or simply 
a funding opportunity that a set of partners could try to 
L_WSVYL�� 0[� PZ� HIV\[� ZLPaPUN� [OL� VJJHZPVU� I`� TLHUZ� VM� H�
YLJVUJLW[\HSPaH[PVU�VM�ZOHYLK�ZWHJL��TLTVY �̀�PKLU[P[ �̀�VY��VM�
course, the immaterial character of an atmosphere.
We could remind ourselves here of Charles Landry’s (2012: 
13) idea of “urban literacy” (understanding how places work). 
There is a whole jargon available here, which goes from the 
more active perspectives – Cirugeda’s recetas urbanas, for 
L_HTWSL� ¶� [V� JH[LNVYPaH[PVUZ� Z\JO� HZ�4HY`� 3V\PZL� 7YH[[»Z�
JVUJLW[� VM� JVU[HJ[� aVULZ� ¶� ^OLYL� ]HYPV\Z� PKLU[P[PLZ� HYL�
taken up, protected, discombobulated and played out 
(Green, 2003: 27).

So, there is thus a global community highly aware of the 
issues of locality and at the same time struggling for their own 
^H`Z�[V�JVWL�̂ P[O�NSVIHSPaH[PVU��6U�[OL�V[OLY�OHUK��2Ya`Za[VM�
Nawratek (2012: 69) says that when considering the city as a 
biopolitical machine there are incorporeal (law) and material 
(urban fabric) factors that “shape human behaviour, sustain 
interpersonal relationships – and, in general, shape a certain 
[`WL�VM�O\THU�ILPUN�HZ�H�JP[PaLU��VY�\ZLY�VM�H�JP[ �̀¹�

6UL� TPNO[� YLÅLJ[� [OLU� VU� OV^� \YIHU� HY[� PUÅ\LUJLZ� [OPZ�
process and even takes part in its policies. For the inspiration 
and creation process of urban scape interventions it is 
highly important to investigate the local palimpsest of the 
city fabric – crossing its multilayered structures, in social, 
historical, and geographical senses. Take the example of the 
activity of Palácio Belmonte in the surrounding ruins at Pátio 
de D. Fradique. 

In recent years, the production of large scale artworks 
�+PZVYPLU[LK�7H]PSPVU��I`�*HTPSH�*H|LX\L�� PU�����"�;OPUNZ�
to Come, by Stefan Kornacki, in 2015) strikingly transformed 
the atmosphere of the place for months, by ephemeral 
installations which obviously both enriched the experience 
VM� [YH]LYZPUN� [OL� WSHJL�� UV� SLZZ� [OHU� P[Z� W\ISPJP[`"� Z\JO�
ephemeral aesthetic improvements were an added value 
[OL� V^ULY� VM� [OL� 7HSHJL� THUHNLK� [V� VɈLY� [V� [OL� N\LZ[Z�
of his Alojamento Local (Local Accommodation). A highly 
ZWLJPÄJ� ZWH[PHS� JVUÄN\YH[PVU� �YLTHPUZ� VM� [OL� LPNO[LLU[O�

century earthquake) thus becomes an infrastructure for 
ongoing symbolic renovation. The complexity of the results 
is enormous, when one considers the sheer amount of 
passersby of all sorts of nationalities, and the way that a 
private entrepreneur interacted with the narrative of the 
district and the neighbourhood – the iconic Castelo area.

 A particularly rhetorical statement of this attitude was a 
ºZHPS»� PUZ[HSSLK� VU� [OL� [LYYHJL� �H� ^VYR� I`� 1HUH�4H[LQRV]H�
Middleton): in that privately owned area, a beautiful terrace, 
]PZPISL� MYVT�HMHY�� SPRL�H� ÅHNZOPW�� [OL� PUZ[HSSH[PVU� [\YULK� [OL�
huge building symbolically into a vessel. Furthermore it 
should be noted that in this gesture Belmonte – internationally 
acknowledged for a skilled tradition-based renewal (heritage 
craft) – demonstrated how an intuitive curatorial and art 
production strategy within a long-term commitment to 
heritage and identity can be productively mixed with short-
term provocations.

This is in line with a note by Carlos Fortuna: 

There is a futurant sense in heritage, sometimes 
unexpected, which can be passed to the next 
generations. The only condition is that it does not 
remain a prey of the action and the rhetoric of the 
nostalgic touristic market. (Fortuna, 2016: 7) 

This leads me to praise the virtues and virtualities of the 
curatorial, when it manages to convey aspirations of diverse 
JVTT\UP[PLZ�HUK�WHY[ULYZOPWZ� PU�KPHSVN\L��@V\�KVU»[�L]LU�
need the works to be conversational (Kester, 2005) – in 
the sense of imposing a top-down dialogism – it is good 
enough to let diverse agents acknowledge a certain degree 
of (non-)participation (the idea, in Babo (2015) of the public 
as an activated entity). In some cases, the process can start 
following political decision” (Lorente, 2002: 94), which is 
of great interest in the realm of contemporary policies for 
sustainable cities.
 
One could argue that in this regard, if/how/when art is 
fuelling the vitality of the neighborhood, the mere fact that 
artistic interventions interrupt the local everyday, leads not 
VUS`�JP[PaLUZ��I\[�HSZV�WVSPJ`�THRLYZ��[V�YLHJ[��0[�PTWVZLZ�HU�
aesthetic challenge, an activation of opinion. 

8
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5. Conclusion(s) 

>L�ULLK�[V�ÅLZO�H�UV[PVU�VM�HLZ[OL[PJZ�HZ�P[�TPNO[�PTWHJ[�
VU�[OL�[OLVYPaPUN�VM�L]LY`KH �̀�
Ben Highmore (2002: 19)

In many of the cases I have studied, artistic and urban culture 
projects somehow generate folds in the tiring or at least 
inconsequent narratives of tourism (or politics), while not 
completely losing their connection to valid grand narratives 
(from Community to Tradition or Myth).

One could argue that local inventions like the ones I have been 
mentioning are contributing to a certain competitiveness 
IHZLK� VU� SVJHSP[`� ¶� HUK� ZWLJPÄJHSS`� SVJHS� OLYP[HNL� ¶� [OH[�
ultimately could contribute to more diversity in public life. 
As Landry (2012: 29) states, “the public realm acts as the 
connective tissue within which the buildings forechords and 
streets a pattern of mosaic. The urban design knits the parts 
of the city together into a more seamless whole, so each 
element gains from its proximity to the next.” This is where 
density appears related to complexity (richness of localities), 
while contributing to turn the public realm into a public 
experience of a potentiality democratic diversity. But this, of 
course, only if ultimately the authorities in charge manage 
[OL�KPɉJ\S[�TP_�VM� JVU[YVS� HUK� MYLLKVT� [V�IVVZ[� JYLH[P]P[`�
while not killing its creative power. 

After all, heritage is always envisaged by each epochs’ 
driving forces and we are never sure about which are the most 
insightful). For Fortuna, the notion of heritage is intrinsically 
presentist (Fortuna, 2016: 7). So, it is up to the management 
of culture to create platforms for broad and comprehensive 
debates to deepen our knowledge of urban public spaces 
and broaden the possibilities for neighborhoods.

My perspective oscillates between critical positions and a 
pragmatic renewal perspective. I wonder how to reconcile 
these two valid perspectives, when deeper philosophical 
PUZPNO[Z� HYL� KPɉJ\S[� [V� [YHUZSH[L� PU[V� PTTLKPH[L� WSHUUPUN�
HJ[PVUZ"� ^OPSL� PTTLKPH[L� WSHUUPUN� HJ[PVUZ� HYL� [VV� VM[LU�
fuelled by conventional ideas of the city and the needs of 
the people. 

I just wonder where to stand, if one could ask me where 
to be. For in the urban scape we are challenged to face 

immediate and strategic issues, within broader or tighter 
senses of temporality. That is no less what an architect like 
:PaH�=PLPYH�YLJLU[S`�KLTVUZ[YH[LK�PU�[OL�=LUPJL�(YJOP[LJ[\YL�
Biennale: a value as important for any street as neighbor-ness 
�]PaPUOHUsH��� HWWLHYPUN� HZ� H� ]HS\L� [OL� \YIHU� WYVMLZZPVUHS�
HUK� UV� SLZZ� HU`� JP[PaLU� ULLKZ� [V� [HRL� PU[V� JVUZPKLYH[PVU��
For Grande and Cremascoli (2016) the mechanisms to save 
TH[LYPHS� OLYP[HNL� KV� L_PZ["� I\[� UV[� [V� ZH]L� [OL� PTTH[LYPHS�
OLYP[HNL� VM� WLVWSL� HUK� JP[PaLU� YLSH[PVUZ�� HZ� WYVNYLZZP]LS`�
conquered along history (many times painfully). It has always 
been a history where vicinity, tolerance and multiculturalism 
were not given, but fought for. For Grande and Cremascoli 
(2016) as arguably for Steiner, that is even the basis for any 
idea of Europe.

=LY`� PU[LYLZ[PUNS �̀� [OLZL� PZZ\LZ� HYL� KPɉJ\S[� [V� HWWLHY� HZ�
PUKP]PK\HS�I\PSKPUN�ISVJRZ�VM�H�SHYNLY�WHUVYHTH"�PU�HU`�JHZL�
P[� PZ� PTWVY[HU[�[V�YLTPUK�[OL�YLHKLY�VM�[OL�KLÄUPUN�HZWLJ[Z�
VM� [OPZ�WYVJLZZ�VM�:PaH� PU�=LUPJL�� 0[� [LSSZ�H� SV[�HIV\[�OV^�H�
multidisciplinary and collaborative take on the territory and 
all its potentiality can create situations which shed light on 
the present, the future and the past (as a creative way to 
acknowledge many dimensions of the challenges implied).  
 
Nuno Grande, the curator, tells an important tale: 

Following an invitation by the Ministry of Culture of 
the Portuguese Government to curate the contents 
for the pavilion of Portugal in the 15th Architecture 
Biennale 2016, we decided to present a proposal 
which could interact directly with the physical and 
social fabric of that city, exposing, simultaneously, 
what is happening in other European ‘vicinities.’ 
(Grande & Cremascoli, 2016: 35)

Further, according to Grande:
-HJPUN�[OL�PTWVZZPIPSP[`�VM�YLHSPaPUN�[OL�7H]PSPVU�VM�
Portugal in the heart of the Biennale – in the space 
of the Giardini or the Arsenale where the country 
KVLZU»[� OH]L� H� Ä_LK� ]LU\L� ¶� ^L� WYVWVZLK� [V�
SVJHSPaL�P[�PU�HU�L_WLJ[HU[�ZP[L�PU�=LUPJL��[OLYL�̂ OLYL�
the Portuguese representation could contribute to 
interpolate the remaining Venetian neighbors. The 
chosen space was Campo di Marte, in the island of 
Giudecca, less exposed to the touristic and artistic 
pressures generated by the Biennale (Grande & 
Cremascoli, 2016: 35).



What is striking in this proposal is the fact that it 
originated from an unusual cooperation between 
local inhabitants, architects, authorities and 
the Italian Institute for Social Dwelling (ATER), 
WYV]VRPUN� H� JOHUNL� PU� [OL� OVYPaVU!� [OL� ULLK� MVY�
the authorities to do something about the renewal 
of the area. What here is possibly just generating 
more artistic and architectural pressure in the area 
is always an issue, but no less important is the fact 
that a cohesive gesture generates a public sphere, 
since action provokes all sorts of reactions. Such 
manifestations of projectual wit may lead to the 
social and public acknowledgement that the city is 
a grammar that potentially any agent, individually or 
collectively, can try to deal with. In the very words 
of Grande, “the Portuguese participation went 
beyond a mere representation of architecture to 
appear in the public realm as a manifest on the idea 
of vicinity.” (Grande & Cremascoli, 2016: 35)

Arguably, there is a lot of work to be done in order to 
translate the exceptionality of what one learns in Venice 
(or an alley in Lisbon such as Travessa da Ermida – where 
continuous cultural activity includes artistic projects (street 
art interventions, public sculptures) and, most strikingly, the 
innovative reinterpretation of mythical public space thorough 
narrative thinking (Caeiro, 2014: 191), or a lost secret gem of 
locality as the Palácio Belmonte) into the broader reality of 
cities. Maybe it is the communication potential of portals – 
places where past and future meet without touching (Morton, 
13) – that ultimately fuels the contact between distant worlds.

The narratives behind being a city-user are today as vague 
as they are inoperative, when not adequately put into 
perspective by the agents involved. Seixas (2016) who was 
JVUJLYULK� ^P[O� Z\JO� ZVTLOV^� WHYHS`aPUN� OL[LYVUVT �̀�
\S[PTH[LS`�MVY�[OL�ILULÄ[�VM�ZOVY[�ZPNO[LK�J\S[\YHS�I\ZPULZZLZ��
reminds us that cities are noteworthy accumulators of 
human energy (Seixas, 2016: 57) and thus our responsibility, 
as managers of places and carers for their vitality, is to make 
sure the ecosystems of locality can overcome the most 
OLNLTVUPJ� NSVIHSPaH[PVU� PUK\Z[YPLZ� PU� VYKLY� MVY� H� IV[[VT�
up industry of hegemonic locality to redeem our forgotten 
urbanity. The ethics of the curatorial, and its care for a long 
terms commitment to the aesthetic of urbanity, could be a 
response to a situation where many spaces in the city “fall 
prey to exogenous, sudden and violent transformations, 
where a rhetoric of connectivity between the individual, 
territory and urbanity is absent” (Seixas, 2016: 61). 

That is what art – and all the civic arts in particular – has 
always taught us, to learn to be surprised by the everyday 
landscape. Moreover: art redistributes the city, even – or 
better said, particularly – when it is disguised as the most 
humble response to local needs, the creative origin of the art 
of the urban. I would say that the changes needed could be 
NYV\UKLK�VU�[OL�IHZPZ�VM�H�ZWLJPÄJ�WYHJ[PJL!�[OL�[YHUZSH[PVU�
VM�JVUJLW[\HS�]HS\LZ�PU[V�SP]PUN�TVKLSZ�MVY�JP[PaLU�LUJV\U[LYZ�
and motivating narratives.
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1. Introduction
The concept of ephemerality has been used in the last 
decades as the opposite of memory preservation. In fact, 
[OL�ÄYZ[�^VYRZ�JHYYPLK�V\[� PU� [OPZ�JVU[L_[� PU[LUKLK� [V�ÄNO[�
[OL�L[LYUHSPaH[PVU�WYVJLZZ�[OH[�PZ�[`WPJHS�VM�T\ZL\T�VIQLJ[Z��
However, we have been witnessing the failure of this concept, 
leading to the risk of disappearance of the material memories 
of contemporary art, which often hides behind this principle 
VM�LWOLTLYHSP[`�ILJH\ZL�VM� [OL�KPɉJ\S[PLZ�HZZVJPH[LK�^P[O�
the material preservation of its conceptual ideas. 
Contemporary mural paintings, which proliferate on the 
walls of our cities, are an example of this reality. Whether 
they are done in a marginal or in an institutional context, 
we note that many emblematic examples, executed by 
internationally known artists, are gradually disappearing. 
These events are mirrored in newspaper news, and they are 
also the target of numerous comments in the internet social 
pages, where ideas and principles related to the concept of 
cultural heritage can be perceived. In some countries, legal 
measures have already been taken to protect works seen as 
symbolic by local and international communities (Schilling, 
����"�9H`ULY���������

A careful analysis of some paintings done in a marginal 
JVU[L_[��^OPJO�^LYL�YLJVNUPaLK�MVY�[OLPY�HY[PZ[PJ�]HS\L�H[�HU�
institutional level, shows us that there are parallel processes 
VM�Z`TIVSPJ�PKLU[PÄJH[PVU�[OH[�J\STPUH[L�PU�[OL�WYLZLY]H[PVU�VM�
these paintings. Despite the non-compliance with the normal 
procedures used in the western context, the process of 
turning these elements into heritage, as well as the measures 
taken to preserve them, end up guaranteeing the symbolic 
permanence of the painting in the wall. Their value may 
IL�KLÄULK�K\L� [V� [OLPY�L_PZ[LUJL�HZ�LSLTLU[Z�VM�OPZ[VYPJHS�
TLTVY �̀� YLWYLZLU[PUN� [OL� ÄYZ[� THUPMLZ[H[PVUZ� VM� NYHɉ[P� PU�
Portugal, due to their connection with important artists or, 
even, due to their origin as monuments erected in memory 
of someone who died unexpectedly. We are witnessing a 
WYVJLZZ�[OH[��PU�P[Z�NLULZPZ��MVSSV^Z�PU[LYUH[PVUHS�KLÄUP[PVUZ�
of the concept of cultural heritage, in which the community is 
responsible for identifying its symbolic elements and for their 
management and preservation.

 

Why can’t our wall paintings last forever? 
The creation of identity symbols of street art 1
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Abstract
The concept of ephemerality has been used in the last decades as the opposite of memory preservation. In this article, I seek to 
\UKLYZ[HUK�[OL�]HSVYPaH[PVU�VM�Z[YLL[�HY[�HZ�J\S[\YHS�OLYP[HNL��HZ�̂ LSS�HZ�[OL�Z[YH[LNPLZ�[OH[�OH]L�ILLU�HKVW[LK�MVY�P[Z�WYLZLY]H[PVU�
in a non-institutional context.

 
Keywords: 7\ISPJ�:WHJL��7YLZLY]H[PVU��(\[OLU[PJP[ �̀�.YHɉ[P��*\S[\YHS�/LYP[HNL

����;OPZ�HY[PJSL�^HZ�IHZLK�VU�H�JVTT\UPJH[PVU�OLSK�VU�1\UL�����������H[�[OL�3PZIVU�:[YLL[�(Y[��<YIHU�*YLH[P]P[`�¶�0U[LYUH[PVUHS�*VUMLYLUJL��
at the Faculty of Fine Arts of the University of Lisbon. Later, a proposal for a deeper refection on this subject came out, within the scope of the 
0U[LYUH[PVUHS�*VUMLYLUJL�¶�7\ISPJ�(Y[�PU�[OL�+PNP[HS�*YLH[P]P[`�,YH��VYNHUPaLK�I`�[OL�*H[OVSPJ�<UP]LYZP[`�VM�7VY[\NHS�¶�7VY[V��VU�(WYPS����HUK�� ��
������^OPJO�YLZ\S[LK�PU�HU�HY[PJSL�^YP[[LU�PU�7VY[\N\LZL�[P[SLK�¸,MLTLYPKHKL�]Z��TLT}YPH�¶�5V]VZ�WYVJLZZVZ�KL�WH[YPTVUPHSPaHsqV�KH�Z[YLL[�HY[�
¸��.P]LU�[OL�PUP[PHS�JVU[L_[�VM�[OLZL�YLÅLJ[PVUZ��HU�,UNSPZO�]LYZPVU�VM�[OL�ZHTL�[L_[�PZ�W\ISPZOLK�PU�[OPZ�QV\YUHS�
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2. Cultural heritage and identity 
(Z� ^L� HUHS`aL� [OL� PU[LYUH[PVUHS� JOHY[LYZ�� HZ� ^LSS� HZ� [OL�
U\TLYV\Z� W\ISPJH[PVUZ� HUK� YLÅLJ[PVUZ� VU� [OL� Z\IQLJ[�� ^L�
witness the evolution of the concept of Cultural Heritage 
throughout the 20th century. It started by the individual 
element valuation, attributed by a given social class, within 
]LY`� KLÄULK� WHYHTL[LYZ�� I\[�� NYHK\HSS �̀� P[� VWLULK� [V� [OL�
JVUJLW[�VM�¸NVVK¹�PKLU[PÄLK�I`�H�JVTT\UP[`�^OV�LUQV`Z�P[�
HUK�NP]LZ�P[�H�]LY`�ZWLJPÄJ�Z`TIVSPJ�TLHUPUN�YLSH[LK�[V�HU�
0KLU[P[`�]HS\L��>L�HYL�Z[PSS� [Y`PUN�[V�\UKLYZ[HUK�[OL�KPɉJ\S[�
resolution problems associated with this change of direction, 
especially in what concerns the preservation of these 
elements.

Among the various international regulations, we can refer to 
the Charter of Krakow 2000 – Principles for the Conservation 
HUK�9LZ[VYH[PVU�VM�)\PS[�/LYP[HNL��̂ OLYL�̂ L�ÄUK�[OL�MVSSV^PUN�
KLÄUP[PVU!

Heritage is that complex of man’s works in which 
H�JVTT\UP[`�YLJVNUPaLZ�P[Z�WHY[PJ\SHY�HUK�ZWLJPÄJ�
]HS\LZ� HUK� ^P[O� ^OPJO� P[� PKLU[PÄLZ�� 0KLU[PÄJH[PVU�
HUK�ZWLJPÄJH[PVU�VM�OLYP[HNL�PZ�[OLYLMVYL�H�WYVJLZZ�
related to the choice of values. 
(The Charter of Krakow 2000)

-HY�MYVT�H�ZL[�VM�WYL]PV\ZS`�KLÄULK�H[[YPI\[LZ�^OPJO�KPJ[H[LK�
the values of an object granting it the status of heritage, this 
PKLU[PÄJH[PVU� PZ� UV^� NV]LYULK� I`� T\JO� SHYNLY� JVUJLW[Z��
resulting in an increase of objects or events to which this 
status can be attributed. Cultural heritage is now seen as 
[OL�YLÅLJ[PVU�VM�H�JVTT\UP[ �̀�^P[O�[OL�TPZZPVU�VM�[HRPUN�[OL�
past to future generations, in order to explain to them their 
WYLZLU[� [PTL� �(]YHTP�L[�HS�������!����"�>L�UV� SVUNLY�ZLSLJ[�
objects only from the past, but also those of the present. We 
HYL�[OL�VULZ�^OV�KLÄUL�^OH[�^PSS�YLWYLZLU[�\Z�PU�[OL�M\[\YL��
and what is the best image for our descendants to know who 
we once were and to understand themselves:

;OPZ� Z[H[L� VM� HɈHPYZ� PZ� [OL� WVZ[TVKLYU� JVU[L_[��
where today’s “lifestyle” is being transmuted into 
tomorrow’s “cultural heritage,” and it prompts the 
PKLU[PÄJH[PVU�VM�H�U\TILY�VM�PU[LYLZ[PUN�[OLTLZ�[OH[�
are potential sites for the invention of new heritage 
(Pearce, 2000: 63).

This extension of the concept and, especially, of the temporal 
spectrum in which these goods are to be kept, raises new 
questions to be solved in terms of their preservation. The 
interventions’ modus operandi has changed and will continue 
to evolve (Avramamon et al., 2000: 7), as does society, 
^OPJO� ]HS\LZ� NVVKZ� HUK� OHZ� KPɈLYLU[� L_WLJ[H[PVUZ� HIV\[�
their symbolic message. This results in an arbitrary object 
of interpretation and changes the criteria for an eventual 
restoration intervention. We mark the object with our version 
of the future, where it will be interpreted considering its 
transformations over time, and depending on the social and 
cultural context of those who were previously responsible for 
its maintenance. This valuation can be positive or negative, 
and it will be the resultant version of this interpretation that 
we will pass onto our successors, whether it may be one of 
preservation or of degradation (Lowenthal, 2000: 23).

According to François Hartog (2006), this urgency to 
safeguard as many elements from our presence as we can, 
as if we were afraid of losing our collective memory, or even 
our individual one, is the result of a confusion of times. In 
fact, this vertigo in taking measures for the preservation of 
the objects that represent us may be related to the rapid 
social and technological evolution of the last decades. “The 
past has become much closer and the future is tomorrow” 
(Alves, 2014: 22).

Gradually we are witnessing the appearance of new types 
of heritage, designated as “Emerging Heritage” by Marie 
)LYK\JV\���������PUJS\KPUN�PUK\Z[YPHS��[LJOUPJHS�HUK�ZJPLU[PÄJ�
heritage, in which contemporary art should also be integrated.  
 
The preservation of contemporary works of art is not a recent 
concern. Since the 19th century, when technological practices 
began to change, artists have been expressing their concern 
about the maintenance of their works. Duchamp himself is a 
good example of this. Despite the apparent contradiction in 
OPZ�WYVK\J[PVU�TL[OVKZ�[OLYL�PZ�H�YLÅLJ[PVU�VU�[OPZ�Z\IQLJ[��
which led to the use of more durable materials and techniques 
�7VOSHK���������6U�[OL�V[OLY�OHUK��[OL�KLTH[LYPHSPaH[PVU�VM�
art has caused several problems in its preservation, not only 
because of the prevalence of the concept over the form, but 
also because of the poor quality of its materials.
As ephemeral art seeks a transient state, a birth and a death, 
it opposes itself to the concept of a museum object, for which 
preservation is a top priority – as if the piece could become 



¸MYVaLU¹�MVY�[OL�LUQV`TLU[�VM�M\[\YL�NLULYH[PVUZ��(S]LZ������!�
22). However, and despite these creators’ will, we often see 
objects of ephemeral art entering this “institution”, even 
with the permission of the artist, and this new framework 
creates numerous problems for those responsible for their 
preservation within the Museum. 
Recently, street art has joined this group. Its multiplication 
throughout the streets of the city, as well as its symbolic 
importance within a marginal group, results in the assignment 
of new values that led to the development of many studies, 
^P[O�JVU[YPI\[PVUZ� MYVT�]HYPV\Z�HYLHZ�� 0U�H�KPɈLYLU[�WHWLY��
we established a parallelism with the principles enumerated 
by David Throsby (2000: 29). At the time, we highlighted the 
aesthetic value, related to the development of a new taste, 
PKLU[PÄLK�I`�UL^�NLULYH[PVUZ"�[OL�ZWPYP[\HS�]HS\L��H[[YPI\[LK�
[OYV\NO�[OL�Z`TIVSPJ�PKLU[PÄJH[PVU�VM�[OL�LSLTLU[Z�[OH[�HYL�
YLWYLZLU[LK�HUK�[OL�TLZZHNLZ�[OL`�JHYY`"�[OL�ZVJPHS�]HS\L��
through which a connection with the “other” is made and 
H�ZLUZL�VM� PKLU[P[`�JHU�IL� MV\UK"� HUK� [OL�Z`TIVSPJ� ]HS\L��
ILJH\ZL� P[� YLÅLJ[Z� H� NLULYH[PVU»Z� ZLUZL� VM� PKLU[P[`� �(S]LZ��
2014). This last aspect results in a historical valuation within 
the group, as we will see later.

The ease with which the image of these artistic manifestations 
circulates in the virtual world results in a new aesthetic taste 
KPɈ\ZPVU�� KLÄUPUN� UL^� JVU[LTWVYHY`� HY[PZ[PJ� TV]LTLU[Z�
that, when separated from the marginality, enter the art 
market, where they end up achieving the status of an artistic 
object and, thus, acquire an economic value. 
By achieving this status, the ephemerality of these objects 
ILJVTLZ�HU�HIZ[YHJ[�JVUJLW[��0U�MHJ[��[OL�]LY`�PKLU[PÄJH[PVU�
of these objects as perennial can raise questions. Fernando 
Saavedra advocates that:

� ,S� JHYmJ[LY� LMxTLYV� X\L� ZL� HZPNUH� HS� NYHɉ[P� KL�
modo general es una convención social heredera 
del concepto de infamia y que se proyecta, hoy por 
hoy, para fortalecer esa férrea dicotomía entre arte 
de calle y museo-mercado del arte. (The ephemeral 
JOHYHJ[LY�H[[YPI\[LK�[V�NYHɉ[P�PU�NLULYHS�PZ�H�ZVJPHS�
convention inheriting the concept of infamy and it is 
projected, today, to strengthen that iron dichotomy 
between street art and the museum-art market.) 
(Saavedra, 2015: 10). 

Concealed behind this question, the lack of responsibility for 
the preservation of street art prevails.
However, identity bonds quickly begin to develop leading 

to the need for the preservation of street art. We come to 
regard these elements of street art as our patrimony, and, 
by becoming symbols of our identity, they cannot be in any 
way devalued. On the other hand, within the very hierarchical 
¸NYHɉ[P� JVTT\UP[`¹�� [OLYL� PZ� HU� V]LY]HS\H[PVU� VM� JLY[HPU�
PUKP]PK\HSZ�� HZ� SLHKLYZ� VY� HZ� YLWYLZLU[H[P]LZ� VM� [OL� ÄYZ[�
manifestations of this type of artistic expression in Portugal, 
leading to the exaltation and desire for permanence of their 
[LZ[PTVUPLZ��VM�[OLPY�JVU[YPI\[PVUZ�[V�[OL�KLÄUP[PVU�VM�[OL�JP[`�
image. 
;OPZ�KPɈLYLU[�HWWYVHJO�PU�[OL�WYVJLZZ�VM�]HS\PUN�V\Y�HZZL[Z�PZ�
explained by Ulpiano Meneses. This author draws attention 
to the multiplicity of values attributable to a monument. 
Not only from the point of view of those who change over 
[PTL��(S]LZ��Z�K����I\[�PU�[OL�KPɈLYLU[�]HS\LZ�NP]LU�I`�[OVZL�
^OV�LUQV`� H�KPɈLYLU[� HZWLJ[� VM� [OPZ� ZHTL�OLYP[HNL�� H[� [OL�
same time. In fact, the way we interact with a monument is 
KPɈLYLU[�^OLU�P[�PZ�WHY[�VM�V\Y�KH`�[V�KH`�SPML��V\Y�OPZ[VY �̀�V\Y�
identity, or when we are the “other” who visits it, who comes 
from outside and who will understand it, obviously, in a 
KPɈLYLU[�^H`��4LULZLZ���������;OPZ�X\LZ[PVU�PZ�M\UKHTLU[HS�
[V�\UKLYZ[HUK�[OL�YLÅLJ[PVUZ�[OH[�^PSS�IL�WYLZLU[LK�UL_[�

There are two possible approaches regarding street art. On 
[OL�VUL�OHUK��^L�OH]L�HU�PUZ[P[\[PVUHSPaLK�WVPU[�VM�]PL �̂�VU�
[OL� V[OLY�� H�THYNPUHS� VUL�� ;OL� ÄYZ[� JHZL� HUK� ZVTL�VM� [OL�
strategies that have been developed all over the world, have 
already been studied previously (Alves, 2014), although our 
approach lacks an obvious and necessary update – if we go 
[OYV\NO� [OL� PU[LYUL[� WHNLZ��^L�^PSS� ÄUK� UL^� PU[LY]LU[PVUZ�
for the protection of contemporary mural painting that have 
been carried out everywhere, everyday. As for the marginal 
question, there is still much to understand. The close 
observation of the reality that surrounds us, as well as the 
JVU[YPI\[PVUZ�HUK�VWPUPVUZ�[OH[�^L�JHU�ÄUK�VU�[OL�PU[LYUL[��
are essential tools for the social study of contemporary 
JVTT\UP[PLZ�� ;OPZ� HSSV^Z� \Z� [V� THRL� ZVTL� YLÅLJ[PVUZ� VM�
extreme relevance for the modern understanding of the 
concept of heritage and open a way to the acceptance of 
V[OLY�UVU�PUZ[P[\[PVUHSPaLK�TVKLSZ�VM�WYLZLY]H[PVU�

���+PɈLYLU[�^H`Z�VM�ZHMLN\HYKPUN�PKLU[P[`�Z`TIVSZ�
+LZWP[L� [OL�THYNPUHS�JOHYHJ[LY�VM� [OL�¸NYHɉ[P�JVTT\UP[`¹��
within which there are special rules and code systems, 
studied by anthropologists (Campos, 2010), and through the 
analysis of paintings that have been maintained (or not) and 
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the reactions aroused by these processes, we can perceive 
the existence of a tendency for the preservation of paintings 
considered as symbolic by the community. 
Actually, and despite the fact that the ephemeral character 
of these paintings is absolutely evident and accepted by 
all, when some symbols begin to be at risk, we see the 
creation of movements to defend them or to lament their 
disappearance (when it is already too late). In some cases, 
we can observe their preservation in situ or their continuous 
symbolic re-creation. Far from the ethical principles around 
the preservation of an ephemeral work of art (Gay, 2015: 
99) which dictate the work of professionals in conservation 
and restoration, in this case the community takes up the 
responsibility of maintaining its own symbols. 
;OPZ� [`WL� VM� PKLU[PÄJH[PVU� PZ� YLSH[LK� [V� [OL� JVU[LTWVYHY`�
KLÄUP[PVU� VM� OLYP[HNL� TLU[PVULK� ILMVYL�� 0U� [OPZ� JHZL�� [OL�
JVTT\UP[`� PKLU[PÄLZ� P[Z� Z`TIVSPJ�WH[YPTVUPHS� LSLTLU[Z��
and manages its preservation. This process is accelerated 
because the generations succeed one another very quickly, 
since this is a predominantly juvenile movement.

0U�[OPZ�WHWLY��0�YLÅLJ[�VU�[OYLL�KPZ[PUJ[�]HS\H[PVU�WYVJLZZLZ��
;OL�ÄYZ[� PZ� YLSH[LK� [V�H�OPZ[VYPJHS�TLTVY`� [OH[� Q\Z[PÄLZ� [OL�
community’s identity. 
A good example of this is the well-known boy, or “snotty 
boy” from the Amoreiras hall of fame in Lisbon. This painting 
was made in 1996 by Uber and has lasted until the present 
day, something that is extraordinary in this context. Around 
it everything changes, the wall is painted and repainted, but 
[OLYL�� PU� [OH[� JVYULY�� [OL� ÄN\YL� VM� H� JOPSK»Z� MHJL� PZ� HS^H`Z�
present and marks the identity of the city. The layers of 
paint overlap one another, preserving the older paintings 
underneath, away from our eyes, but keeping the memory of 
this artistic movement in our country. 
This piece is important because it was carried out by an 
LSLTLU[� VM� [OL� ÄYZ[� ¸NLULYH[PVU¹� VM� 7VY[\N\LZL� NYHɉ[LYZ��
PU�H�UVU�PUZ[P[\[PVUHSPaLK�JVU[L_[��HUK�P[�^HZ�PU[LUKLK�HZ�H�
social criticism of the economic center existing in that area 
VM�[OL�JP[ �̀�6U�[OL�V[OLY�OHUK��P[�PZ�VUL�VM�[OL�ÄYZ[�7VY[\N\LZL�
WVY[YHP[Z�WHPU[LK�PU�[OPZ�^H`��ZVTL�JSHPT�[OH[�P[�PZ�[OL�ÄYZ[���

Although there were changes in the elements around the 
boy’s face, until 2010, the original image was kept. Only in 
April that year was it covered. This event caused a great 
PTWYLZZPVU� VU� [OL� JVTT\UP[ �̀� )LJH\ZL� VM� [OPZ�� [OL� ÄYZ[�
YLJYLH[PVU�� PU�H�KPɈLYLU[�]LYZPVU��[OL�9HUOVZV�]������:UV[[`�

boy v. 2.1), was also performed that month, accompanied 
I`�WYHPZL�MVY�P[Z�VYPNPUHS�H\[OVY��6U�[OL�PU[LYUL[�^L�JHU�ÄUK�
a testimony left by the authors of this second version, dated 
April 23, 2010:

OUR TRIBUTE TO OUR TRIBE. and friends. 
O RANHOSO V.2.1
Uber painted this kid face more or less 14 years 
ago.... Amoreiras Wall. Many many people had 
paint in this wall and always had respect or some 
kind of special feeling on this kid face. also respect 
for the writer...more or less one month ago it was 
JYVZZLK� ^P[O� H� [OYV^�\W�� "�� HUK� HM[LY� [OH[� TVYL�
writers went over the spot... normal. Painting 
don’t last forever... we know that and that’s why 
we take pictures! but in the last 2 years we have 
been losing part of our culture.... so many cleaned 
walls.... Ice-Tea, Abraço, BAIRRO ALTO..... and...... 
“o Ranhoso”. for many of us this was a masterpiece 
stopped in time. cross overs I understand! in the 
bombing mode or it the fame mode.... and they 
HYL� KPɈLYLU[�� 0U� H� WSHJL� SPRL� (TVYLPYHZ� PM� `V\� NV�
Over some painting you must do it BETTER AND 
BIGGER!!! we made our tribute..... “O RANHOSO” 
]����� HUK� [OL� TVZ[� HTHaPUN� ^HZ� [OH[� ^OLU� ^L�
were painting there were common people coming 
to us and sending real props and telling that they 
were missing that kid..... he was always there not 
VUS`� MVY� [OL�NYHɉ[P�JVTT\UP[`�I\[� MVY�HSS�3PZIVU����
H� :@4)63�� 9(5/6:6:� i� 6� 8<,� :646:�� "� 
Respect History and ...... Make it Real ..... MAKE IT 
ALIVE. BIG BIG UP ARM we ARE (ARM, 2010)

0U�[OPZ�[L_[��^L�JHU�PKLU[PM`�ZL]LYHS�LSLTLU[Z�[OH[�Ä[�WLYMLJ[S`�
into the concept of heritage, and we verify the historical 
PTWVY[HUJL�VM�[OPZ�WHPU[PUN�^P[OPU�[OL�NYHɉ[P�JVTT\UP[ �̀�HZ�
well as within the city. 
After this event, the painting was painted over again by an 
unknown person, taking the original artist back to the wall, 
15 years later, to make a new version of the little boy who 
OHK�ILLU�PUZWPYLK�I`�[OL�JV]LY�VM�H�THNHaPUL�PU�[OL�UPUL[PLZ��

3H[LY�� [OL� WHPU[PUN� ^HZ� JV]LYLK� ^P[O� [OL� ÄN\YL� VM� H� UL^�
IV �̀� ;OPZ� [PTL� PU� H� TVKLYUPaLK� ]LYZPVU�� OVSKPUN� H� ZWYH`�
can. However, this version did not please the community, 
and after a short time, Aspen reconstituted the “Snotty boy” 
again, in the version that we can still observe. There are no 



visual records of other actions between these two paintings, 
but this hypothesis should not be discarded. 
Although the original painting was not kept, the theme 
remains. Failing to recover the original materiality of the 
object, the community took care of the preservation of its 
symbolism on the same wall, guaranteeing the existence of 
this identity element, at that emblematic site.

Another example of the cultural importance given to this 
type of art was shown in the reactions to the disappearance 
VM�H�/Ha\S�3\aHO�WHPU[PUN��0U�[OPZ�JHZL��[OLYL�PZ�H�]HSVYPaH[PVU�
VM� [OL� HY[PZ[� [OH[� ILNPUZ� H[� [OL� ÄUHS� TVTLU[� VM� OPZ� ^VYR�
(Diógenes, 2013), painted three years earlier. Due to the 
initiatives of the Municipality of Porto, in 2013, this painting 
was “erased” with yellow paint (Martins, 2013). This practice 
^HZ�NLULYHSPaLK�PU�[OL�JP[ �̀�I\[� P[�^HZ�UV[�L_JS\ZP]L�VM�[OPZ�
WSHJL��VY�L]LU�VM�V\Y�JV\U[Y �̀�0U�)YHaPS�[OLZL�HJ[PVUZ�̂ LYL�[OL�
target of much criticism. 
In the present case, the act was photographed and published 
on the web pages by the author himself, leading to a great 
KLIH[L� HIV\[� [OL� KPɈLYLUJL� IL[^LLU� HY[� HUK� ]HUKHSPZT�
(Diógenes, 2015: 691). Again, in addition to the sentence 
SH[LY�^YP[[LU�PU�[OL�ZHTL�WSHJL!�¸(X\P�TVYH]H�\T�¸NYHÄ[V¹��
8\L�KLZJHUZL�LT�WHa¹��/LYL�SP]LK�H�¸NYHÄ[V¹��4H`�P[�YLZ[�PU�
WLHJL���^L�ÄUK�V[OLY�JVTTLU[Z�VU�[OL�PU[LYUL[��^OLYL�[OL�
concept of cultural heritage can be perceived, as mentioned 
before, in a general way.

7YPTLPYV�HWHNHT�V�/Ha\S
Depois, a memória,
A seguir, a liberdade
,�WVY�ÄT��H�JPKHKL

-PYZ[�[OL`�KLSL[L�[OL�/Ha\S 
After, the memory, 
Next, the freedom 
At last, the city

(A Agulha Inquieta)

In 2016, the artist painted that wall again to celebrate the 
[OPYK� HUUP]LYZHY`� VM� [OL� ÄYZ[� WHPU[PUN»Z� KPZHWWLHYHUJL��
Although the theme is not the same, we witness a symbolic 
PKLU[PÄJH[PVU�VM�[OL�WSHJL�

;OLYL� PZ�H�KPɈLYLU[�JHZL�^L�TH`� PKLU[PM �̀�^OPJO� PZ� [OL�VUL�

related to a painting done in memory of the prematurely 
deceased MS Snake, by Sam the Kid in Chelas / Lisboa. 
This death has been shrouded in controversy, and for this 
reason this work remains in place, and is respected by the 
community. We could attribute an intentional memory value 
[V� [OPZ� WHPU[PUN�� HJJVYKPUN� [V� 9PLNS»Z� KLÄUP[PVUZ� VM� � ���
(2013), because, in this case, the goal is to keep the original 
PTHNL�YLSH[LK�[V�H�ZWLJPÄJ�L]LU[��
;OL� V[OLY� PTWVY[HU[� HZWLJ[�� ^OPJO� ^L� JHU� HSZV� ÄUK� PU�
this theorist, is related to the issue of degradation. In 
fact, as ancient works displease recent manifestations, 
in contemporary works degradation is understood as 
neglect (Riegl, 2013). For this reason, when we approach 
contemporary art, we always hope that it is as if it had just 
come out of the artist’s hands. That’s why we tend to stop 
[OL�UH[\YHS�L]VS\[PVU�VM�[OL�^VYRZ�V]LY�[PTL��ÄNO[PUN�HNHPUZ[�
their natural degradation, and thus “…modern murals may 
be in danger of being permanently caught in the present” 
(Brajer, 2010: 94).

4. Authenticity questions
All these questions, which result from the repainting and 
re-creation of the pieces, can raise problems related to 
their authenticity, considering the Western meaning of 
this term. This concept is still being discussed by several 
WLVWSL�� HUK� P[� SLK�� H[� ZVTL�WVPU[�� [V� [OL�KLÄUP[PVUZ� MV\UK�
in the Nara Document of 1994. This international charter is 
entirely dedicated to issues related to authenticity, marking 
the cultural diversity that all sought to highlight at the time. 
0[�KLÄULZ�[OL�LUK�VM�H�\UP]LYZHS�OLYP[HNL�JVUJLW[��0U�MHJ[��P[�
^HZ�JVUJS\KLK�[OH[�KPɈLYLU[�JVTT\UP[PLZ�PKLU[PM`�HUK�]HS\L�
[OLPY�TVU\TLU[Z�KPɈLYLU[S �̀�HUK�[OLYL�JHU�IL�UV�ZPUNSL�^H`�
of intervening to ensure their preservation. It is necessary to 
perceive which are the most valued aspects, and what gives 
them their symbolic character – their authenticity – to justify 
their preservation and transition for future generations. In 
Western societies we tend to favor the work’s original 
material, but in the East the image is more valued. When 
^L�KLÄUL�V\Y�WYLZLY]H[PVU�Z[YH[LNPLZ��[OLZL�HZWLJ[Z�HS^H`Z�
restrict us.

Isabelle Brajer defends that the adaptation of this concept 
to contemporary art is based on new values: shape and 
design, location and settlement, use and function, as well 
as spirit and feeling. According to the same author, other 
issues contribute to the overestimation of the image. On the 
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one hand, the fact that the works are often not executed 
by their own authors, on the other, the aggressiveness of 
external conditions, which accelerate the original materials’ 
degradation (Brajer, 2007: 94).
We may conclude that the evolution of the referred heritage 
concept had repercussions in the alteration of our concepts 
of restoration and preservation, opening space to a more 
multicultural vision. Several types of preservation strategies, 
YLSH[LK�[V�[OL�^H`�WH[YPTVUPHS�VIQLJ[Z�HYL�PKLU[PÄLK�I`�LHJO�
JVTT\UP[ �̀�HUK� [OLPY�H\[OLU[PJP[`�JYP[LYPH� �1VRPSLO[V���������
are now being accepted.

5. Final remarks
;OL�WH[YPTVUPHS�PKLU[PÄJH[PVU�VM�[OL�Z`TIVSPJ�LSLTLU[Z�VM�H�
given community seems to be an intrinsic process. Also in 
this context, apart from what is happening in the institutional 
context, preservation strategies are created by elements 
of those communities with the aim of keeping their identity 
memories alive. In this case study, and taking into account 
that the price of a professional intervention is a problem, 
this is usually done by the works’ original authors or by the 
local community. Thus, it often results in complete repainting 
or aesthetic updates (Shank, Norris, 2008: 12), which can 
YLÅLJ[� [OL� JVUZ[HU[� L]VS\[PVU� VM� [OL� JVTT\UP[`� [OH[� TH`�
consider the original work as outdated (Weber, 2004).

Several authors argue that the preservation of these 
artistic manifestations is accomplished by digital means, 
but that does not seem to apply in these cases, where the 
importance of the original site prevails over all other factors, 
being fundamental for their symbolic perception. In the 
case of the boy, the work is located in an emblematic place 
in the community’s history, and on one of the main roads 
that access the city, where many people pass by daily. The 
location of the painting in memory of MS Snake, which is in a 
very wide space, allows us to see it from a long distance and 
MYVT� ZL]LYHS� KPɈLYLU[� WSHJLZ�� YLPUMVYJPUN� P[Z� H^LZVTLULZZ�
HUK�[OL� PTWYLZZPVU�[OH[� P[�NP]LZ�\Z��HUK� P[�HSZV�KLÄULZ�[OL�
physiognomy of the place. 

It is evident that this type of artistic expression has a 
TLHUPUN� PU� P[Z� VYPNPUHS� SVJH[PVU�� ILPUN� KLJVU[L_[\HSPaLK�
in the photograph, where there is an obvious limitation of 
the impression that can be perceived in the street (Sanchis, 
2015: 4).

The physical removal of pieces of street art and their 
transition to a museology context, as a form of preservation, 
have also been carried out in many situations. This type of 
procedure breaks the link between the art and the life of the 
place where it is located, where there is a relationship that 
gives it meaning (Bengtsen, 2016: 423). In fact, through the 
HUHS`aLK�L_HTWSLZ��^L� PKLU[PM`� HU�\UKPZJ\ZZLK�^PSS� PU� [OL�
permanence of the symbolic object in its original location. 

6U�[OL�V[OLY�OHUK��HZ�H�WYV[LZ[�HNHPUZ[�[OL�NLU[YPÄJH[PVU�VM�
sites, as well as against the removal and sale of street art 
pieces without the permission of the authors, we also witness 
a process of painting overlaying carried out by the creators 
themselves. This is what happened on two occasions with 
the artist Blu, in Berlin and in Cologne, where he covered 
paintings as a means of setting a position (Cordero, 2015). In 
this case, the author himself determined the end of his work 
(although it continues to exist under the monochromatic 
repainting).
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1. Introduction 
:[YLL[� HY[� OHZ� HJOPL]LK� ZPNUPÄJHU[� Z\JJLZZ� PU� [OL� MVYT�
of street art festivals internationally. This boom has 
been recorded formally and observed personally by art 
professionals as well as the public. The most popular and 
well-studied art festivals are music festivals, while academic 
Z[\K`� PU� [OL�ÄLSK�VM� Z[YLL[�HY[� MLZ[P]HSZ� PZ� ZJHYJL��:[\K`PUN�
Z[YLL[� HY[� MLZ[P]HSZ� PZ� PTWVY[HU[� HZ� P[� YLÅLJ[Z� [OL� NYV^PUN�
popularity of the genre in its natural habitat – the street. The 
art work is created, perceived, and slowly perishes in the 
environment from which it derives its meaning. Context is 
the crucial aspect here, where distinct rules apply to any 
work on the street, and it could accordingly be painted over 
VY�^HZOLK�VɈ��

Street art is a genre created for the people. Bringing art to 
the streets makes it available to all equally and the interaction 
between the artwork, the place, and the viewer is paramount. 
The relationship of street art with galleries and the attempts 
of galleries and museums to institutionalise street art within 
the dominant culture of the art world are often found to 
be incompatible with each other. This incompatibility is 
YLÅLJ[LK�PU�[OL�K\HS�UH[\YL�VM�Z[YLL[�HY["�P[�PZ�[HUNPISL�K\L�[V�

its unregulated access to people for aesthetic experience, 
both visually and physically, but it is also intangible due to its 
ephemerality and unstructured manner of recording history. 
Does this incompatibility between the two indicate the 
existence of a ‘street art world’ that exists in its own right, as 
Z`TIVSPZLK�I`�Z[YLL[�HY[�MLZ[P]HSZ&�

;OL�PUZ[P[\[PVUHS�[OLVY`�VM�HY[�HZZ\TLZ�[OL�ºÄUL�HY[�^VYSK»�HZ�
its focal point for the discussion of art and the institutions 
that represent them.  When it comes to street art, it becomes 
LZZLU[PHS�[V�\UKLYZ[HUK�̂ OH[�JHU�IL�KLÄULK�HZ�Z[YLL[�HY[�HUK�
what does not fall within the category in order to fairly discuss 
the dynamics of an art form that is essentially understood 
as something that exists outside the culture of institutional 
representation. Street art is commonly understood as 
HU� L]VS\[PVU� MYVT� [OL� NYHɉ[P� ^YP[PUN� J\S[\YL� MYVT� [OL�
� ��Z�� ��Z�<:��>OPSL�NYHɉ[P� PZ�H�[`WL�IHZL�HY[�MVYT�[OH[�
can range from a simple tag to a complicated piece, street 
HY[�PZ�JVUZPKLYLK�H�TVYL�]PZ\HS�ÄN\YH[P]L�TV]LTLU[��;VKH`»Z�
Z[YLL[�HY[�J\S[\YL� PUJS\KLZ� [OL�WYHJ[PJLZ�VM�NYHɉ[P�KLWPJ[LK�
in works of artists like Bond who mostly creates complex 
pieces of his tag. Riggle (2010) explains that for a work of art 
to be called street art it is important that the street forms an 
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important part of the work whether materially or artistically, 
and its mere placement on the street cannot be considered a 
legitimate factor in deeming it a work of street art.

Street art over the past decade has evolved and gained a lot 
of popularity and consequently attracted a lot of attention 
from the institutional art world, the so-called gatekeepers of 
art and style, and brings commerce and money along for the 
ride (Reed et al., 2011). These aspects of the art world are 
represented by institutions like galleries, museums, auction 
houses, fairs and festivals, which are run by a niche group 
of museum curators, critics, journalists and historians. The 
discussion of galleries and museums with regard to street art 
is important at this stage therefore, as they are considered 
to be the upholders of the art theory that legitimises a given 
work as art within the institutional art world. 

Street art uses its environment as an essential tool to create 
meaning. Whether materially or contextually, the painting 
derives its meaning from the urban space it occupies as 
H� ^H`� VM� ZVJPV�WVSP[PJHS� JVTTLU[HY`� VY� MVY� ILH\[PÄJH[PVU��
On the other hand, our understanding of artworks that are 
KPZWSH`LK�^P[OPU�H�T\ZL\T�ZL[[PUN�PZ�OLH]PS`� PUÅ\LUJLK�I`�
the physical, moral, intellectual and economic conditions 
inherent in the museums themselves (Brettell, 2006). 
Moreover, a work of street art is created to be experienced 
at a glance, the practice of looking at a work for long periods 
of time and contemplation are not necessarily expected of 
the viewer. The norms of creating and viewing artworks for 
the gallery and for the urban environment are opposed to 
one another. 

2. Commissioned street artworks
Art created in the public realm, whether commissioned or 
uncommissioned, is often subject to censorship and action 
by governing bodies or upholders of aesthetic value. In 
2011, as a part of the Art in the Streets exhibition held at the 
Museum of Contemporary Art, Los Angeles, the curators of 
the exhibition invited the Italian artist BLU to paint a mural 
VU�[OL�UVY[O�^HSS�VM�.LɈLU�*VU[LTWVYHY �̀�;OL�HY[PZ[�WHPU[LK�
H� ÄLSK� VM� TPSP[HY`�Z[`SL� JVɉUZ� KYHWLK� I`� SHYNL� KVSSHY� IPSSZ�
PUZ[LHK� VM� ÅHNZ�� 6U� [OL� T\YHS»Z� JVTWSL[PVU�� [OL� J\YH[VY�
deemed the work inappropriate (Finkel, 2010) and it was 
painted over. The reasoning given for this was that the mural 
was directly in front of the “Go for Broke Monument, which 
JVTTLTVYH[LZ� [OL� OLYVPJ� YVSLZ� VM� 1HWHULZL� (TLYPJHU�

ZVSKPLYZ¯¹�HUK� [OH[� P[�^HZ�ZP[\H[LK�ULHY�H�]L[LYHUZ�HɈHPYZ�
building (Bengtsen, 2015: 118). Its clear anti- war message 
^HZ� WLYJLP]LK� [V� IL� VɈLUZP]L�� [OV\NO� [OL� TLHUPUN� HUK�
relevance of the work was implicit in its location due to these 
very reasons. Moreover, the curators should have expected 
a work on similar lines as the artist’s reputation for making 
political murals could not have been hidden from them 
(Bengtsen, 2015). This incident was heavily criticised by 
members of both the art world and the street art community 
VU�NYV\UKZ�VM�JLUZVYZOPW�HUK�HZ�H�YLÅLJ[PVU�VM�[OL�X\HSP[`�
of the exhibition itself. Although the mural was documented 
photographically and featured in the exhibition catalogue, 
the essence of the actual work in its designated environment 
could not have been captured. It was especially controversial 
for the street art community as it was a commissioned work 
HUK�UV[�HU�HJ[�VM�]HUKHSPZT�HUK�`L[�^HZ�ºI\ɈLK�»�;OPZ�HJ[�
^HZ�H�Ä[[PUN�TL[H�JVTTLU[HY`�VU�[OL�HJ[\HS�JVUKP[PVUZ�VM�
doing art in the streets (Bengtsen, 2015).

But, since the rise of popularity of street art, many 
municipalities and other governing bodies have invited street 
artists and street art festivals to be held in their city, on the 
grounds of boosting the cultural value of the district while 
also helping the economy, even if it is temporary. Such an 
HJ[�JHU�IL�]PL^LK�HZ�HU�H[[LTW[�H[�NLU[YPÄJH[PVU��a quick 
Ä_�MVY�WYVISLTZ�[OH[�^LYL�PNUVYLK�MVY�SVUN��>OLU�Z[YLL[�HY[�
is created with the support of local authorities that exercise 
PUÅ\LUJL�VY�JLUZVYZOPW�[V�TVKPM`�[OL�JVU[LU[�VM�[OL�HY[^VYR��
ZOV\SK�P[�Z[PSS�IL�JHSSLK�Z[YLL[�HY[&�0[� PZ� PTWVY[HU[�[V�WVUKLY�
whether these creations would be better termed as public 
art or murals.
 
3. Removal and sale of street art
Galleries have on many occasions attempted to represent 
street art in multiple ways, be it for commercial purposes 
in galleries or as retrospectives in museums. They have 
encountered the inherent paradox in the museumisation of 
HU�HY[�MVYT�[OH[�ZWLJPÄJHSS`�JHTL�HIV\[�HZ�HU�HS[LYUH[P]L�[V�
the institutional setting. They have endeavoured to represent 
works of art by street artists in the form of replicas or prints 
of art works made on the street and by removing works of art 
from the streets and physically bringing them into the gallery 
space. The removal of work from the streets is particularly 
controversial as the context within which a work is created is 
changed. It loses its meaning derived from the ‘street’.
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With growing popularity of street art among the public 
and art professionals, auction houses like Christies and 
Sotheby’s have, since 2007, included studio works by street 
artists. This new market with new age commercial platforms 
SPRL� L)H`� ZVVU� ILNHU� ZLSSPUN� ^VYRZ� [HRLU� VɈ� MYVT� ^HSSZ�
and brought into private collections. This practice is heavily 
criticised by artists. French artist Invader comments on the 
YLTV]HS�VM�NYHɉ[P!�

If it is because [they don’t] like it, that’s ok. If it is 
to sell it on eBay or to put it in [their] living room, 
that does not make me happy. Street pieces are 
made for the street and for the people in the street 
to enjoy them (Bengtsen, 2016).

 
The removal of a piece of concrete on which an artist has 
painted and bringing it into the museum is derived from 
the basic idea of preservation of the artwork. But when 
this is done, the artwork will not run its natural course of 
ephemerality and hence, it is directly antithetical to the ethos 
of street art. Similar concerns have been voiced by street 
artists like Invader and British artist Eine, who talks about not 
signing his street artwork so that it cannot be authenticated 
HUK�OLUJL�JHUUV[�IL�ZVSK��;OPZ�]PL^�PZ�HSZV�YLÅLJ[LK�PU�[OL�
JVTTLU[Z�I`�*OYPZ�-VYK��[OL�THUHNPUN�KPYLJ[VY�VM�3HaHYPKLZ�
gallery, when he says that the art works should stay on the 
streets as the work is considered a gift to the city (Interview 
by the author). Notwithstanding these strong views, when 
street art is removed and placed within a museum or gallery 
or in the collection of a private dealer, the loss of context 
heavily compromises the meaning and value of street art. 
This demonstrates a state of tension between street art and 
the institutional context. 

4. Exclusion from galleries 
The idea of exhibiting this visual aspect of the street culture 
in commercial galleries is not a new one, and began early 
VU�^P[O� [OL�L_OPIP[PVU�VM�^VYRZ�I`�]HYPV\Z�NYHɉ[P�HY[PZ[Z� PU�
1980s as an attempt to increase acceptability. This was also 
JHW[\YLK� PU� [OL�ZLTPUHS�ÄST�VU�NYHɉ[P�^YP[PUN��:[`SL�>HYZ��
^P[O�[OL�L_OPIP[PVU�VM�Z[\KPV�^VYRZ�I`�NYHɉ[P�^YP[LYZ��;VKH �̀�
the exhibition of street art or studio works by street artists 
is not common practice, yet one can observe an increase in 
the number of museums seeking to display street art works 
to represent this increase in popularity and to historicise the 
WYHJ[PJL�ZPUJL� [OL�����Z��;OL�ÄYZ[�L_OPIP[PVU� [OH[� PUJS\KLK�
works by street artists was Spank the Monkey, held at 

the Baltic Centre for Contemporary Art in Gateshead, in 
2006. This was followed by the Street Art exhibition at Tate 
Modern, London, which displayed works of street artists on 
the iconic Bankside façade of the gallery facing the Thames, 
but did not culminate in the inclusion of any on the inside, 
HZ� H� WHY[� VM� [OL� WLYTHULU[� JVSSLJ[PVU�� :[L]L� 3HaHYPKLZ�� H�
WPVULLY�PU�\YIHU�HY[��VɈLYLK�[V�KVUH[L�Z[\KPV�^VYRZ�I`�Z[YLL[�
artists to the Tate to include in their collection and thence 
[OL�HY[�OPZ[VYPJHS�UHYYH[P]L��I\[�[OPZ�VɈLY�^HZ�YLM\ZLK�I`�[OL�
gallery. Another exhibition dedicated to present a historical 
perspective in the growth of the movement was Art in the 
Streets, held at the Museum of Contemporary Art, Los 
Angeles in 2011. 

All these exhibitions attempted to trace the evolution of 
NYHɉ[P�HUK�Z[YLL[�HY[�[V�[OLPY�J\YYLU[�Z[H[L��SPRL�H�YL[YVZWLJ[P]L��
)\[� [OL`�^LYL�H� YLÅLJ[PVU�HUK�H�YLZ\S[�VM� [OL�WVW\SHYP[`�VM�
the genre, temporarily legitimising the movement. They 
never assimilated the works within the narratives of the 
art movements that preceded street art. The institutional 
engagement with street art has been from the perspective 
of the formal art world but not in terms of what the street 
represents. The inclusion of art works by street artists in 
L_OPIP[PVUZ� YLÅLJ[Z� [OL� WVW\SHYP[`� VM� [OL� TV]LTLU[� I\[��
H[� [OL� ZHTL� [PTL�� [OLPY� YLTV]HS� MVY� ZHSL� YLÅLJ[Z�LJVUVTPJ�
considerations as well as the desire to collect artworks. 
Where it has been museumised, street art has again been 
approached from the point of view of the institution and not 
the art form.

5. The virtual platform
Explicit and implicit acts of censorship and appropriation have 
led many artists to condone the actions of the institutions. 
The growing popularity of street art and the growth of social 
TLKPH�OHZ�JYLH[LK�H�]PY[\HS�T\ZL\T�MVY�Z[YLL[�HY["�HU`�UL^�
^VYR�[OH[�PZ�JYLH[LK�I`�HU�HY[PZ[�ÄUKZ�P[Z�YLWVZP[VY �̀�0U�THU`�
instances, street artists use the street purely as a medium 
to create art and do not necessarily place the work at the 
most strategic location. The aim is often to capture the work 
HUK� ÄUK� HU� H\KPLUJL� V]LY� [OL� PU[LYUL[�� ;OL� SPML� VM� [OL� HY[�
work itself becomes longer than it would have been on the 
street when compared to its digital life. In cases where the 
context and siting of the work are important, a binary-coded 
viewing on the internet drastically changes the experience. 
This leads to the question of why street artists agree with 
the disassociation of their work from its siting and context 
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in one instance, but do not do so when the work itself is 
removed from the location sometimes to be displayed within 
an institution.

The destruction of the work is inevitable whether by natural 
causes or by human intervention by painting over it. The 
HUZ^LY� [V� [OPZ� X\LZ[PVU� PZ� YLÅLJ[LK� PU� [OL� HJ[PVUZ� VM� [OL�
Italian artist BLU, who in March 2016 removed almost all 
his murals from the streets of Bologna. This took place as 
H� YLZWVUZL� [V� HU� L_OPIP[PVU� OLSK� H[� 7HSHaaV�7LWVSP�� JHSSLK�
Street Art: Banksy & Co.: Art in the Urban Form from March 
��¶1\UL�����������;OL�L_OPIP[PVU�KPZWSH`LK�HIV\[�����Z[YLL[�
art works, among which were many artworks by artists like 
Banksy, BLU, Dado and Rusty that were removed from the 
streets to be displayed in the gallery. The exhibition was 
organised for the purpose of salvaging them from demolition 
and preserving them from the injuries of time (Ming, 2016).  
Explaining his act of protest in a statement published by the 
Wu Ming foundation, BLU said: 

(M[LY� OH]PUN� KLUV\UJLK� HUK� JYPTPUHSPZLK� NYHɉ[P�
as vandalism, after having oppressed the youth 
culture that created them, after having evacuated 
the places which functioned as laboratories for 
those artists, now Bologna’s powers-that-be pose 
as the saviors of street art (Ming, 2016). 

BLU goes on to comment on the appropriation of the art 
^VYRZ�� ^OPJO� ^V\SK� SLNP[PTPaL� [OL� OVHYKPUN� VM� HY[� VɈ� [OL�
street according to him (Cascone, 2016), and stresses the 
ULLK� [V�ÄNO[�H�TVKLS�IHZLK�VU�WYP]H[L�HJJ\T\SH[PVU� [OH[�
JVTTVKPÄLZ� SPML� HUK� JYLH[P]P[`� MVY� [OL� WYVÄ[Z� VM� [OL� \Z\HS�
few people (Ming, 2016). For this, he responds by removing 
paintings from the streets to snatch them from those 
claws and to make hoarding impossible (Ming, 2016). The 
PU[LYUL[� HZ� H� TLKP\T�� VU� [OL� V[OLY� OHUK�� KLTVJYH[PaLZ�
[OL� L_WLYPLUJL�� ;OPZ� PZ� YLÅLJ[LK� PU� [OL� ]PL^Z� VM� :[L]LU�
/HYYPUN[VU�HUK�1HPTL�9VQV��^OV�[HSR�HIV\[�[OL�HIPSP[`�VM�[OL�
internet to make artists virtually stateless and point out that 
the unbound and chaotic nature of digital communications 
feels more organic and trustworthy (Reed et al., 2011). 

The above discussion demonstrates the antagonistic 
relationship that street art shares with galleries and 
museums, revealing street art as a non-institutionalisable 
HY[� MVYT"� Z[YLL[� HY[PZ[Z� HUK�LU[O\ZPHZ[Z� ZOV^�UV� PUKPJH[PVU�
towards a need for such assimilation with art institutions. 

6. Street art festivals 
Street art festivals are a very recent development in the 
history of street art and have therefore, not been studied 
academically. Apart from some texts published by festival 
organisers such as Nuart festival in Norway, namely Eloquent 
Vandals: A History of Nuart Festival (Reed et al., 2011) there 
is not much literature available to gain a deeper insight into 
the functioning and reception of the festivals. 

The street culture/Hip-Hop culture that came about in 
the 1960s-1970s, showed interdisciplinary traits with the 
crossover of music, art and social gatherings, as described 
by Chris Ford (interview with the author). This seems to be 
the general ethos of street art festivals that also celebrate 
HZWLJ[Z�VM�P[Z�WYLKLJLZZVY�NYHɉ[P�HUK�HSS�V[OLY�HZWLJ[Z�[OH[�
were practiced along with it.
 
Street art festivals are focussed on the practice and 
promotion of this culture, where artists from all over 
the world gather to create art, make music and put up 
WLYMVYTHUJLZ�MVY�H�ZWLJPÄJ�]LU\L�VY�H�JP[ �̀�;OPZ�WYHJ[PJL�OHZ�
become widespread in the past decade with resemblance 
to a music festival more than a visual arts fair, where the 
paintings and other forms of street interventions can be 
seen as a performative act for the celebration of a genre. 
Important examples of such festivals are the NuArt festival 
held at Stavenger, Norway, Meeting of Styles, held in various 
locations across the world like London, Denmark and San 
Francisco, See No Evil, Bristol and St+Art festival at Delhi 
and Mumbai to name a few. 

Organisers of street art festivals want to stay true to the 
L[OPJZ� VM� [OL� HY[� MVYT�� ^OPJO� PZ� YLÅLJ[LK� PU� [OL� MYLLKVT�
accorded to an artist during a festival which is organised 
either independently by using methods like crowdfunding, by 
procuring artistic grants, or by collaborating with government 
bodies. The extent of freedom is questionable when the 
MLZ[P]HS� PZ� M\UKLK�VY�WHY[ULYLK�I`�H�NV]LYUTLU[�IVK �̀�@L[��
maintaining the integrity of the art form is important to most 
MLZ[P]HS�VYNHUPZLYZ��:\JO�HU�H[[P[\KL�PZ�YLÅLJ[LK�PU�[OL�]PL^Z�
of Martyn Reed, curator of the NuArt festival, who describes 
how the festival has abandoned the use of the term ‘Curator’ 
or to ‘curate’ as they are associated with the aspect of 
preservation, which is antithetical to the essence of street 
art. Instead he addresses himself as a type of ‘ambivalent 
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mutated curator’ whose task it is to simply watch the work 
KLNYHKL�V]LY�[PTL��9LLK�L[�HS����������,_HTWSLZ�[OH[�YLÅLJ[�
the changing attitude towards street art can be seen in the 
WHPU[PUN� VM� [OL� VSK� 1\]LUPSL� HUK�4HNPZ[YH[LZ»� *V\Y[Z� HZ� H�
part of the See No Evil festival in Bristol where the same 
artists were tried a decade ago for their street works and the 
painting of the façade of the Police Headquarters as a part 
of the St+Art Festival held in New Delhi in 2014. A portrait of 
Gandhi, more than 150 ft. tall, was painted - an ironic display 
of the tense relationship between street artists and the law 
enforcement body. Such examples only make the practice 
of street art within the festival structure more powerful in 
communicating with the audience through art in the public 
space. 

7. Conclusion
The dialectic nature of street art creates an interesting 
paradox. Its material tangibility clashes with its historical 
intangibility. The movement has been around for over 40 
years, and there have been few attempts at historicising it, 
SL[�HSVUL�Z\JJLZZM\SS`�WSHJPUN�P[�PU�H�UHYYH[P]L"�[OPZ�PZ�YLÅLJ[LK�
in the refusal of the Tate Modern in admitting studio works by 
street artists to their permanent collection. 
Street art is, a lot of times, appropriated by institutions for 
their personal advantage where the removal of the artwork 
is not essential, but is harmful to the meaning of street art as 
can be observed in the instance of BLU removing his work 
from the street. In 2014, he painted over his murals in Berlin 
as they were being used for advertising by a real estate 
company at Cuvrybrache and he did not want to have his 
art being used for this re-valorisation of the lot (Akkermann, 
2015). 

The removal of street art from the streets for trade is 
considered problematic and antithetical to the ethos of 
NYHɉ[P� HUK� Z[YLL[� HY[� �9VZZ�� ������� )\[� PU� [OPZ� JHZL�� [OL�
artist’s removal of his own work was ethical for the genre. 
These attempts by BLU to stop the institutionalisation of 
his artwork have resulted him in taking away his art from 
the public as well, for whom it was created originally. Not all 
artists respond to the institutional control of street art in a 
similar way. Instead artists and art professionals have often 
voiced their opinion and their disapproval of such practices.
 
Academic attention to this art form has been forthcoming 
in the recent past, and the role of the street art festival in 

bringing this about is undeniable. Street art’s incompatibility 
with existing art institutions is evident from the scenario 
where the art form has gone decades without being formally 
documented. With the rise of the internet and new media, 
street art catalogues have been created informally by the 
supporters of art through platforms like Instagram, and 
formally by street art enthusiasts that culminate in websites 
like the Global Street Art and the Google Cultural Institute 
featuring street art. While these developments are crucial for 
the longevity and the outreach of the movement, the role 
of street art festivals in the history of street art cannot be 
ignored. A festival can be looked at as a marker of success 
and celebration, which permanently records the proceedings 
of the festival making it traceable to a particular place, time 
HUK�H�WHY[PJ\SHY�WLVWSL��0[�YLÅLJ[Z�\WVU�JVU[LTWVYHY`�[HZ[LZ�
and serves as a statement of critique in the work’s political, 
socio-economic, and aesthetic environment. It draws in 
not just an audience and artists, but also those critical of 
the practice and hence a response – whether positive or 
negative – thereby creating an academic footprint so to 
speak, enabling a review of the current trends. 

From an art historian’s perspective, this exciting new phase 
PU� [OL�L]VS\[PVU�VM�Z[YLL[�HY[�HUK�NYHɉ[P��^OPJO� PZ�WYVIHIS`�
the beginning of the institutionalisation of a street art world, 
has led to a moment that calls for an in-depth study of this 
festival format.  
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1. Introduction
The aim of this study is not to speak of the evolution of street 
art, since, although it does exist, it is not correct to address 
contemporary muralism as a direct evolution of street art, 
nor is that the objective of the present study. It is rather to 
focus on the legal allowances that mark popular works of 
art developed in public spaces and, above all, on the criteria 
that permit their chance of survival, which is intimately linked 
[V�[OLPY�V^ULYZOPW�HUK��ÄUHSS �̀�[V�[OLPY�HJJLW[HUJL�

2. Methodology
This paper is part of a study on the evolution of the 
conservation of popular art in public spaces, which, in 
principle, have no institutional protection, but have come to 
be retained, even if it is in precarious ways. The methodology 
applied is based on the analysis of the criteria required for 
[OLPY�JVUZLY]H[PVU��;OL�ÄYZ[�L_WLYPLUJLZ��MYVT�2LP[O�/HYPUN�
T\YHSZ� PU� 7PZH� HUK�4LSIV\YUL�� [V� [OL� YLWHPU[LK� NYHɉ[P� VM�
5LRZ[� PU� 5L^� @VYR�� VY� [OL� YLZ[VYH[PVU� VM� [OL� ZPNUH[\YL� VM�
4\LSSL�PU�4HKYPK��HYL�ILUJOTHYRZ�VM�[OYLL�KPɈLYLU[�[`WLZ�VM�
conservation. 

6U�[OL�VUL�OHUK��[OL�YLJV]LY`�VM�̂ VYRZ�YLJVNUPaLK�̂ P[OPU�[OL�
world of contemporary art and by the imposing personality 
of its author. On the other hand, the repainting of works, 
which, although they can never be considered technically 
as a restoration in itself, undeniably quickly recovers the lost 
image, allowing the nearby environment to pay homage to 
its ‘idol’ and to ensure its survival as a sentimental approach. 
Finally, the restoration of a work based on the agreement of 
all parties legally bound and through a social collective.

3. Criteria for the conservation of popular 20C heritage
To speak of the conservation of some pieces of street art 
VY�NYHɉ[P�KVLZ�UV[�TLHU� [V�JYLH[L�H�KPɈLYLUJL� [V� [OL� YLZ[�
of cultural heritage, since every product of human activity 
JHU�JVTL� [V�IL� YLJVNUPaLK�HZ�J\S[\YHS�VY�HY[PZ[PJ�OLYP[HNL��
because they all possess codes and values that time 
grants them. Therefore, although the works are considered 
as subcultural or countercultural, they are nevertheless 
cultural initiatives even though they might have arisen as a 
YLHJ[PVU�[V�VɉJPHS�PUP[PH[P]LZ��;OPZ�J\S[\YHS�OLYP[HNL�JOHUNLZ�
HUK�ZL[[SLZ�PU�ZVJPL[`�[OYV\NO�KPɈLYLU[�JOHUULSZ"�[OL�\ZL�VM�
tattoos serves as an example, as they have gone through an 
opening up process throughout time.
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Abstract
>VYRZ�VM�HY[�PU�W\ISPJ�ZWHJLZ�HYL�WHY[�VM�H�[`WL�VM�HY[�HKYPM[�ILJH\ZL��[OYV\NOV\[�[OLPY�L_PZ[LUJL��[OL`�MHJL�KPɈLYLU[�H[[LTW[Z�
VM�HWWYVWYPH[PVU��-YVT�[OL�ÄYZ[�PUZ[HUJL�VM�ZHSLZ�VM�NYHɉ[P�PU�PU[LYUH[PVUHS�MHPYZ�SPRL�(9*6�[V�[OLPY�PU]VS\U[HY`�HYYP]HS�H[�H\J[PVU�
houses, all of these intermediate actions can be understood as attempts at conservation, since there is a system of assessment 
PU�^OPJO�[OLPY�LWOLTLYHS�UH[\YL�PZ�TVYL�X\LZ[PVUHISL�[OHU�[OLPY�ULLK�MVY�Z\Y]P]HS��;OPZ�JOHUNL�VM�HWWYVHJO�HSZV�PUÅ\LUJLZ�[OL�
KPɈLYLU[�ZLSM�VYNHUPaLK�HY[PZ[PJ�HWWYVHJOLZ�[OH[�OH]L�NP]LU�^H`�[V�JVTTPZZPVULK�^VYRZ�VM�HY[��K\L�[V�[OL�WYVMLZZPVUHSPaH[PVU�VM�
artistic activity, which has given rise to a legal change in works of art and, therefore, in the possibilities of their transcendence.
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Fig 1. Restoration of the signature of Muelle in Madrid.
 Nov. 2016 before and Feb. 2017 after. Photos by ESCRBC
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To facilitate the study of criteria for conservation intervention, 
P[� PZ� HK]PZHISL� [V� Z[HY[� MYVT� [OL�KLÄUP[PVU�VM� ]HYPV\Z�\YIHU�
art forms, ^P[OV\[�Z[VWWPUN�[V�KLÄUL�NYHɉ[P��^OPJO�MVJ\ZLZ�
on artistic manifestations developed in public spaces. From 
proposals suggested by various authors, these are chosen:
 
3.1. Proto Street Art!� 0[� [HRLZ� HZ� YLMLYLUJL� [OL� ÄYZ[�
THUPMLZ[H[PVUZ�HUK�ÄYZ[�\ZLZ�VM�[OL�\YIHU�LU]PYVUTLU[�HZ�H�
WSHJL�MVY�HY[PZ[PJ�L_WLYPLUJL��:JOHJ[LY�������"

3.2. Street Art: It focuses on artistic manifestations that give 
a media leap and move into auction houses and galleries, 
creating a confusing game between street art and conceptual 
HUK�JVU[LTWVYHY`�HY["

3.3. Contemporary Interventions and contemporary 
murals: Many of these works are of a gigantic scale, in 
^OPJO� HY[PZ[Z� HYL� YLJVNUPaLK� HZ� Z\JO� HUK� [OL� ^VYRZ� HYL�
commissioned.

The work of the Street Art group of the International Institute 
for Conservation of Spain has been based in these above-
TLU[PVULK� KPɈLYLUJLZ (García Gayo, 2017). It has been 
decided that for works to be preserved they must be 
YLJVNUPaLK� HZ� SLNHS�� ZPUJL� PU� [OH[� JHZL�� IV[O� V^ULYZOPW�
HUK� PU[LSSLJ[\HS� WYVWLY[`� HYL� YLJVNUPaLK�� ;OL`� HYL� LP[OLY�
commissioned productions, or, on the contrary, the public 
PU[LYLZ[� PU� [OL� WPJ[VYPHS� SH`LY� PZ� YLJVNUPaLK�� YLNHYKSLZZ� VM�
considerations on ownership of the support.

4. Ephemeral art for a century
Ephemeral art has an expiration date, but all materials used 
in art are ephemeral if special care is not applied to them. 
That temporary quality is variable and applies, essentially, 
to works that are abandoned to their fate. In these cases, 
and as a result of that abandonment, these artistic works are 
YLJVNUPaLK�I`�HU�LU]PYVUTLU[�VM�WLVWSL�Z\WLYPVY�[V�[OH[�VM�
their creation, and some of these groups come to represent 
a huge and heterogeneous collective of people. Therefore, 
[OL�KPZHWWLHYHUJL�VM�^VYRZ�[OH[�JVTL�[V�IL�YLJVNUPaLK�HZ�
ephemeral should be slowed down. Our goal should be to 
achieve their material integrity and legibility, at least while the 
generation that created them is alive. And this is already a 
KPɉJ\S[�[HZR��NP]LU�[OL�JOHSSLUNLZ�MHJLK�K\L�[V�[OL�^LH[OLY�
and outdoor environment constraints these works of art 
endure.

6. Conservation under pretext and responsibility
In this case, it is not about casual conservation, which is 
KLÄULK� I`� [OL� JVUKP[PVU� VM� [OL�^HSS�� UVY� HIV\[� [OL�^VYRZ�
being unnoticed and converted into invisible objects. It is a 
conscious conservation in which the most important issue 
is the reason for their conservation. The objectives can be 
artistic, economic, curatorial, social or sentimental causes 
�4\|Va�=P|HZ�;LVYxH��������PU�^OPJO�JHZL�[OL�YLZWVUZPIPSP[`�
VM�[OL�WYL]PV\ZS`�JP[LK�YLHZVUZ�JHU�LTWOHZPaL�[OPZ�ZLJVUK�
part of the analysis and can give raise to the possibility of 
conservation from an institutional perspective that might 
not exist without any of the previously mentioned points 
and whose objective is education about its conservation as 
cultural heritage.

5. Conclusion
The parameters on which the conservation of street art 
HUK� NYHɉ[P� JV\SK� IL� IHZLK� HYL� WL[P[PVU�� ZLUZP[P]P[`� HUK�
intergenerational respect for points of view that have 
been unintentionally encountered, and that through 
the conservation of artistic productions, arrive at being 
considered generational milestones that exceed their natural 
environment.
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1. Introduction
;OL� [LJOUPJHS� [LYT� ¸NYHɉ[P� HY[¹� YLMLYZ� [V� NYHɉ[P� WYHJ[PJL��
which produces four visual forms (genres): tags, pieces, 
characters and throw-ups. There is a need to approach 
NYHɉ[P� HY[� OPZ[VY`� [OYV\NO� HJHKLTPJ� YLZLHYJO� [V� [YHUZMLY�
knowledge about this global form of public expression. 
The present article attempts to provide an overview of the 
available information on this topic from various resources 
and provides additional analysis. This might be needed in 
VYKLY�[V�\UKLYZ[HUK�[OL�ÄUL�U\HUJLZ�VM�[OPZ�J\YYLU[�NSVIHS�
practice. 
;OL� HY[PJSL� ÄYZ[� Z[H[LZ� [OL� VYPNPUZ� VM� NYHɉ[P� HY[� HUK�
subsequently introduces the main channels responsible 
MVY� [OL� KPZZLTPUH[PVU� VM� NYHɉ[P� HY[� MYVT�5L^�@VYR� *P[`� [V�
[OL�>LZ[LYU�^VYSK� PU�[OL�ÄYZ[�OHSM�VM�[OL�� ��Z��;OL�HY[PJSL�
M\Y[OLY� JVU[PU\LZ� [V� [YHJL� [OL� [YHUZTPZZPVU� VM� NYHɉ[P� HY[�
until the late 1980s and a case study shows the spread of 
NYHɉ[P�HY[�[V�*aLJOVZSV]HRPH�PU�[OL�LHYS`��  �Z��-\Y[OLY��[OL�
mobility of young people is discussed as an informal channel 
YLZWVUZPISL� MVY� [OL� ZWYLHK�VM� NYHɉ[P� HY[� [V� UL^� [LYYP[VYPLZ��
;OL� ÄUHS� ZLJ[PVU� VM� [OL� HY[PJSL� PU[YVK\JLZ� NYHɉ[P� HY[� HZ�
a worldwide phenomenon in other global territories and 
discusses the traditional, orthodox practice of production of 
NYHɉ[P�HY[�^VYRZ�VU�[OL�L_[LYPVYZ�VM�[YHPUZ�HZ�H�I`�WYVK\J[�VM�
[OL�KPZZLTPUH[PVU�VM�NYHɉ[P�HY[�MYVT�5L^�@VYR�*P[ �̀

 
The article uses available literary sources on the topic of 
OPZ[VYPJHS�KPZZLTPUH[PVU�VM�NYHɉ[P�HY[��(KKP[PVUHSS`�ÄLSK^VYR�
was conducted in various countries. Data were collected 
KPYLJ[S`�MYVT�SVJHS�NYHɉ[P�HY[PZ[Z�PU�[OL�ÄLSK�VY�]PY[\HSS`�[OYV\NO�
the internet with the method of personal interviews. The 
resulting synthesis of data is presented in seven sections. 
The paper examines partially the historical development of 
NYHɉ[P� HY[� PU� ZVTL� PU[LYUH[PVUHSS`� \UKLYL_WVZLK� JV\U[YPLZ�
Z\JO�HZ�*aLJOVZSV]HRPH��;\YRL �̀�:PUNHWVYL�HUK�4HSH`ZPH��
   
���6YPNPUZ�VM�NYHɉ[P�HY[
;OL�IPY[OWSHJL�VM�NYHɉ[P�HY[�PZ�7OPSHKLSWOPH�VM�[OL�`LHY�� ���
�3L`� HUK�*`IYP^ZR �̀� � ��"�9LPZZ�� �������/V^L]LY�� HZ�^HZ�
ZOV^U�PU�M\SS�KL[HPS�I`�[OL�ÄYZ[�HUK�WYVIHIS`�TVZ[�V\[Z[HUKPUN�
NYHɉ[P�HY[�OPZ[VYPHU��HY[PZ[��HUK�[LHJOLY�1HJR�:[L^HY[��� ��¶
������ �+\UJHU�� ������� [OL� MV\Y� MVYTZ� YLWYLZLU[PUN� NYHɉ[P�
art – tag, piece, character, throw-up – fully developed on 
[OL� ZPKLZ� VM� Z\I^H`� [YHPUZ� PU�5L^�@VYR�*P[`� VM� [OL� � ��Z�
�:[L^HY[��� � "�:[L^HY[����� ���0U�[OL�ÄYZ[�OHSM�VM�[OL�� ��Z�
¶�HYV\UK�� ���¶�NYHɉ[P�HY[�Z[HY[LK�L_WHUKPUN�^P[OPU�[OL�<:(�
HUK�NYHɉ[P�HY[�Z[HY[LK�JYVZZPUN�JVU[PULU[Z�[V�>LZ[LYU�,\YVWL�
HUK�6JLHUPH��*OHSMHU[��7YPNVɈ��� ��"�-LYYLSS���  �!������"�
1HJVIZVU������!�����
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/PZ[VYPJHS�HUHS`ZPZ�PZ�WLYMVYTLK�VU�[OL�Ä]L�KLJHKLZ�VSK�\YIHU�WOLUVTLUVU�YLWYLZLU[LK�PU�¸NYHɉ[P�HY[¹��;OL�HY[PJSL�ÄYZ[�[YHJLZ�
[OL� KPZZLTPUH[PVU� VM� NYHɉ[P� HY[� MYVT�5L^�@VYR�*P[`� [V� [OL�>LZ[LYU�^VYSK� PU� [OL� � ��Z�� 0UKP]PK\HS� KPZZLTPUH[PVU� JOHUULSZ�
YLWYLZLU[LK�PU�NHSSLY`�L_OPIP[PVUZ��J\S[\YHS�TLKPH�HUK�PU[LYWLYZVUHS�JVU[HJ[�HYL�OPNOSPNO[LK��-\Y[OLY��[OL�KPZZLTPUH[PVU�VM�NYHɉ[P�
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PUMVYTH[PVU�VU�[OL�KPZZLTPUH[PVU�VM�NYHɉ[P�HY[�[V�[OL�YLZ[�VM�[OL�^VYSK��0[�PZ�HYN\LK�[OH[�[OL�WYVK\J[PVU�VM�NYHɉ[P�HY[�^VYRZ�VU�
L_[LYPVYZ�VM�[YHPUZ�ILJHTL�HU�VY[OVKV_�[YHKP[PVU�VM�[OL�NYHɉ[P�HY[�J\S[\YL�PU�[OL�� ��Z�HUK�KPZZLTPUH[LK�[VNL[OLY�^P[O�NYHɉ[P�
art forms average scales to other areas of the world. A diagram representing the Origins, Dissemination Channels and Other 
*VUKP[PVUZ�YLSH[PUN�[V�[OL�ZWYLHK�VM�NYHɉ[P�HY[�PZ�WYLZLU[LK��
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3. The 1980s
.YHɉ[P� HY[� ^HZ� PU[YVK\JLK� [V� [OL� ^VYSK�� V\[ZPKL� VM� 5L^�
@VYR�*P[ �̀� [OYV\NO�[OYLL�THPU�JOHUULSZ!�NHSSLY`�L_OPIP[PVUZ��
cultural media (Kramer, 2009: 93-118) and interpersonal 
contact (see section 5 below). The Swedish art historian 
:[HɈHU�1HJVIZVU��IVYU�� ����JYLH[LK�PU�[OL�>VYSK�>PKL�>LI�
H� MYLLS`� HJJLZZPISL� KPJ[PVUHY`� VM� NYHɉ[P�� The International 
Dictionary of Aerosol Art�� ^OLYL� OL� SPZ[Z� ��� NYHɉ[P� HY[�
L_OPIP[PVUZ�VM�5L^�@VYRLY�NYHɉ[P�HY[PZ[Z�PU�>LZ[LYU�,\YVWL��
These gallery exhibitions took place in the period 1979–
1985 in Roma, Kassel, Rotterdam, Groningen, Bologna, 
Munich, Amsterdam, Basel, Humlebæk, Otterlo, London and 
:[VJROVST��1HJVIZVU������!������ZLL�-PN�����1 These gallery 
exhibitions had a noteworthy impact on the dissemination 
VM� NYHɉ[P� HY[� PU�>LZ[LYU� ,\YVWL� �*OHSMHU[� � 7YPNVɈ�� � ��!�
���"�>YP[PUN�PU�4�UJOLU�� ����  �!�.YHɉ[P�(Y[�
����  �!��"�
Austin, 2001: 262). Margo Thompson, an art historian and 
author of the book (TLYPJHU�.YHɉ[P� excellently examined 
NYHɉ[P�HY[�NHSSLY`�L_OPIP[PVUZ�̂ OPJO�[VVR�WSHJL�PU�[OL�� ��Z�PU�
the USA and Western Europe (Thompson, 2009).  

(U�L]LU�TVYL�ZPNUPÄJHU[� PTWHJ[�VU� [OL�KPɈ\ZPVU�VM�NYHɉ[P�
art on a worldwide scale was a product of the movies Wild 
Style (1982), Beat Street� �� ���� HUK� [OL� ÄST� KVJ\TLU[HY`�
Style Wars (1983), which were broadcasted on television 
HYV\UK�[OL�^VYSK�PU�[OL�� ��Z��(OLHYU��� ��"�*OHSMHU[�HUK�
:PS]LY�� � ��"� 3H[OHU�� � ���� The book Subway Art (1984), 
which reproduced Martha Cooper’s (born 1943) and Henry 
*OHSMHU[»Z� �IVYU� � ���� JVSV\Y� WOV[VNYHWOZ� VM� NYHɉ[P� HY[�
^VYRZ� VU� Z\I^H`� [YHPUZ� MYVT� LHYS`� � ��Z� 5L^� @VYR� *P[`�
HSZV�OHK�HU�LUVYTV\Z� PTWHJ[�VU� [OL� ZWYLHK�VM�NYHɉ[P� HY[�
in the world. This publication was also accompanied with 
Z\WWSLTLU[HY`� L_WSHUH[VY`� [L_[Z� HIV\[� NYHɉ[P� HY[� J\S[\YL�
(Cooper & Chalfant, 1984). The book sold until the present 
day over 500,000 copies (Cooper & Chalfant, 2009). These 
[OYLL�YLÅLJ[PVUZ�VM�[OL�NYHɉ[P�HY[�J\S[\YL�MYVT�5L^�@VYR�*P[`�
– gallery exhibitions, movies and the book Subway Art – had 
PU� [OL� � ��Z� HU� L]LYSHZ[PUN� PUÅ\LUJL� VU� JLY[HPU�� JYLH[P]L�
ZLNTLU[Z� VM� `V\[O� HYV\UK� [OL� ^VYSK� �*OHSMHU[� � 7YPNVɈ��
� ��!��"�4\UPJO�:�;YHPUZ���  �!���"�4PSSLY���  �!��������"�
>YP[PUN� PU� 4�UJOLU� � ����  �!� .YHɉ[P� (Y[� 
��� �  �!� �"�
:JOS\[[LUOHMULY� � 2SH\�LUIVYN�� �  �!� �"� >PLZL�� �  �!��"�
(\Z[PU������!��������"�4HP��9LTRL������!��"�.HUa������!�
126-128). As a result, a few adolescents around the globe 
Z[HY[LK�PTP[H[PUN�[OL�JVSV\YM\S�NYHɉ[P�HY[�̂ VYRZ�[OL`�OH]L�ZLLU�
in the gallery exhibitions, movies and the book (see further 

section 5 below). The three movies – Wildstyle, Beat Street, 
Style Wars – were especially attractive to younger audiences 
HZ� [OL`� PU[YVK\JLK�NYHɉ[P�HY[�HZ�H�WHY[�VM�H�^PKLY�OPW�OVW�
TV]LTLU[� MYVT� 5L^� @VYR� *P[ �̀� /PW�OVW� PZ� JVUZPKLYLK�
HZ� H� J\S[\YL� JVUZPZ[PUN� VM� MV\Y� LSLTLU[Z!� NYHɉ[P� HY[�� IYLHR�
KHUJPUN��KPZR� QVJRL`PUN�HUK�YHWWPUN��*VUZLX\LU[S �̀�NYHɉ[P�
HY[�^HZ�HSZV�SHILSSLK�HZ�OPW�OVW�NYHɉ[P��ILJH\ZL�VM�P[Z�JSVZL�
JVUULJ[PVU� [V�OPW�OVW� �-LYYLSS���  �"�7OPSSPWZ���  ����^OPJO�
is nevertheless rather constructed. Scholars showed that 
this connection is not adequate as, besides others, not all 
NYHɉ[P�HY[PZ[Z�^LYL�HUK�HYL�MH]V\YPUN�[OL�OPW�OVW�J\S[\YL�VY�
YHW� �OPW�OVW�� T\ZPJ� YLZWLJ[P]LS`� �2YHTLY�� ��� !� �������"�
Snyder, 2009: 26-30). Nonetheless, the hip-hop culture 
OLSWLK�[YHUZTP[�NYHɉ[P�HY[�HYV\UK�[OL�NSVIL��-LYYLSS���  �!� ���
By 1987 (Fig. 2), Spraycan Art�KVJ\TLU[LK�NYHɉ[P�HY[�^VYRZ�
already in ten countries: USA, England, Netherlands, France, 
Spain, West Germany, Austria, Denmark, Australia and New 
ALHSHUK��*OHSMHU[��7YPNVɈ��� ����

Based on academic and popular literature, it is possible to 
YLJVUZ[Y\J[� H� OPZ[VYPJHS� KPɈ\ZPVU� [PTLSPUL� VM� [OL� NYHɉ[P� HY[�
J\S[\YL�V\[ZPKL�VM�[OL�<:(��)`�SH[L�� ����*OHSMHU[��7YPNVɈ��
� ���� NYHɉ[P� HY[� ^HZ� LZ[HISPZOLK�� MVY� PUZ[HUJL�� PU� :`KUL �̀�
Australia and by 1983 in West Berlin, Dortmund, Hamburg 
HUK�4\UPJO� PU�>LZ[� .LYTHU`� �>YP[PUN� PU� 4�UJOLU� � ���
�  �!�.YHɉ[P�(Y[�
����  �"�:JOS\[[LUOHMULY��2SH\�LUIVYN��
�  �!�����"�>PLZL���  �!���"�/HTI\YNJP[`NYHɉ[P������"�4HP�
& Remke, 2003: 2). Further, based on publications we can 
establish that trains were painted in Amsterdam,  Holland in 
� ����+,3;(���  ���HUK�[OH[�NYHɉ[P�HY[�VJJ\YYLK�PU�� ���PU�
Denmark, Croatia, and in 1984 in Canada and South Africa 
�.HUa������!���������������������;OPZ�PUMVYTH[PVU�PZ�NLULYHSS`�
IHZLK�VU�VYHS�OPZ[VY`�VM�[OL�NYHɉ[P�HY[�J\S[\YL��;OL�\ZHNL�VM�
qualitative research methods for the gathering of such data 
PZ�JVTTVU�WYHJ[PJL�PU�NYHɉ[P�HY[�YLZLHYJO��*HZ[SLTHU��� ��"�
3HJOTHUU��� ��"�:[L^HY[��� � "�4PSSLY���  �"�-LYYLSS���  �"�
(\Z[PU�� ����"� 2YHTLY�� ��� "� :U`KLY�� ��� ��� :\ZHU� (SPJL�
Lundy (born 1975) conducted research in Oakland, USA and 
during her research she observed that oral history is very 
PTWVY[HU[�[V�NYHɉ[P�HY[PZ[Z��3\UK`�Z[H[LK�[OH[�ZOL�^HZ�Z[Y\JR�
by her “participant’s commitment to the integrity of his or her 
stories” (Lundy, 2008: 67). This comes as no surprise, as the 
NYHɉ[P�HY[�J\S[\YL�PZ�VUS`�SVVZLS`�VYNHUPZLK�HUK�VYHS�OPZ[VY`�PZ�
one of its only ways to preserve histories and events.2 
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7OV[VNYHWOPJHS� KVJ\TLU[H[PVU� PZ� [V� NYHɉ[P� HY[PZ[Z� ZPTPSHYS`�
PTWVY[HU[�HZ�VYHS�OPZ[VY �̀�7OV[VNYHWOZ�VM�NYHɉ[P� HY[�^VYRZ�
MYVT�5L^�@VYR�*P[`�̂ LYL�HSYLHK`�\ZLK�PU�[OL�� ��Z�MVY�SH\UJO�
VM�[OL�ÄYZ[�NYHɉ[P�HY[�MHUaPUL�JHSSLK�0U[LYUH[PVUHS�.YHɉ[P�;PTLZ 
(latter renamed International Get-Hip Times) (Schmidlapp), 
^OPJO�HSYLHK`�PU�� ���MLH[\YLK�PU[LYUH[PVUHS�NYHɉ[P�HY[�^VYRZ�
from Venice and London (Austin, 2001: 250, 263). Many other 
THNHaPULZ� MVSSV^LK� 0U[LYUH[PVUHS� .YHɉ[P� ;PTLZ, including 
[OL� PU[LYUH[PVUHS� THNHaPULZ� MYVT� [OL� SH[L� � ��Z!� Bomber 
Magazine (Holland), 14 K Magazine��:^P[aLYSHUK���Aerosol Art 
Magazine (England) and Hype Magazine (Australia) (Ferrell, 
�  �!������:\JO�THNHaPUL��MLH[\YLK�PU[LY]PL^Z��HY[PJSLZ�HUK�
YLWYPU[LK�WOV[VNYHWOZ�VM�NYHɉ[P�HY[�^VYRZ��;OLZL�THNHaPULZ�
THKL�NYHɉ[P�HY[�̂ VYRZ�HJJLZZPISL�[V�̂ PKLY�PUZPKLY�H\KPLUJLZ��
(UV[OLY�TVKL�VM�JPYJ\SH[PVU�VM�NYHɉ[P�HY[�^VYRZ�Z[HY[LK�I`�
� � �HZ�]PKLV�THNHaPULZ�Z\JO�HZ VideoGraf featured moving 
MVV[HNL�� PUJS\KPUN� PU[LY]PL^Z�HUK�WYVK\J[PVUZ�VM�NYHɉ[P�HY[�
works (Austin, 2001: 257). 
 
These above highlighted events are providing only a partial 
overview of the events relating to the dissemination of the 
NYHɉ[P�HY[�J\S[\YL� MYVT�P[Z�WSHJL�VM�VYPNPU� PU�7OPSHKLSWOPH�VM�
the late 1960s to othel areas in the 1980s. However, these 
HJJV\U[Z�SPZ[LK�HIV]L�KLTVUZ[YH[LK�[OH[�NYHɉ[P�HY[�NHPULK�
since the late 1960s on dynamics and this urban phenomenon 
spread until the end of the 1980s from North America to 
parts of Oceania, Africa and Europe. The dissemination was 
accompanied in the 1980s with the production of subcultural 
TLKPH��THNHaPULZ��H\[OVYLK�I`�NYHɉ[P�HY[PZ[Z��

4. Case study: Czechoslovakia in early 1990s
Central and Eastern Europe was largely untouched by the 
KPZZLTPUH[PVU� VM� NYHɉ[P� HY[� \U[PS� SH[L� � � �� ;OL� PKLVSVN`�
within the Eastern Bloc back then prohibited and censored 
HSS� >LZ[LYU� PUÅ\LUJLZ� PU� JV\U[YPLZ� JVU[YVSSLK� I`� [OL�
:V]PL[�<UPVU� �)\SNHYPH��*aLJOVZSV]HRPH�� ,HZ[LYU�.LYTHU �̀�
/\UNHY �̀� 7VSHUK� HUK� 9VTHUPH��� PUJS\KPUN� [OL� MYLL� ÅV^�
of information and the free movement of people from the 
,HZ[� [V� [OL�>LZ[��;OLYLMVYL�� [OL�RUV^SLKNL�VM�H�NYHɉ[P�HY[�
culture among the Central and Eastern European youth was 
ULHYS`�aLYV��/V^L]LY��[OPZ�YHWPKS`�JOHUNLK�HM[LY�[OL�JVSSHWZL�
of Communist regimes in late 1989 and the subsequent 
KLTVJYH[PaH[PVU� WYVJLZZ� ^P[OPU� [OL� ,HZ[LYU� )SVJ�� 0U� �  ��
>LZ[� .LYTHU� NYHɉ[P� HY[PZ[Z� X\PJRS`� PU[YVK\JLK� NYHɉ[P� HY[�
to the Berlin subway system in former Eastern Germany 
(Mai & Remke, 2003: 9). In addition, other cities in Central 

and Eastern European countries started to be confronted 
^P[O� NYHɉ[P� HY[�� .YHɉ[P� HY[� LU[LYLK� [OLZL� JV\U[YPLZ� HSVUN�
^P[O� V[OLY� >LZ[LYU� PUÅ\LUJLZ� � HUK� *aLJOVZSV]HRPH� JHU�
be used here as a case in point (Vladimir518&Collective, 
����"� >VOST\[O�� ����!� ����� 4HUPMLZ[H[PVUZ� VM� >LZ[LYU�
culture and consumerism were in early 1990s welcomed 
PU�*aLJOVZSV]HRPH��;OL�JP[PLZ�VM�*aLJOVZSV]HRPH�^LYL�HM[LY�
four decades of communist rule (1948–1989) dominated with 
]HYPV\Z�ZOHKLZ�VM�NYL`��6]LYZ[YLL[������"�:UVWLR��������

(YV\UK� �  ��� ZL]LYHS� *aLJOVZSV]HR� `V\UNZ[LYZ� KLJPKLK�
to change the uniform appearance of the cities and once 
[OL`�KPZJV]LYLK�NYHɉ[P�HY[��[OL`�RUL^�[OH[�NYHɉ[P�HY[�^HZ�[OL�
right “tool” to bring colour to the grey cities. They learned 
HIV\[� NYHɉ[P� HY[� PU� [OL� ]LY`� LHYS`� �  �Z� MYVT�THNHaPULZ��
ZRH[LIVHYKPUN�THNHaPULZ��HUK�MYVT�[YPWZ�[V�>LZ[LYU�,\YVWL�
(which was in the previous decade during the communist 
Y\SL� PTWVZZPISL���;OLZL�`V\UN�*aLJOVZSV]HRZ�LUJV\U[LYLK�
NYHɉ[P� HY[� K\YPUN� [OLPY� [YH]LSZ� PU� >LZ[LYU� ,\YVWL� MVY� [OL�
ÄYZ[�[PTL�PU�[OLPY�SP]LZ��-VY�L_HTWSL�409(���IVYU�� ����NV[�
PUZWPYLK�I`�]PZ\HSZ�VM�NYHɉ[P�HY[�PU�ZRH[LIVHYKPUN�THNHaPULZ�
HUK�I`�YLHS� SPML�NYHɉ[P�HY[�^VYRZ�ZLLU�K\YPUN�H� [YHPU� [YPW� [V�
Helsinki, Finland in 1990 (Vladimir518, 2016: 330). POIS 
(born 1975) was in 1990 for a short time visiting a school 
PU� -YHURM\Y[�� .LYTHU`� HUK� LUJV\U[LYLK� NYHɉ[P� HY[� [OLYL�
PU� [OL�Z[YLL[Z�HUK�OL�Z[HY[LK�[V�KV�ÄYZ[�ZRL[JOLZ�VU�WHWLY�
�760:����� ���)V[O�409(��HUK�760:�Z[HY[LK�I`�[HNNPUN�ÄYZ[�
^P[O�THYRLYZ�HYV\UK��  ���760:����� "�=SHKPTPY���������!�
������0U�HKKP[PVU��H�-YLUJO�NYHɉ[P�HY[PZ[��767(@��IVYU�� �����
visited Prague by 1990, and created tags and throw-ups in 
[OL�*aLJOVZSV]HR�JHWP[HS��=SHKPTPY���������!����"�:UVWLR��
����!� �����(SZV�.LYTHU�NYHɉ[P� HY[PZ[Z� MYVT�+VY[T\UK�HUK�
+�ZZLSKVYM�WHPU[LK�NYHɉ[P�HY[�^VYRZ� PU�7YHN\L� PU� [OL�LHYS`�
1990s (Overstreet, 2006: 21). As a result, it comes as not 
H�IPN�Z\YWYPZL� [OH[� [OL�ZJOVSHY�1LɈ�-LYYLSS� YLWVY[LK� [OH[�OL�
photographed during the summer of 1991 already “scattered 
L_HTWSLZ�VM�OPW�OVW�NYHɉ[P�PU�7YHN\L¹��-LYYLSS���  �!�����[OL�
JHWP[HS�VM�MVYTLY�*aLJOVZSV]HRPH��

5. Informal channels: Mobility of young people
At this point, I would like to turn the attention back once 
TVYL�[V^HYKZ�[OL�KPZZLTPUH[PVU�JOHUULSZ�VM� [OL�NYHɉ[P�HY[�
J\S[\YL�MYVT�5L^�@VYR�[V�V[OLY�[LYYP[VYPLZ�HYV\UK�[OL�̂ VYSK�HZ�
was discussed above in section 3. New York City: The global 
writing capital is the name of a very interesting chapter in 
the book�;HRPUN�[OL�;YHPU!�/V^�.YHɉ[P�(Y[�)LJHTL�HU�<YIHU�
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Crisis in New York City��I`� [OL�ZJOVSHY�1VL�(\Z[PU� �(\Z[PU��
����!�����������(\Z[PU�KLZJYPILZ�VU�ZP_�WHNLZ�[OL�KPɈ\ZPVU�
VM� NYHɉ[P� HY[� MYVT�5L^�@VYR�*P[`� [V� V[OLY� SVJH[PVUZ�VM� [OL�
world. Austin highlights the importance of informal channels 
VU�[OL�KPZZLTPUH[PVU�VM�NYHɉ[P�HY[��(\Z[PU�Z\NNLZ[LK�[OH[�HU�
important informal channel responsible for the dissemination 
VM�NYHɉ[P�HY[�^HZ�YLWYLZLU[LK�PU�[OL�� ��Z�PU�[OL�JPYJ\SH[PVU�
¸VM�`V\UN�WLVWSL�HUK�WOV[VNYHWOZ¹�IL[^LLU�5L^�@VYR�HUK�
other cities in the USA. This suggests that young people 
^OV�TV]LK�V\[� MYVT�5L^�@VYR� [V�V[OLY� JP[PLZ�� PU[YVK\JLK�
NYHɉ[P�HY[� [OYV\NO�WLYZVUHS�JVU[HJ[� [OLTZLS]LZ�VY� [OYV\NO�
photographs to other peers in new territories (Austin, 2001: 
262). As was highlighted above in section 4, informal channels 
^LYL� PTWVY[HU[�HSZV� PU� [OL�KPZZLTPUH[PVU�VM�NYHɉ[P�HY[� PU[V�
former communist countries in Central Europe around 1990 
�,HZ[LYU�.LYTHU`�HUK�*aLJOVZSV]HRPH��� 0U�:V\[OLHZ[�(ZPH��
[OL�ZP[\H[PVU�^HZ�ZPTPSHY��.YHɉ[P�HY[�ZWYLHK�[V�4HSH`ZPH�K\L�
to internet accessibility around the year 1999, skateboarding, 
HUK�K\L�[V�:PUNHWVYLHU�NYHɉ[P�HY[PZ[Z�̂ OV�PU[YVK\JLK�NYHɉ[P�
art to local Malaysian youngsters through the internet and 
PU� WLYZVU� �5V]HR�� ����!�  �����"� 5V]HR�� ����!� ���� �� ZLL�
section 6.2 below).  

���7YLZLU[�KH`!�.YHɉ[P�HY[�HZ�H�^VYSK^PKL�WOLUVTLUVU
(M[LY�OPZ[VYPJHSS`�[YHJPUN�[OL�[YHUZTPZZPVU�VM�NYHɉ[P�HY[�PU�[OL�
ÄYZ[�OHSM�VM� [OL�� ��Z�[V�>LZ[�,\YVWL��(\Z[YHSPH�HUK� PU�[OL�
late 1980s-early 1990s to Central and Eastern Europe the 
attention is now directed to the rest of the world. Nowadays 
VUL� VM� [OL� VSKLZ[� HUK� TVZ[� ]PZP[LK� NYHɉ[P� ^LIZP[LZ��
ArtCrimes��MLH[\YLZ�NYHɉ[P�MYVT�����JP[PLZ�^VYSK^PKL��About 
us: What we’re doing and why).
 
(\Z[PU� YLWVY[LK� PU������ [OH[�NYHɉ[P�HY[�L_WHUKLK�[V�¸3H[PU�
America, eastern and southern Europe, and the Caribbean” 
in the 1990s (Austin, 2001: 262). This correlates also with the 
information contained in the book .YHɉ[P�>VYSK! Street Art 
from Five Continents, published in 2004.3 However, in 2013 
in ;OL�>VYSK�([SHZ�VM�:[YLL[�(Y[�HUK�.YHɉ[P the anthropologist 
HUK�J\YH[VY�9HMHLS�:JOHJ[LY�ZWLJPÄLK�[OH[�NYHɉ[P�HY[�HYYP]LK�
in Mexico City and São Paulo in the 1980s, pushing the 
KPZZLTPUH[PVU� KH[L� VM� NYHɉ[P� HY[� PU� 3H[PU� (TLYPJH� PU[V� [OL�
1980s (Schacter, 2013: 98, 112). In addition, I would like to 
[HSR�HIV\[�[^V�ZV\YJLZ��^OPJO�WYLZLU[�NYHɉ[P�HY[�HZ�H�NSVIHS�
WOLUVTLUVU��-PYZ[S �̀�[OL�PU������YLSLHZLK�ÄST�KVJ\TLU[HY`�
Bomb It��^OPJO�PU[YVK\JLK�NYHɉ[P�HY[PZ[Z�MYVT�[OL�MVSSV^PUN�
JP[PLZ!�3VZ�(UNLSLZ��5L^�@VYR��7OPSHKLSWOPH��:HU�-YHUJPZJV��

Tijuana, London, Paris, Amsterdam, Barcelona, Hamburg, 
Berlin, Cape Town, São Paulo and Tokyo (Reiss, 2007). 
:LJVUKS �̀� [OL�ZJOVSHY��.YLNVY`�1��:U`KLY��YLWVY[LK� PU���� �
[OL� WYLZLUJL� VM� NYHɉ[P� HY[PZ[Z� PU� [OL� JP[PLZ� VM� ¸5L^� @VYR��
Philadelphia, Atlanta, Houston, Los Angeles, San Francisco, 
Washington D.C., Paris, Berlin, Stuttgart, Amsterdam, 
Tokyo, Sao Paulo, and Santiago” (Snyder, 2009: 2). The four 
above highlighted reports from the 2000s did not – besides 
1HWHU�HUK�:PUNHWVYL� �.HUa�������� ¶�KYH^�T\JO�H[[LU[PVU�
[V�[OL�WYLZLUJL�VM�NYHɉ[P�HY[�PU�(ZPH��;OLYLMVYL��H[�[OPZ�WVPU[�
I would like to focus on yet not much explored other global 
territories. 

6.1 Turkey, Middle East and Maghreb 
.YHɉ[P� HY[�� HJJVYKPUN� [V� [OL� WVW\SHY� IVVR� ;\YRPZO�.YHɉ[P��
Z[HY[LK�KL]LSVWPUN�PU�;\YRL`�PU�[OL�� ��Z��+PUKHȴ����� !�����
It seems, however, that the Turkish scene actually started 
developing rather in the late 1990s or early 2000s. Especially 
after examining the photographs published in one of earliest 
;\YRPZO� NYHɉ[P� THNHaPULZ� .9(--;<92!� ;\YRPZO� NYHɉ[P�
magazine it seems more probable that the development 
VM� [OL� ;\YRPZO� NYHɉ[P� HY[�TV]LTLU[� KH[LZ� PU[V� [OL� �  �Z��
;OL�RUV^U�;\YRPZO�NYHɉ[P� HY[PZ[�-<52� �IVYU�� ����JHU�IL�
TLU[PVULK�HZ�H�JHZL�PU�WVPU[���-<52�Z[HY[LK�^P[O�NYHɉ[P�HY[�
in Istanbul around the year 1998 (FUNK, 2014). Further, I 
conducted in Istanbul a group interview with one of the most 
PTWVY[HU[�;\YRPZO�NYHɉ[P�HY[�JYL^Z!�)62��)(+�6-�205.:���
The crew had 7 members, counting PUNCH, MR.HURE, 
HERO, REPUS and others (BOK, 2014). The BOK crew was 
established around 2004 and its members started painting 
NYHɉ[P�HY[�HYV\UK�[OL�`LHY�������;OL�)62�JYL^�Z[H[LK!�

“T�YRP`LKL�NYHɉ[PUPU��aNLsTPȴP��������`ÛSSÛR�IPY�ȴL`. 
Çok eski deil. 
[;OL� YLZ\TL�VM�NYHɉ[P� BHY[D� PU�;\YRL`� PZ�ZVTL[OPUN�
around 10, 15 years. Not too old.]”

There are no direct indications for the early transmission of 
NYHɉ[P� HY[� MYVT�.LYTHU`� [V� ;\YRL �̀� I\[� 0� HZZ\TL� [OH[� [OL�
KPZZLTPUH[PVU�VM�NYHɉ[P�HY[� PU[V�;\YRL`�TH`�Z[YVUNS`� YLSH[L�
[V� .LYTHU �̀� HZ� H� ZPNUPÄJHU[� U\TILY� VM� [OL� LHYS`� .LYTHU�
NYHɉ[P�HY[PZ[Z�^LYL�VM�;\YRPZO�KLZJLU[�HUK�[OL`�TPNO[�OH]L�
PU[YVK\JLK�NYHɉ[P�HY[�PU[V�;\YRLU�PU�[OL��  �Z�4 

5V^HKH`Z�NYHɉ[P� HY[� PZ�^PKLS`� ZWYLHK�HUK�JHU�IL� SVJH[LK�
in countries such as Tunisia (Georgeon, 2012), Iraq (Novak 
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HUK�1H]HUTPYP��������HUK�THU`�V[OLY�JV\U[YPLZ�UV[�KPYLJ[S`�
discussed in this present paper. For research papers on 
Z[YLL[�HUK�NYHɉ[P�HY[�MYVT�[OL�(YHI�^VYSK�YLMLY�[V�[OL�]VS\TL�
XV of the Romano-Arabica journal: .YHɉ[P��>YP[PUN�HUK�:[YLL[�
Art in the Arab World (2015). 

6.2 Southeast and East Asia
Finally, attention is drawn to the region of Southeast and 
,HZ[�(ZPH��-VY�[OL�KPZZLTPUH[PVU�VM�NYHɉ[P�HY[�PU[V�[OPZ�YLNPVU�
of the world were partially responsible, besides others, new 
TLKPH�¶� [OL� PU[LYUL[��;OL� MYLL�ÅV^�VM� PUMVYTH[PVU�V]LY� [OL�
PU[LYUL[� PU�JVTIPUH[PVU�^P[O�WVW�J\S[\YL� PUÅ\LUJLK�ZL]LYHS�
`V\UNZ[LYZ�[V�L_WSVYL�[OL�NYHɉ[P�HY[�J\S[\YL�HUK�[OL�PU[LYUL[�
OLSWLK� ZVTL� [V� ÄUK� V[OLY� SPRL�TPUKLK� PUKP]PK\HSZ� �VU� [OPZ�
regional case see Novak, 2011: 93, 99, 103, 107 ). The 
ÄYZ[� NYHɉ[P� HY[� THNHaPUL� MLH[\YPUN� YLWVY[Z� MYVT� (ZPH� ^HZ�
[OL� 1HWHULZL� HSMagazine�� ;OL� PU[LYUH[PVUHS� NYHɉ[P� HY[�
THNHaPUL�Graphotism�MLH[\YLK�PL�PZZ\L�
���H�ZWLJPHS�YLWVY[�
VU� ZL]LYHS� YLNPVUHS� JV\U[YPLZ� �1096,�� ������� ;OL� YLNPVU�
of Southeast and East Asia was later focused on by the 
THNHaPUL�INVASIAN��(ZPH�.YHɉ[P�4HNHaPUL��������PU�P[Z�ÄYZ[�
issue published in Summer 2008.

0U� :V\[OLHZ[� (ZPH� NYHɉ[P� HY[� ^HZ� WYVIHIS`� ÄYZ[� WYLZLU[� PU�
[OL�7OPSPWWPULZ�PU��  ���:HUHKH��/HZZHU������!�� "�-307���
2013) and then in Singapore in 1994 (Sanada & Hassan, 
����!����"�5V]HR������!� ����;OL�:PUNHWVYLHU�NYHɉ[P�HY[PZ[�
:*67,�BHRH�-3(@4,���HUK�/@)90+D��IVYU�� ����Z[HY[LK�PU�
1994 the Singaporean/international crew OAC (OPERATION 
(9;�*69,���:*67,�KPZJV]LYLK�OPZ�WHZZPVU� MVY�NYHɉ[P� HY[�
after watching the movie Beatstreet (SCOPE, 2009). In 
;OHPSHUK�NYHɉ[P�HY[�Z[HY[LK�WYVIHIS`�KL]LSVWPUN�PU�[OL�LHYS`�
�  �Z��:HUHKH��/HZZHU������!����� ����HZ�NYHɉ[P�HY[�^HZ�
already present in the city of Chiang Mai by 1994. In South 
2VYLH�NYHɉ[P�HY[�ILNHU�[V�NYV^�PU�[OL�SH[L��  �Z��:HUHKH��
Hassan, 2010: 39), similarly as in Taipei, Taiwan (Sanada & 
Hassan, 2010: 62) and Indonesia (Sanada & Hassan, 2010: 
������(TVUN�[OL�ÄYZ[�NYHɉ[P�HY[PZ[Z�PU�0UKVULZPH�^HZ�)()(4�
�PU�ZOVY[�)(4���̂ OV�Z[HY[LK�̂ P[O�NYHɉ[P�HY[�PU�1HRHY[H�I`��  ��
�)()(4����� ���.YHɉ[P�HY[�^HZ�PU[YVK\JLK�[V�[OL�LHZ[�JVHZ[�
VM�*OPUH�[OYV\NO�/VUN�2VUN�HUK�HWWLHYLK�MVY�[OL�ÄYZ[�[PTL�
PU�[OL��  �Z�PU�.\HUNaOV\�5 and in 2002 in Wuhan. However, 
[OL�ÄYZ[�[PTZ�NYHɉ[P�HY[�^HZ�¸PU[YVK\JLK¹�[V�/VUN�2VUN�^HZ�
in May 1982 (Witten & White, 2001: 160-161). Nevertheless, 
[OL�*OPULZL�NYHɉ[P�HY[PZ[�;6<*/�Z\NNLZ[LK�[OH[�NYHɉ[P�HY[�
PU�.\HUNaOV\��*OPUH�^HZ�WYLZLU[�HSYLHK`� PU�[OL�ILNPUUPUN�

of the 1990s and from there it spread to larger cities as 
:OHUNOHP�HUK�)LPQPUN��;6<*/���������;OL�4`HUTHY�NYHɉ[P�
HY[PZ[� A)095� Z[HY[LK� WLYMVYTPUN� NYHɉ[P� HY[� PU� TPK������ PU�
Singapore, but he did sketches in 2010 while staying in the 
state of Sabah, in Malaysia (ZBIRN, 2013). ZBIRN reported 
[OH[� PU�4`HUTHY� [OL� NYHɉ[P� HY[� J\S[\YL� Z[HY[LK� HYV\UK� [OL�
`LHY� ��� �� /V^L]LY�� [OL� 4HSH`ZPHU� NYHɉ[P� HY[PZ[� :56AA,�
�IVYU�� ���� YLWVY[LK�� HM[LY� H� ]PZP[� [V�4`HUTHY�� [OH[� NYHɉ[P�
art started developing in Myanmar around the year 2002 
(SNOZZE, 2012). In Vietnam CRAZ (born 1988) started doing 
NYHɉ[P�HY[�HYV\UK�/V�*OP�4PUO�*P[`�I`�������*9(A����� ���
0U�)Y\ULP��HJJVYKPUN� [V�*@+,���� [OL�ÄYZ[�NYHɉ[P�HY[PZ[�^HZ�
;@*(3�PU�[OL�`LHY�������*@+,������� ���

/PZ[VYPJHS�KL]LSVWTLU[�VM�[OL�NYHɉ[P�HY[�J\S[\YL�PU�4HSH`ZPH�
KH[LZ� IHJR� [V� [OL� `LHYZ� �   ������ �5V]HR�� ����"� 5V]HR��
2012). The initial two locations of origin were the areas of 
Batu Pahat and Greater Kuala Lumpur on the Malaysian 
peninsula.6� .YHɉ[P� HY[� PU� WLUPUZ\SHY� 4HSH`ZPH� Z[HY[LK�
developing in these two locations in parallel. In Batu Pahat 
[OL�NYHɉ[P� HY[PZ[�7/6)0(� �IVYU� � ���� Z[HY[LK�KVPUN�NYHɉ[P�
art in the very late 1990s.7�7/6)0(�^HU�ÄYZ[� PU[YVK\JLK�[V�
NYHɉ[P�HY[�[OYV\NO�:PUNHWVYLHU�IYLHRKHUJLYZ�PU�HU�PU[LYUL[�
JOH[� YVVT� �7/6)0(�� ������� ;OL� :PUNHWVYLHU� NYHɉ[P� HY[�
ZJLUL�OHK�ZPNUPÄJHU[� PUÅ\LUJL�VU� [OL�KL]LSVWTLU[�VM� [OL�
4HSH`ZPHU�NYHɉ[P�HY[�ZJLUL��-VY� PUZ[HUJL�� [OL�:PUNHWVYLHU�
NYHɉ[P�HY[PZ[�:*67,�WYVK\JLK�HYV\UK�[OL�̀ LHY������H�NYHɉ[P�
art piece for the Malaysian hip-hop music video Jezzebelle, 
I`�[OL�NYV\W�;66�7/(;��:*67,����� "�-SPaV �̂��������^OPJO�
was exactly at the time when hip-hop started to attract more 
and more interest among Malaysian youth. By the end of 
the 1990s hip-hop culture in Malaysia had just started to 
ILJVTL�]LY`�WVW\SHY��:(05;����� ���6[OLY�4HSH`ZPHU�NYHɉ[P�
HY[�WPVULLYZ�HZ�5,562��IVYU�� �����:<)>(@��=+:�����IVYU�
1985), DREW (born 1983), MIST149 (born 1985), SAINT 
�IVYU�� ����VY�206<,��IVYU�� ����NV[�PU[YVK\JLK�[V�NYHɉ[P�
art through hip-hop, skateboarding or by traveling abroad 
�5V]HR������"�5V]HR���������

6.3 Reasons for the dissemination 
In Fig. 3, I present a diagram suggesting possible relations 
between the Origins, Dissemination channels and Other 
*VUKP[PVUZ� YLSH[PUN� [V� [OL� ZWYLHK� VM� NYHɉ[P� HY[� HYV\UK� [OL�
globe. The diagram is based on the present article and on 
research conducted by other researchers and authors (Ley & 
*`IYP^ZR �̀�� ��"�*HZ[SLTHU��� ��"�*OHSMHU[��:PS]LY��� ��"�
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*OHSMHU[��7YPNVɈ��� ��"�:[L^HY[��� � "�4PSSLY���  �"�-LYYLSS��
�  �"�(\Z[PU������"�4HJKVUHSK������"�.HUa������"�3\UK �̀�
����"�2YHTLY����� "�:U`KLY����� "�:[L^HY[����� "�;OVTWZVU��
��� "�:HUHKH��/HZZHU������"�5V]HR������"�5V]HR������H"�
5V]HR�� 1H]HUTPYP�� ������� 0U� [OL� WYLZLU[� WHWLY�� 0�^PSS� WH`�
attentiot to “Painting on Trains” and “Establishing of Forms 
HUK�[OLPY�:PaLZ�¹��

������.YHɉ[P�HY[�VU�L_[LYPVY�ZPKLZ�VM�[YHPUZ
0[�PZ�VM�PU[LYLZ[�[V�WVPU[�V\[�[OH[�PU�[OL�� ��Z�NYHɉ[P�HY[PZ[Z�PU�
UL^�[LYYP[VYPLZ�HSZV�JYLH[LK�NYHɉ[P�HY[�^VYRZ�VU�[OL�L_[LYPVY�
ZPKLZ�VM�[YHPUZ��HZ�^HZ�VYPNPUHSS`�[OL�JHZL�PU�5L^�@VYR�*P[`�
�*OHSMHU[��7YPNVɈ��� ��!������"�4\UPJO�:�;YHPUZ���  �!����"�
>PLZL���  �!������"�4HP��9LTRL������!��� ���0U�� ����[OL�
publication Spraycan Art reported that trains were painted 
PU� [OL� JP[PLZ� VM� =PLUUH�� +�ZZLSKVYM�� 4\UPJO�� *VWLUOHNLU��
7HYPZ�� 3VUKVU� HUK� :`KUL`� �*OHSMHU[� � 7YPNVɈ�� � ��!� ����
/V^L]LY��NYHɉ[P�HY[�^VYRZ�^LYL�UV[�HS^H`Z�WYVK\JLK�VUS`�
on exterior sides of subway trains, but on all variations of 
transportation rail-vehicles available (Austin, 2001: 265). To 
WYVK\JL� NYHɉ[P� HY[� ^VYRZ� VU� [OL� L_[LYPVYZ� VM� YHPS�]LOPJSLZ�
ILJHTL�HU�VY[OVKV_�[YHKP[PVU�VM�[OL�NYHɉ[P�HY[�J\S[\YL�\U[PS�
WYLZLU[�KH �̀�.YHɉ[P�HY[�PZ�HSZV�VM[LU�WYVK\JLK�VU�[OL�L_[LYPVY�
ZPKLZ�VM�MYLPNO[�[YHPUZ��ZLL�-PN������-LYYLSS���  �"�(\Z[PU������!�
247-249). 

,ZWLJPHSS`�PU�[OL�>LZ[LYU�^VYSK��NYHɉ[P�HY[�^VYRZ�WYVK\JLK�
VU�[OL�L_[LYPVY�ZPKLZ�VM�[YHPUZ�HYL�Z[PSS�OPNOS`�WYPaLK��;OPZ�PZ�HU�
PTWVY[HU[�WVPU[��;OL�WYVK\J[PVU�VM�NYHɉ[P�HY[�^VYRZ�VU�[OL�
exterior sides of trains, besides the USA, took place in the 
1980s and 1990s in Europe, Australia and in other countries. 
;OL�NYHɉ[P�HY[�̂ YP[LYZ�PU�UL^�[LYYP[VYPLZ�JVWPLK�[OL�L_WYLZZP]L�
styles, designs and importantly also the behavioural patterns 
VM� [OLPY� YVSL�TVKLSZ� MYVT�5L^�@VYR�*P[`�VM� [OL�� ��Z�HUK�
1980s. One of these conducts was the creative production 
VM�NYHɉ[P�HY[�^VYRZ�VU�L_[LYPVY�ZPKLZ�VM�W\ISPJ�[YHUZWVY[H[PVU�
rail-vehicles.8� ;OPZ� PUÅ\LUJLK� [OL� V]LYHSS� KPYLJ[PVU� VM� [OL�
NSVIHS�NYHɉ[P�HY[�J\S[\YL�HUK�HUJOVYLK�[OPZ�\YIHU�Z\IJ\S[\YHS�
activity on the edge between vandalism and art. Still to the 
WYLZLU[�KH`�NYHɉ[P�HY[�^VYRZ�JYLH[LK�VU�[OL�L_[LYPVY�ZPKLZ�VM�
[YHPUZ�HYL�YLNHYKLK��I`�>LZ[LYU�NYHɉ[P�HY[PZ[Z�LZWLJPHSS �̀�HZ�
HU�H\[OLU[PJ�JVU[PU\H[PVU�VM�[OL�5L^�@VYR�[`WL�VM�NYHɉ[P�HY[�
from the 1970s (see Figs. 5-6).9 

������.YHɉ[P�HY[�VU�L_[LYPVY�ZPKLZ�VM�[YHPUZ�PU�(ZPH
0U�[OL�����Z�NYHɉ[P�HY[�^VYRZ�^LYL�ILPUN�JYLH[LK�VU�L_[LYPVY�
sides of trains in Hong Kong, Thailand and Indonesia (Sanada 
& Hassan, 2010: 36-37, 81, 109-110). It is often the Western 
¸NYHɉ[P�HY[�[V\YPZ[Z¹�^OV�WHPU[�[YHPUZ�PU�(ZPH��HZ�P[�PZ�KLZPYHISL�
MYVT�[OL�>LZ[LYU�NYHɉ[P�HY[�J\S[\YHS�WLYZWLJ[P]L��ZLL�-PN������
0U�:V\[OLHZ[�(ZPHU�4HSH`ZPH��[OL�SVJHS�NYHɉ[P�HY[PZ[Z�\Z\HSS`�
KV� UV[� WHPU[� NYHɉ[P� HY[� ^VYRZ� VU� [YHPU� L_[LYPVYZ� �5V]HR��
����H!�� ���/V^L]LY�� [OL�(TLYPJHU�NYHɉ[P�HY[�WLYZVUHSP[PLZ�
UTAH and ETHER produced for example in the year 2016 a 
whole train (double whole car in this case) in the Malaysian 
capital Kuala Lumpur and in other Asian cities (Grifters, 26 
(WYPS� ����"� ;H �̀� ������� -\Y[OLY�� PU�4H`� ����� H� :^PZZ� HUK�
H� )YP[PZO� NYHɉ[P� HY[PZ[� �:PUNHWVYL� ZLU[LUJLZ� :^PZZ�THU� [V�
JHUPUN�MVY�ZWYH`PUN�NYHɉ[P�VU�Z\I^H`�JHY������"�>YP[LY��������
JYLH[LK�[^V�T\S[PJVSVYLK�NYHɉ[P�HY[�^VYR��VUN`V\`\HU� ����
18 May 2010) panel pieces, on the exterior of a Singaporean 
MRT subway train. This caused an enormous stir in the 
:PUNHWVYLHU� TLKPH�� 6UL� VM� [OL� NYHɉ[P� HY[PZ[Z� ÅLK� [OL�
JV\U[Y`�HUK�H�¸^HYYHU[�VM�HYYLZ[�^HZ�PZZ\LK�VU�1\UL���B����D�
and INTERPOL member countries were alerted” (Suparto, 
�������;OL�V[OLY�NYHɉ[P�HY[PZ[�^HZ�HYYLZ[LK�PU�:PUNHWVYL�HUK�
ZLU[LUJLK� PU� 1\UL������ �:PUNHWVYL� ZLU[LUJLZ�:^PZZ�THU�
[V�JHUPUN� MVY�ZWYH`PUN�NYHɉ[P�VU�Z\I^H`�JHY������"�>YP[LY��
2010). 

+\L� [V�:PUNHWVYL»Z� Z[YPJ[� SLNPZSH[PVU� [OPZ� PZ� H� ]LY`�KPɈLYLU[�
YLZWVUZL�[V�NYHɉ[P�HY[�]HUKHSPZT��HZ�[OL�L_[LYPVYZ�VM�[YHPUZ�
are being painted in Western countries on a regular daily 
IHZPZ��(Y[�*YPTLZ!�;YHPUZ��(Y[�*YPTLZ!�;YHPUZ"�;67_.9(--0;0��
���1\UL�������I\[�:PUNHWVYL»Z�[V\NO�Z[HUJL�VU�HU`�ZVY[�VM�
crime in general is known.10 However, it is quite unheard 
VM�[V�PZZ\L�HU�0U[LYWVS�^HYYHU[�MVY�H�NYHɉ[P�HY[�^VYR�¶�L]LU�
though it was illegally produced on a public transportation 
rail-vehicle exterior. Especially, if we take into account that 
“Singapore’s subway operator, SMRT Corp., didn’t report 
[OL� PUJPKLU[� [V� WVSPJL� MVY� [^V� KH`Z� ILJH\ZL� Z[HɈ� [OV\NO[�
[OL�IYPNO[S`�JVSVYLK�NYHɉ[P�BHY[�^VYRD�^HZ�HU�HK]LY[PZLTLU[¹�
(Singapore sentences Swiss man to caning for spraying 
NYHɉ[P� VU� Z\I^H`� JHY�� ������� 7PLJLZ� VU� L_[LYPVY� ZPKLZ� VM�
[YHPUZ�JHU�IL�JVUZPKLYLK�[V�YLWYLZLU[�[V�NYHɉ[P�HY[PZ[Z�H�ZVY[�
of trophy in the form of the photograph of the work. 

;OLYL�PZ�HUV[OLY�PU[LYLZ[PUN�MLH[\YL�YLSH[PUN�[V�[OL�NYHɉ[P�HY[�
J\S[\YHS�MVSRSVYL�VM�WHPU[PUN�NYHɉ[P�HY[�^VYRZ�VU�[OL�L_[LYPVYZ�
VM� [YHPUZ� ¶� [OL� ZPaLZ� VM� NYHɉ[P� HY[� ^VYRZ�� 6UJL� NYHɉ[P� HY[�
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^HZ� KPZZLTPUH[LK� PU[V� V[OLY� NSVIHS� SVJH[PVUZ�� SVJHS� NYHɉ[P�
artists in new territories copied not only the behavioural 
JVKLZ� VM� [OLPY� HKTPYLK� YVSL�TVKLSZ�� I\[� [OL� NYHɉ[P� HY[PZ[Z�
HSZV�\UJVUZJPV\ZS`� ¸JVWPLK¹� [OL� ZJHSL� VM� NYHɉ[P� HY[�^VYRZ�
LZ[HISPZOLK�PU�5L^�@VYR�*P[`�VM�[OL�� ��Z��

������:JHSL�VM�NYHɉ[P�HY[�^VYRZ
Anthropometrical limitations dramatically determine the 
ZJHSL�VM� NYHɉ[P� HY[�^VYRZ� �5V]HR�� ����I��� �/V^L]LY�� 0� ZLL�
also a historical reasoning behind the determined average 
ZPaL�VM�[OL�NYHɉ[P�HY[�MVYT�¸WPLJL�¹�,HYS`�L]VS\[PVUHY`�Z[HNLZ�
VM�NYHɉ[P�HY[�[VVR�WSHJL�PU�5L^�@VYR�*P[ �̀�LZWLJPHSS`�VU�[OL�
5L^�@VYR�*P[`�;YHUZP[�(\[OVYP[PLZ»��4;(��Z\I^H`�JHYZ��5L^�
@VYR�Z\I^H`�JHYZ�OH]L�H�SLUN[O�VM�HWWYV_PTH[LS`���T�HUK�
H�KVVY�OLPNO[�VM��T��¸7PLJLZ¹�ÄYZ[�HWWLHYLK�VU�[OLZL�[YHPUZ�
around 1971–1972 (Stewart, 2009: 60-63), and they were 
commonly placed on the “panels” beneath the subway 
cars’ windows and in between the doors (see as well the 
photos in: Schmidlapp and PHASE2, 1996). The distance 
between two doors was around 5 m,12 which indicates that 
[OL�HWWYV_PTH[L�ZPaL�VM�[OL�LHYSPLZ[�¸WPLJLZ¹�L]LY�WYVK\JLK�
was around 5m in width and 1.2m in height.13�0U�� ���NYHɉ[P�
HY[PZ[Z� PU�5L^�@VYR�*P[`�Z[HY[LK�WHPU[PUN� SHYNLY�¸WPLJLZ¹�VU�
[OL� ZPKLZ� VM� Z\I^H`� JHYZ!� ¸[VW�[V�IV[[VTZ¹�� ;V� ÄSS� \W� [OL�
V]LY���T�^PK[O�L_[LYPVY�ZPKL�VM�H�Z\I^H`�JHY�NYHɉ[P�HY[PZ[Z�
producing “top-to-bottom pieces” often teamed up with 
VUL�VY� [^V�V[OLY�NYHɉ[P�HY[PZ[Z�14 This teaming up leads to 
the conclusion that the early “top-to-bottom pieces” were 
HYV\UK� �T� VM� ^PK[O� HUK� �T� OLPNO[�� PM� [OYLL� NYHɉ[P� HY[PZ[Z�
teamed up. 

5V]HR� YLWVY[LK� [OL� L_HJ[� H]LYHNL� ZPaL� VM� H� ¸WPLJL¹� PU�
Malaysia in 2011–2012  to have been 4.73m by 1.94m 
�5V]HR������I���>OH[�KVLZ�[OPZ�ZH`�HIV\[�[OL�J\YYLU[�ZPaLZ�
VM�NYHɉ[P�HY[�^VYRZ�TVYL�[OHU����`LHYZ�SH[LY&�0[�ZLLTZ�[OH[�
[OL�ZJHSL�VM�NYHɉ[P�HY[�^VYRZ�LZ[HISPZOLK�PU�[OL�� ��Z�VU�[OL�
L_[LYPVY�ZPKLZ�VM�Z\I^H`�JHYZ�PU�5L^�@VYR�*P[`�¶��T�I`��T�
– and from there these scale indications disseminated in the 
1980s around the globe and remained ever since the same, 
even on walls.

7. Conclusion
;OL�WYLZLU[�HY[PJSL�IYPLÅ`�KLTVUZ[YH[LK�[OH[�NYHɉ[P�HY[�^HZ�
is especially appealing through its visual attractiveness to 
younger adolescent audiences around the world (see on 

[OPZ�WVPU[�HZ�^LSS�[OL�WHWLY�I`�5V]HR�HUK�@V\ZVM������!�����
The followers of this urban practice appropriate established 
J\S[\YHS�UVYTZ�JVTTVU� PU� [OL�NYHɉ[P�HY[�J\S[\YL��*OHUULSZ�
Z\JO�HZ�MYLL�ÅV^�VM�PUMVYTH[PVU�HUK�TVIPSP[`�VM�̀ V\UN�WLVWSL�
^LYL� YLZWVUZPISL� MVY� [OL� [YHUZTPZZPVU� VM� NYHɉ[P� HY[� VU� H�
worldwide scale.  It is necessary to state that there is a need 
[V� L_WHUK� ZPNUPÄJHU[S`� V\Y� RUV^SLKNL� HIV\[� [OL� OPZ[VY`�
HUK�ZWLJPÄJ�X\HSP[PLZ�HUK�JVUKP[PVUZ�VM�NYHɉ[P� HY[� [OYV\NO�
HJHKLTPJ�YLZLHYJO�[V�\UKLYZ[HUK�NYHɉ[P�HY[�TVYL�WYLJPZLS �̀�
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-PN�����0U�� ���[OL�W\ISPJH[PVU�:WYH`JHU�(Y[�MLH[\YLK�NYHɉ[P�HY[�^VYRZ�MYVT�[OL�MVSSV^PUN�JP[PLZ!�5L^�@VYR�*P[ �̀�7OPSHKLSWOPH��
Pittsburg/Cleveland, Chicago, San Francisco/Bay Area, Los Angeles, London, Bristol, Wolverhampton, Amsterdam, Eindhoven, 

7HYPZ��)HYJLSVUH��B>LZ[D�)LYSPU��)Y�OS��=PLUUH��*VWLUOHNLU��:`KUL`�HUK�(\JRSHUK�

-PN�����+PZZLTPUH[PVU�VM�[OL�NYHɉ[P�HY[�J\S[\YL�MYVT�5L^�@VYR�*P[`�[V�>LZ[LYU�,\YVWL�PU�LHYS`�� ��Z��.HSSLY`�L_OPIP[PVUZ�VM�5L^�
@VYRLY�NYHɉ[P�HY[PZ[Z�PU�>LZ[LYU�,\YVWL��H�WYPU[LK�W\ISPJH[PVU�HUK�TV[PVU�WPJ[\YLZ�HIV\[�NYHɉ[P�HY[�HZ�WHY[�VM�H�^PKLY�OPW�OVW�

culture played major roles in the transnational dissemination.
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Fig. 3. Diagram representing the Origins, Dissemination Channels and Other Conditions 
YLSH[PUN�[V�[OL�ZWYLHK�VM�NYHɉ[P�HY[�HYV\UK�[OL�^VYSK�
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-PN���!�(�JHYNV�[YHPU�^P[O�NYHɉ[P�HY[�PU�7YHN\L��*aLJO�9LW\ISPJ��
7OV[V!�� �1\UL�������7YHN\L�4HPU�9HPS^H`�:[H[PVU��.VVNSL�4HWZ!����������������������

-PN���!�(U�VWLYH[PVUHS�W\ISPJ�[YHUZWVY[H[PVU�[YHPU�^P[O�NYHɉ[P�HY[�PU�)LYSPU��.LYTHU �̀�
7OV[V!����1\S`�������-YPLKYPJOZ[YHZZL�[YHPU�Z[H[PVU��.VVNSL�4HWZ!������������������� ��
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-PN���!�(U�VWLYH[PVUHS�PU[LYJP[`�[YHPU�^P[O�NYHɉ[P�HY[�PU�:VÄH��)\SNHY �̀�
7OV[V!����1\UL�������:VÄH�*LUYHS�:[H[PVU��.VVNSL�4HWZ!����������������� � ��

-PN���!�5V[�VWLYH[PVUHS�W\ISPJ�[YHUZWVY[H[PVU�[YHPUZ�^P[O�NYHɉ[P�HY[�PU�0Z[HUI\S��;\YRL �̀
From left: STUR, MERDE, BLOW. On the right pieces by the Americans UTAH & ETHER.
7OV[V!����(WYPS�������/H`KLYWHȴH�[YHPU�Z[H[PVU��.VVNSL�4HWZ!����  ������� ���� � �
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Notes 

1.    On some of these gallery exhibitions see: Witten & White 
������"�;OVTWZVU����� ��
2. Stories are according to Steven Powers (born 1968) one of 
[OL�TVZ[�PU[LYLZ[PUN�MHJL[Z�VM�NYHɉ[P�HY[!�º>OH[�THRLZ�NYHɉ[P�
BHY[D� ZV� NYLH[� HUK� [OL� H[[LUKPUN� NYHɉ[P� BHY[D�THNHaPULZ� ZV�
weak are the stories’. (Powers, 1999: 82).
��� ;OL� IVVR� �.HUa�� ������ OHZ� [OYLL� THPU� JOHW[LYZ� ¶�
Americas (107 pages), Europe (202 pages) and the Rest of 
the world (43 pages). Rest of the world is represented with: 
1HWHU� �/PYVZOPTH�� ;VR`V��� (\Z[YHSPH� �)YPZIHUL�� 4LSIV\YUL��
Perth, Prospect and Sydney), South Africa (Cape Town, 
1VOHUULZI\YN��HUK�:PUNHWVYL��;OLYL�PZ�HZ�^LSS�H�WOV[V�MYVT�
*aLJO�9LW\ISPJ��7YHN\L��HUK�4VUNVSPH�
���-VY�L_HTWSL�[OL�PU�[OL�� ��Z�HUK��  �Z��]LY`�HJ[P]L�NYHɉ[P�
HY[PZ[�*6>)6@� �PZ�VM�;\YRPZO�KLZJLU[��-VY�*6>)6@� »Z�
^VYRZ�ZLL!�>YP[PUN�PU�4�UJOLU�� ����  ����  ����
5. DEZIO suggested the date 1998 in Sanada and Hassan, 
(2010: 14).
���;OL�:[VY`�VM�7/6)0(�PU�;LO�������"�5V]HR���������
7. Back then, PHOBIA wrote the tag names BEE and 
SPARKLING.

��� 1LɈ� -LYYLSS� HUK� 9VILY[� +�� >LPKL� KLÄULK� PU� [OL� Spot 
theory��[OL�WYVK\J[PVU�VM�NYHɉ[P�HY[�̂ VYRZ�VU�[YHPUZ�PU�YLSH[PVU�
to “liquid spots” (Ferrell & Weide, 2010). This implicates that 
¸[OL�ZWV[�H[�^OPJO�NYHɉ[P� BHY[D� PZ�^YP[[LU� PZ�UV[�ULJLZZHYPS`�
[OL�ZWV[�H[�^OPJO�P[�^PSS�IL�]PL^LK¹��PIPK��W�������HZ�NYHɉ[P�HY[�
works are produced on exteriors of trains in train yards, but 
the works are viewed in other locations as in train stations.
 �� ;OL� *aLJO�� I\[� PU[LYUH[PVUHSS`� ^LSS�RUV^U� NYHɉ[P� HY[PZ[�
CAKES/POINT answered in the following way the question 
^O`�OL�[OPURZ�[OH[�NYHɉ[P�HY[PZ[Z�WHPU[�VU�[YHPUZ�\U[PS�[VKH`!�
“It is folklore. Part of the tradition”. CAKES. (2009, 01 
September). Email Interview. 
10. As the author of this present article, I am in no way 
Z\WWVY[PUN�VY�NSVYPM`PUN�[OL�KLMHJLTLU[��TVKPÄJH[PVU�VM�HU`�
private or public property!  
���� ;OL� 5L^� @VYR� *P[`� Z\I^H`� [YHPU� [`WL� 9���� ^HZ�
PKLU[PÄLK� VU� [OL� ^LI� ZP[L� 5@*:\I^H`� �^^ �̂U`JZ\I^H �̀
VYN�WLYS�JHW[PVU�WS&�PTN�JHYZ�ZOLL[�Y���QWN�� IHZLK� \W�
VU� JVTWHYPZVU� ^P[O� WOV[VNYHWOPJHS� L]PKLUJL� MYVT� 1HJR�
Stewart’s  publication .YHɉ[P� 2PUNZ"� WOV[VNYHWOZ� VM� [OL�
“red” trains on pages 40-63. The width of the car R-33 is 
49’7-7/8’’ feet and the height of the door is 6’2-1/2’’ feet: 
NYC Subway resources: R-33. (2013). 
12. The distance between two doors on a R-33 car was 
17’1’’ feet: ibid.
13. This conclusion is based on photographical evidence 
WYV]PKLK�PU�:[L^HY[����� !������"���"���"���"��������
14. Historical evidence is provided again in photographs: 
PIPK!����� "������"����"����
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Abstract
0U�YLJLU[�`LHYZ��Z[YLL[�HY[�HUK�NYHɉ[P�OH]L�ILLU�MYHTLK�HZ�P[LTZ�VM�J\S[\YHS�OLYP[HNL��/V^L]LY��\U[PS�UV �̂�[OLYL�OHZ�ILLU�UV�
JSLHY�HNYLLTLU[�VU�[OL�KLÄUP[PVU�VY�JVUJLW[\HSPaH[PVU�VM�Z[YLL[�HY[�HZ�OLYP[HNL��;OPZ�YLZLHYJO�WYLZLU[Z�SPTP[H[PVUZ�VM�[OL�JVU-
]LU[PVUHS�HWWYVHJOLZ�[V�OLYP[HNL�HUK�HYN\LZ�[OH[�Z[YLL[�HY[�HUK�NYHɉ[P�KVLZ�UV[�YLWYLZLU[�H�KPJOV[VT`�IL[^LLU�[HUNPISL�HUK�
intangible heritage or people and object, but instead represents an inseparable relationship of the two. This study calls for 
greater engagement with more-than-representational approaches in studying the relationship between street art and heritage. 
More-than-representational approaches address street art’s crucial relationships with everyday life and change, as well as its 
YLSH[PVUHS��WLYMVYTH[P]L��LTIVKPLK�HUK�HɈLJ[P]L�JVTWVULU[Z���)HZLK�VU�TVYL�[OHU�YLWYLZLU[H[PVUHS�HWWYVHJOLZ��[OPZ�YLZLHYJO�
JVUJLW[\HSPaLZ�Z[YLL[�HY[�HZ�H�OLYP[HNL�L_WLYPLUJL�PU�[LYTZ�VM�LTIVKPTLU[��HɈLJ[�HUK�L]LY`KH`�WLYMVYTH[P]P[ �̀�-\Y[OLYTVYL��I`�
situating the concept of embodiment within the case of Bergen, Norway, the paper provides an example of how the reasons 
and meanings behind the preservation of street artworks can be captured within a local context. 

Keywords: :[YLL[�HY[��/LYP[HNL��4VYL�[OHU�YLWYLZLU[H[PVUHS��,]LY`KH`�SPML��(ɈLJ[��,TIVKPTLU[
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1. Introduction

'XULQJ�WKH�ODVW�GHFDGH��VWUHHW�DUW�DQG�JUDI¿WL�KDYH�UHFHLYHG�
LQFUHDVHG� DWWHQWLRQ�ZLWKLQ� WKH� ¿HOG� RI� KHULWDJH�� LQ� WHUPV� RI�
LVVXHV� UHODWHG� WR� FRQVHUYDWLRQ� DQG� SUHVHUYDWLRQ�� FXOWXUDO�
YDOXHV��PHPRU\��LGHQWLW\��SRZHU�DQG�SODFH�PDNLQJ��+RZHYHU��
WKHUH� DUH� VWLOO� OLPLWDWLRQV� DQG� GLIIHUHQFHV� RI� RSLQLRQ� RQ� WKH�
GH¿QLWLRQ� DQG� FRQFHSWXDOL]DWLRQ� RI� VWUHHW� DUW� DQG� JUDI¿WL�
DV� KHULWDJH�� :LWKLQ� DFDGHPLD�� VWUHHW� DUW� DQG� JUDI¿WL� KDYH�
EHHQ� GH¿QHG� DV� WDQJLEOH� KHULWDJH� �3RRQ�� ������� LQWDQJLEOH�
KHULWDJH��%XUGLFN�	�9LFHQFLR���������LQ�EHWZHHQ�WDQJLEOH�DQG�
LQWDQJLEOH�KHULWDJH��0DF'RZDOO��������DQG�ERWK�WDQJLEOH�DQG�
LQWDQJLEOH�KHULWDJH��0HUULOO��������0XOFDK\�	�)OHVVDV���������
0RVW�RIWHQ��VWUHHW�DUW�KDV�EHHQ�GH¿QHG�LQ�UHODWLRQ�WR�IRUPDO�
KHULWDJH�IUDPHZRUNV�VXFK�DV�WKH�81(6&2������&RQYHQWLRQ�
�ZKLFK� GH¿QHV� LW� DV� LQWDQJLEOH� KHULWDJH�� RU� WKH� $XVWUDOLDQ�
,&2026� µ%XUUD� &KDUWHU¶� �ZKLFK� GH¿QHV� LW� DV� WDQJLEOH�
KHULWDJH���,&2026�$XVWUDOLD���������+RZHYHU��UHIHUHQFH�WR�
WKHVH�IUDPHZRUNV�KDV�W\SLFDOO\�ODFNHG�GHWDLOHG�H[SODQDWLRQ�RI�
KRZ��IRU�H[DPSOH��VWUHHW�DUW�RU�JUDI¿WL�FRQWULEXWHV�WR�DHVWKHWLF�
RU�VRFLDO�KHULWDJH�YDOXHV��0RUHRYHU��DV�,�ZLOO�LOOXVWUDWH�ODWHU�LQ�
WKLV�SDSHU��WKH�GH¿QLWLRQV�RI�KHULWDJH�GHYHORSHG�E\�81(6&2�
DQG�,&2026�SUHVHQW�D�JDS�QRW�RQO\�IRU�VWUHHW�DUW�DQG�JUDI¿WL��
EXW�LQ�JHQHUDO��GXH�WR�WKH�OHJDO�SUDFWLFHV�DQG�GLFKRWRPLHV�LW�

FUHDWHV�EHWZHHQ�WDQJLEOH�DQG�LQWDQJLEOH�KHULWDJH��:LWK�VWUHHW�
art, it has shown that the tangible and intangible heritage 
GLFKRWRP\� FRPSOLFDWHV� WKH� DSSOLFDWLRQ� RI� H[LVWLQJ� KHULWDJH�
VWUDWHJLHV�DQG�IUDPHZRUNV��0HUULOO���������,Q�DGGLWLRQ��VWUHHW�
DUW� DQG� JUDI¿WL� LV� D� IRUP� RI� DUW� ZKLFK� FDQQRW� EH� VHSDUDWHG�
IURP� WKH� XUEDQ� HQYLURQPHQW� RU� LWV� YLHZHU� �<RXQJ�� ������
������,Q�WKLV�SDSHU��,�ZLOO�DUJXH�WKDW�VWUHHW�DUW�DQG�JUDI¿WL�GRHV�
QRW� UHSUHVHQW�D�GLFKRWRP\�EHWZHHQ� WDQJLEOH�DQG� LQWDQJLEOH�
KHULWDJH� RU� SHRSOH� DQG� REMHFW�� EXW� LQVWHDG� UHSUHVHQWV� DQ�
LQVHSDUDEOH�UHODWLRQVKLS�RI�WKH�WZR��7KLV�DUJXPHQW�VXSSRUWV�
/DXUDMDQH�6PLWK¶V������������DVVHUWLRQ�WKDW�³KHULWDJH�LV�QRW�D�
µWKLQJ¶��LW�LV�QRW�D�µVLWH¶��EXLOGLQJ�RU�RWKHU�PDWHULDO�REMHFW�ZLWK�
GH¿QHG�PHDQLQJV�DQG�YDOXHV¶�DV�,&2026�GH¿QHV�WDQJLEOH�
KHULWDJH��UDWKHU��KHULWDJH�PXVW�EH�H[SHULHQFHG��DQG�µKHULWDJH�
LV�WKH�H[SHULHQFH´��6PLWK�����������������,QVWHDG�RI�IRFXVLQJ�
RQ�VWUHHW�DUW�DQG�JUDI¿WL�DV�VWDWLF�REMHFW�RU�DUWHIDFW��,�VXJJHVW�
D�FRQFHSWXDOL]DWLRQ�RI�VWUHHW�DUW�DQG�JUDI¿WL�DV�VHQVXRXV�DQG�
HPERGLHG� H[SHULHQFH� LQ� ZKLFK� KXPDQ� ERG\� LQWHUDFWV� ZLWK�
VWUHHW�DUWZRUNV�DQG�XUEDQ�VSDFH�LQ�HYHU\GD\�OLIH��

7KLV� VWXG\� FDOOV� IRU� JUHDWHU� HQJDJHPHQW� ZLWK� PRUH�WKDQ�
UHSUHVHQWDWLRQDO� DSSURDFKHV� LQ� VWXG\LQJ� WKH� UHODWLRQVKLS�
EHWZHHQ�VWUHHW�DUW�DQG�KHULWDJH��µ0RUH�WKDQ�UHSUHVHQWDWLRQDO¶�



VWHPV� IURP� QRQ�UHSUHVHQWDWLRQDO� WKHRU\� �7KULIW�� �������
+RZHYHU��/RULPHU��������SUHIHUV�WR�XVH�WKH�WHUP�µPRUH�WKDQ�
UHSUHVHQWDWLRQDO¶� LQ� RUGHU� WR� DYRLG� UHGXFWLRQLVW� DSSURDFKHV�
WKDW�DUH� µDJDLQVW� WKH�UHSUHVHQWDWLRQDO¶�±�DFNQRZOHGJLQJ�WKDW�
ERWK�DSSURDFKHV�DUH�QHHGHG��,Q�UHFHQW�\HDUV��VFKRODUV�KDYH�
FDOOHG� IRU� IXUWKHU� DWWHQWLRQ� WR� PRUH�WKDQ�UHSUHVHQWDWLRQDO�
DSSURDFKHV� LQ� WKH� ¿HOG� RI� KHULWDJH� VWXGLHV� �%\UQH�� ������
&URXFK��������������+DOGUXS�	�%°UHQKROGW��������/DVKXD�
	�%DNHU��������6PLWK��������7ROLD�.HOO\��:DWHUWRQ�	�:DWVRQ��
������ :DWHUWRQ�� ������� $� PRUH�WKDQ� UHSUHVHQWDWLRQDO�
DSSURDFK� WR� KHULWDJH� VWUHVVHV� WKH� LPSRUWDQFH� RI� KXPDQ�
LQWHUDFWLRQ� ZLWK� KHULWDJH� RU� WKH� SK\VLFDO� HQYLURQPHQW�
WKURXJK�HPERGLHG�SURFHVVHV�DQG�SUDFWLFHV�HPHUJLQJ�ZLWKLQ�
UHODWLRQDO�� FRQWLQJHQW� DQG� G\QDPLF� VSDFHV� LQ� HYHU\GD\� OLIH�
�+DOGUXS� 	� %°UHQKROGW�� ������� 5HODWLRQDO�� FRQWLQJHQW� DQG�
G\QDPLF�VSDFHV�UHIHU�WR�WKH�VKLIW�³IURP�VWDWLF�VLWH�RU�DUWHIDFW�
WR�TXHVWLRQV�RI�HQJDJHPHQW�� H[SHULHQFH�DQG�SHUIRUPDQFH´�
�:DWHUWRQ��������������7KLV�DSSURDFK�IRFXVHV�RQ�WKH�VRFLDO�
DQG� FXOWXUDO� GRLQJV� RI� SHRSOH� ZLWK� PDWHULDO� REMHFWV�� EXW� LW�
DOVR� IRFXVHV�RQ�ZKDW�FXOWXUDO�ZRUN�GRHV� WR�D�KXPDQ�ERG\��
,W�IRFXVHV�RQ�WKH�SHUVRQDO��HPRWLRQDO��VRFLDO�DQG�HPERGLHG�
GRLQJ� RI� KHULWDJH� UDWKHU� WKDQ� LWV� PDWHULDO� UHSUHVHQWDWLRQ��
6WUHHW�DUW�DQG�JUDI¿WL�LV�EH\RQG�UHSUHVHQWDWLRQDO��LW�HQJDJHV�
XV��FRPPXQLFDWHV�ZLWK�XV��VXUSULVHV�XV�DQG�PDNHV�XV�IHHO��
,W�LV�H[SHULHQFHG�WKURXJK�WKH�ERG\��DQG�DQ\�KXPDQ�DFWLYLW\�±�
IRU�H[DPSOH�µYLVXDO¶�DFWLYLW\�±�RFFXUV�WKURXJK�LQ�WKH�VSDFH��DV�
³VSDFH� LV�D�ERGLO\�DQG�VHQVRULDO� LQWHUSUHWDWLRQ�RI� WKH�ZRUOG´�
�6DPVRQ���������������

,Q� WKH� IROORZLQJ� VHFWLRQ� ,� ZLOO� SUHVHQW� WKH� OLPLWDWLRQV� RI� WKH�
FRQYHQWLRQDO� DSSURDFKHV� WR� KHULWDJH� DQG� ,� ZLOO� LQWURGXFH�
WKH� PRUH�WKDQ�UHSUHVHQWDWLRQDO� DSSURDFKHV� WR� KHULWDJH��
1H[W�� GUDZLQJ� RQ� PRUH�WKDQ�UHSUHVHQWDWLRQDO� WKHRU\�� ,� ZLOO�
FRQFHSWXDOL]H�VWUHHW�DUW�DV�D�KHULWDJH�H[SHULHQFH�LQ�WHUPV�RI�
HPERGLPHQW��DIIHFW�DQG�HYHU\GD\�SHUIRUPDWLYLW\���)LQDOO\��E\�
XVLQJ�WKH�FRQFHSW�RI�³HPERGLPHQW´�DQG�WKH�FDVH�VWXG\�RI�WKH�
SUHVHUYDWLRQ�RI�VWUHHW�DUWZRUNV�E\�$UJXV�LQ�%HUJHQ��1RUZD\�,�
ZLOO�SURYLGH�DQ�H[DPSOH�RI�KRZ�WKH�PHDQLQJV�RI�SUHVHUYDWLRQ�
PRWLYHV�PLJKW�EH�FDSWXUHG���

7KLV�UHVHDUFK�FRPELQHV�HPSLULFDO�DQG�WKHRUHWLFDO�DSSURDFKHV��
7KH� WKHRUHWLFDO� DSSURDFKHV� FRPELQH� FXOWXUDO� DQG� KHULWDJH�
VWXGLHV� DQG� PRUH�WKDQ�UHSUHVHQWDWLRQDO� WKHRU\�� 7KUHH�
H[HPSODU\�FDVHV�DUH�LOOXVWUDWLYH�RI�WKH�FLW\�RI�%HUJHQ��1RUZD\��
,� FRQGXFWHG� VHPL�VWUXFWXUHG� LQWHUYLHZV� ZLWK� VWUHHW� DUWLVWV�
IURP�%HUJHQ�DQG�D�PDQDJHU�RI�WKH�VWUHHW�DUW�EORJ�0RW9HJJHQ�
LQ� %HUJHQ�� ,� DOVR� FRQGXFWHG� XQVWUXFWXUHG�LQWHUYLHZV� ZLWK�
SHUVRQV�ZKR�SDVVHG�E\�WKH�DUWZRUNV�LQ�WKH�FLW\�VSDFH��$OO�RI�

WKH� LQWHUYLHZV�ZHUH�FRQGXFWHG�GXULQJ�VXPPHU�DQG�DXWXPQ�
������7KH�LQWHUYLHZV�ZLWK�WKH�VWUHHW�DUWLVWV�SURYLGHG�PH�ZLWK�
LQIRUPDWLRQ�DERXW� WKHLU�PRWLYHV� IRU�VHOHFWLQJ�XUEDQ�VSDFHV��
WKH�PHDQLQJV� EHKLQG� WKHLU� SDLQWLQJV� DQG� WKHLU� RSLQLRQV� RQ�
DQG� UHFRPPHQGDWLRQV� IRU� VWUHHW� DUWZRUN� SUHVHUYDWLRQ� DQG�
SURWHFWLRQ��,�DOVR�XVHG�PHWKRGV�RI�REVHUYDWLRQ��2EVHUYDWLRQ�
DOORZV�D�UHVHDUFKHU��L�H���DQ�REVHUYHU�� WR�H[SHULHQFH�UHDOLW\�
E\� VHHLQJ�� KHDULQJ� DQG� LQWHUDFWLQJ� ZLWK� D� SODFH� �0DUVKDOO�
	�5RVVPDQ���������+DYLQJ� OLYHG� LQ�%HUJHQ� IRU� WKH�SDVW����
\HDUV�� ,� KDYH� LQWHUDFWHG� ZLWK� WKH� %HUJHQ� HQYLURQPHQW� DQG�
H[SHULHQFHG� WKH� FLW\¶V� GHYHORSPHQW� RI� VWUHHW� DUW� RYHU� WKLV�
WLPH���

2. From conventional to more-than-representational 
approaches to heritage

7KH�UHVWULFWLYH�GH¿QLWLRQV�DQG�FRQFHSWV� WKDW� IUDPH�KHULWDJH�
ZRUN� FRQYH\� GH¿QHG� ERXQGDULHV� EHWZHHQ� H[SHUWV� DQG�
FRPPXQLW\�PHPEHUV��SHRSOH�DQG�REMHFWV��SUHVHQW�DQG�SDVW��
DQG�WDQJLEOH�DQG�LQWDQJLEOH�KHULWDJH��7KHVH�ERXQGDULHV�KDYH�
HQFRXUDJHG� KHULWDJH� VFKRODUV� WR� UHYLVH� KHULWDJH� FRQFHSWV�
DQG�SUDFWLFHV� �)DLUFORXJK��+DUULVRQ��-DPHVRQ��	�6FKR¿HOG��
������ .LUVKHQEODWW�*LPEOHWW�� ������ 5XJJOHV� 	� 6LOYHUPDQ��
������6PLWK��������6PLWK�	�$NDJDZD��������:DOWHU���������
,QWHUQDWLRQDO� FRQYHQWLRQV� VXFK� DV� WKH� 81(6&2� �����
&RQYHQWLRQ� IRU� WKH� 6DIHJXDUGLQJ� RI� WKH� ,QWDQJLEOH� &XOWXUDO�
+HULWDJH� DQG� $XVWUDOLD¶V� ,&2026� ����� &KDUWHU� IRU� WKH�
&RQVHUYDWLRQ� RI� 3ODFHV� RI� &XOWXUDO� 6LJQL¿FDQFH� �WKH� %XUUD�
&KDUWHU��KDYH�EHHQ�FULWLFL]HG�IRU�WKHLU�GLYLVLRQV�RI�LQWDQJLEOH�
DQG� WDQJLEOH� KHULWDJH� �%DNND�� ������ .DXIPDQ�� ������
.LUVKHQEODWW�*LPEOHWW�� ������ 6PLWK�� ������� .LUVKHQEODWW�
*LPEOHWW� ������� ���� H[SUHVVHV� WKH� YLHZ� WKDW� WKH�81(6&2�
FRQYHQWLRQ�IDLOV�WR�OLQN�WKH�VDIHJXDUGLQJ�RI�LQWDQJLEOH�KHULWDJH�
ZLWK�WKH�SURWHFWLRQ�RI�D�SODFH��6KH�FODLPV�WKDW�WKH�FRQYHQWLRQ�
GRHV�QRW�HQVXUH�D�KROLVWLF�DSSURDFK�WR�FXOWXUH��ZKHUHLQ�WKH�
WDQJLEOH� DQG� LQWDQJLEOH� DUH� LQWHUFRQQHFWHG�� ³ZKHUHDV� OLNH�
WDQJLEOH�KHULWDJH�� LQWDQJLEOH�KHULWDJH� LV� FXOWXUH�� OLNH�QDWXUDO�
KHULWDJH�� LW� LV� DOLYH�� 7KH� WDVN�� WKHQ� LV� WR� VXVWDLQ� WKH�ZKROH�
V\VWHP� DV� D� OLYLQJ� HQWLW\� DQG� QRW� MXVW� WR� FROOHFW� µLQWDQJLEOH�
DUWHIDFWV¶´�������������6PLWK��������DVVHUWV�WKDW�LQWHUQDWLRQDO�
FRQYHQWLRQV�HPSKDVL]H� WKH�SUHVHUYDWLRQ�RI�PDWHULDO� WKLQJV��
DQG� LQ� VR� GRLQJ�� PDUJLQDOL]H� WKH� SUDFWLFHV� DQG� EHOLHIV� RI�
VRXUFH�FRPPXQLWLHV��7KH�81(6&2�:RUOG�+HULWDJH� OLVWLQJV�
DUH� FKRVHQ� DQG� DXWKRUL]HG� E\� D� VHOHFW� JURXS� RI� H[SHUWV��
ZKR� SURPRWH� SDUWLFXODU� KHULWDJH� VLWHV� RYHU� RWKHUV� �6PLWK��
������ ������ 7KH� FRQYHQWLRQ� LQFOXGHV� D� EURDG� UDQJH� RI�
PHDVXUHPHQWV�WKDW�UHTXLUH�DQ�H[SHUW¶V�NQRZOHGJH�WR�HQVXUH�
WKH�YLDELOLW\�RI�LQWDQJLEOH�FXOWXUDO�KHULWDJH�
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µ6DIHJXDUGLQJ¶� PHDQV� PHDVXUHV� DLPHG� DW� HQVXULQJ� WKH�
YLDELOLW\� RI� WKH� LQWDQJLEOH� FXOWXUDO� KHULWDJH�� LQFOXGLQJ� WKH�
LGHQWL¿FDWLRQ�� GRFXPHQWDWLRQ�� UHVHDUFK�� SUHVHUYDWLRQ��
SURWHFWLRQ�� SURPRWLRQ�� HQKDQFHPHQW�� WUDQVPLVVLRQ��
SDUWLFXODUO\�WKURXJK�IRUPDO�DQG�QRQ�IRUPDO�HGXFDWLRQ��DV�ZHOO�
DV�WKH�UHYLWDOL]DWLRQ�RI�WKH�YDULRXV�DVSHFWV�RI�VXFK�KHULWDJH��
�81(6&2��������$UWLFOH������

(JLO�%DNNH�������������QRWHV�WKDW�VDIHJXDUGLQJ�LV�DW�WKH�FRUH�
RI�WKH������FRQYHQWLRQ��FRQWLQXLQJ�WR�PDNH�WUDGLWLRQDO�ERDWV��
FRQWLQXLQJ�WR�VLQJ��FRQWLQXLQJ�WR�GDQFH�DQG�VR�IRUWK��+RZHYHU��
KH�H[SODLQV� WKDW� LW� LV� GRXEWIXO� WKDW�SUDFWLFHV�±�RU� LQWDQJLEOH�
KHULWDJH�±� FDQ�EH�VDIHJXDUGHG�DQG� OHJLWLPL]HG�E\�H[SHUWV��
EHFDXVH� WKH\� ³GR� QRW� FRQWULEXWH� WR� WKH� FRQWLQXDWLRQ� RI� WKH�
SUDFWLFH�DPRQJ� WKH� WUDGLWLRQ�EHDUHUV�� >«@�RQO\�SUDFWLWLRQHUV�
FDQ� NHHS� SUDFWLFHV� JRLQJ´� ������� ������ 7KH� FRQWLQXLQJ�
SUDFWLFH��KH�DVVHUWV��FDQ�RQO\�EH�GRQH�³DV�SDUW�RI�HYHU\GD\�
OLIH��LW�FDQ�EH�LQGLYLGXDOV�RU�JURXSV�SUDFWLFLQJ�WKHLU�VNLOOV��RIWHQ�
KLJKO\� GHYHORSHG�� LQ� WKHLU� OHLVXUH� WLPH�� RU� DV� SDUW� RI� WKHLU�
OLYHOLKRRG´��������������

 
7KH� ,&2026� %XUUD� &KDUWHU� UHÀHFWV� WKH� LGHD� RI� KHULWDJH�
DV� µIUR]HQ� LQ� WLPH¶�� LQ� WHUPV�RI� WKH� REMHFWV� DQG� YDOXHV� WKDW�
DUH�DVFULEHG�WR�LW��7KH�FKDUWHU�GH¿QHV�REMHFWV�DV�FRQVLVWLQJ�
RI� QRQ�UHQHZDEOH� IDEULF� DQG� YDOXHV� �3RXOLRV�� ������ ������
+HULWDJH�YDOXHV�DUH�PXWDEOH�DQG�KLJKO\�LQÀXHQFHG�E\�VRFLHWDO�
FKDQJH�� WKH\�HYROYH�RYHU� WLPH� �'H� OD�7RUUH���������<HW� WKH�
FKDUWHU�IRFXVHV�RQ�WKH�SUHVHUYDWLRQ�RI�PDWHULDO�IDEULF�DQG�WKH�
YDOXHV� WKDW� DUH�DVFULEHG� WR� LW��$UDR]� ����������� ���� DUJXHV�
WKDW� DOO� KHULWDJH� YDOXHV� DUH� LQWDQJLEOH� DQG� FDQ� QHLWKHU� EH�
SURWHFWHG� QRU� SUHVHUYHG� QRU� DVFULEHG�� SHUPDQHQW� IUHH]LQJ�
RI�YDOXHV� LV� LPSRVVLEOH��DQG� LQGHHG� ³KHULWDJH�SURIHVVLRQDOV�
KDYH�QHYHU�UHDOO\�SURWHFWHG�RU�SUHVHUYHG�YDOXHV�´�

7KH�OLPLWDWLRQV�RI�UHSUHVHQWDWLRQDO�WKHRU\�DUH�JURXQGHG�LQ�WKH�
WKHRU\¶V�GHSHQGHQFH�RQ�YDOXH�EDVHG�V\VWHPV��REMHFWL¿FDWLRQ�
RI�WKH�JD]H��KHULWDJH�DV�IUDPHG�RU�¿[HG�DQG�OLQJXLVWLF�EDVHG�
VWUXFWXUHV�RI�PHDQLQJ�PDNLQJ��&ULWLFV�KDYH�FDOOHG�DWWHQWLRQ�
WR� PRUH�WKDQ�UHSUHVHQWDWLRQDO� DSSURDFKHV� LQ� WKH� ¿HOG� RI�
KHULWDJH�VWXGLHV��%\UQH��������/DVKXD�	�%DNHU��������7ROLD�
.HOO\��:DWHUWRQ��	�:DWVRQ��������:DWHUWRQ��������:DWHUWRQ�
	�:DWVRQ�� �������0RUH�WKDQ�UHSUHVHQWDWLRQDO� WKHRU\� VWHPV�
IURP� QRQ�UHSUHVHQWDWLRQDO� WKHRU\� �7KULIW�� ������� +RZHYHU��
/RULPHU�SUHIHUV�WR�XVH�WKH�WHUP�µPRUH�WKDQ�UHSUHVHQWDWLRQDO¶��
DV� µPRUH�WKDQ¶� IDFLOLWDWHV� UHVHDUFK� LQWR� ³PXOWLIDULRXV�� RSHQ�
HQFRXQWHUV�LQ�WKH�UHDOP�RI�SUDFWLFH�WKDW�PDWWHU�PRVW´��/RULPHU��
������ ����� 0RUH�WKDQ�UHSUHVHQWDWLYH� WKHRU\� PRYHV� DZD\�
IURP� UHSUHVHQWDWLRQV�RU� ³WKH�HVWDEOLVKHG�DFDGHPLF�KDELW� RI�

VWULYLQJ� WR� XQFRYHU� PHDQLQJV� DQG� YDOXHV� WKDW� DSSDUHQWO\�
DZDLW� RXU� GLVFRYHU\�� LQWHUSUHWDWLRQ�� MXGJPHQW� DQG� XOWLPDWH�
UHSUHVHQWDWLRQ´� �/RULPHU�� ������ ����� ,QVWHDG�� LW� UHIHUV� WR�
³ZKDW�SHRSOH�RU� WKLQJV�GR�DQG� WKXV�VTXDUHO\�HQJDJHV�ZLWK�
SUDFWLFHV´� �0�OOHU������������DQG�VHHNV� ³EHWWHU� WR�FRSH�ZLWK�
RXU� VHOI�HYLGHQWO\� PRUH�WKDQ�KXPDQ�� PRUH�WKDQ�WH[WXDO��
PXOWLVHQVXDO�ZRUOGV´��/RULPHU�������������,W�GRHV�QRW�QHJOHFW�
UHSUHVHQWDWLRQV�� EXW� PHUHO\� HPSKDVL]HV� WKDW� ³SUDFWLFHV��
DIIHFWV�� WKLQJV�� WHFKQRORJLHV� ±� >DUH@� LQWHUWZLQHG� ZLWK� WKH�
SURGXFWLRQ�RI�PHDQLQJ´��0�OOHU�������������,Q�PRUH�GHWDLO��LW�LV�
FRQFHUQHG�ZLWK���

+RZ� OLIH� WDNHV� VKDSH� DQG� JDLQV� H[SUHVVLRQ� LQ� VKDUHG�
H[SHULHQFHV�� HYHU\GD\� URXWLQHV�� ÀHHWLQJ� HQFRXQWHUV��
HPERGLHG� PRYHPHQWV�� SUHFRJQLWLYH� WULJJHUV�� SUDFWLFDO�
VNLOOV�� DIIHFWLYH� LQWHQVLWLHV�� HQGXULQJ� XUJHV�� XQH[FHSWLRQDO�
LQWHUDFWLRQV�DQG�VHQVXRXV�GLVSRVLWLRQV��/RULPHU������������

+HULWDJH� VWXGLHV� KDYH�DWWHPSWHG� WR� GH¿QH�DQG�XQGHUVWDQG�
KHULWDJH�WKURXJK�QRWLRQV�RI�DIIHFW��SHUIRUPDWLYLW\�DQG�HYHU\GD\�
SUDFWLFH�� 7KH� WXUQ� WRZDUGV� µSUDFWLFH¶� LQ� KHULWDJH� VWXGLHV�
HPSKDVL]HV� WKH�ZD\V� LQ�ZKLFK� SHRSOH� LQWHUDFW� URXWLQHO\� DW�
KHULWDJH�VLWHV��ODQGVFDSHV�DQG�PXVHXP�VSDFHV�LQ�HYHU\GD\�
OLIH� �$XFODLU�� ������ &URXFK�� ������ (GHQVRU�� ������ +DOGUXS�

	�%°UHQKROGW�� ������ 6FKR¿HOG�� ����� :\OLH�� �������:\OLH�
�������XVHV�FRDVW�ZDONLQJ�DQG�ZULWLQJ�DV�D� WRRO� WR� FDSWXUH�
HPERGLHG�H[SHULHQFH�ZLWK�WKH�FRDVWDO�ODQGVFDSH��SUHVHQWLQJ�
WKDW�ODQGVFDSH�LV�QRW�RQO\�YLVXDO��EXW�UHVRQDWLQJ�ZLWK�D�UDQJH�
RI�VHQVRU\�H[SHULHQFHV�VXFK�DV�VPHOOV�� WRXFK��VRXQGV�DQG�
DXUDO���)RU�:\OLH��ODQGVFDSH�LV�OLYHG�DQG�SUDFWLFHG��ZKLFK�LV�
QHYHU�¿[HG�RU�VWDWLF��EXW�DOZD\V�LQ�WKH�PDNLQJ���

7KH� DIIHFWLYH� WXUQ� LQ� KHULWDJH� VWXGLHV� UHFRJQL]HV� VSDFHV�
RI� KHULWDJH� DV� DJHQWV� RI� SHUVRQV¶� H[SHULHQFHV�� SUDFWLFDO�
VNLOOV�� HPRWLRQV�� PHPRULHV�� HPERGLHG� PRYHPHQWV� DQG�
SHUIRUPDQFHV� �+DUULVRQ�� ������ 7ROLD�.HOO\� HW� DO��� ������
:DWHUWRQ�� ������� 6SDFHV� RI� KHULWDJH� FRQQHFW� KXPDQV�ZLWK�
WKHLU� SK\VLFDO� HQYLURQPHQW�� ³DV� ZLWK� WKH� WUDLQ� VWDWLRQ�� WKH�
VKRSSLQJ� FHQWUH�� WKH� SULVRQ� DQG� VR� IRUWK� ±� WKDW� JDUQHU� WKH�
DIIHFWLYH�DQG�HPRWLYH�YDOXHV�WKDW�VKDSH�WKH�SRVVLELOLWLHV�IRU�
RXU�ERGLO\�PRYHPHQWV�DQG�FDSDFLWLHV´��:DWHUWRQ��������������
6XFK�VSDFHV�UHIHU�WR�WKH�VKLIW�³IURP�VWDWLF�VLWH�RU�DUWHIDFW�WR�
TXHVWLRQV� RI� HQJDJHPHQW�� H[SHULHQFH� DQG� SHUIRUPDQFH´�
�:DWHUWRQ�� ������ ������ 7KLV� SHUVSHFWLYH� DFNQRZOHGJHV�
/DXUDMDQH� 6PLWK¶V� GH¿QLWLRQ�� ³DOO� KHULWDJH� LV� LQWDQJLEOH� QRW�
RQO\�EHFDXVH�RI�WKH�YDOXHV�ZH�JLYH�WR�KHULWDJH��EXW�EHFDXVH�
RI�WKH�FXOWXUDO�ZRUN�WKDW�KHULWDJH�GRHV�LQ�DQ\�VRFLHW\´��6PLWK�
	�$NDJDZD������������+HULWDJH�LV�DOZD\V�FKDQJLQJ�DQG�DOLYH��
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ZKDWHYHU� WKH� PDWHULDO� IRUPV� LW� WDNHV� �EXLOGLQJV�� DUWZRUNV��
DQG� ODQGVFDSHV�� KDV� OLYHOLQHVV�� LW� SHUIRUPV� RQ� WKH� YLHZHU�
DQG�VRFLDO��DV�ZHOO�DV�LW�LV�FRQVWUXFWHG�E\�WKH�VRFLDO��&URXFK��
������ ������ +DOGUXS� 	� %°UHQKROGW�� ������� 7KH� VSDFHV� RI�
KHULWDJH� DUH� LQWHUFRQQHFWHG� EHWZHHQ� WKH� SUHVHQW� DQG� WKH�
SDVW��DV�µWKH\�ZLOO�DOZD\V�EH�LQ�D�SURFHVV�RI�EHFRPLQJ�«�LW�
ZLOO�QHYHU�EH�D�¿[HG�RU�HQWLUHO\�DQWLFLSDWHG�ZD\¶��DV�TXRWHG�LQ�
:DWHUWRQ�������������

7KLV�IRFXV�RQ�HPRWLRQ��IHHOLQJ�DQG�VHQVDWLRQ�LV�RIWHQ�LJQRUHG�
E\�WKH�FRQYHQWLRQDO�XQGHUVWDQGLQJ�RI�KHULWDJH��%\UQH��������
DUJXHV� WKDW� ORFDO� SHRSOHV¶� DIIHFWLYH� UHVSRQVHV� WR� KHULWDJH�
VLWHV� ZRUNV� DJDLQVW� IRUPDO� KHULWDJH� IUDPHZRUNV�� DV� VXFK�
IUDPHZRUNV�GR�QRW�HQJDJH�LQ�DQ�XQGHUVWDQGLQJ�RI�WKH�KXPDQ�
H[SHULHQFHV�DQG�IHHOLQJV�WKDW�DUH�DWWDFKHG�WR�WKHVH�VLWHV��7KH�
DIIHFWLYH� WXUQ� VHHNV� WR� XQGHUVWDQG� WKH� HPRWLRQDO� QDWXUH� RI�
SHRSOHV¶� LQWHUDFWLRQV�ZLWK�KLVWRULFDO�HQYLURQPHQWV� �6FKRUFK��
�������7KH�FRQFHSWV�RI�HPRWLRQ��IHHOLQJ�DQG�DIIHFW�VHUYH�WR�
XQGHUVWDQG� YLVLWRUV¶� HPERGLHG� H[SHULHQFHV�� RU� ZKDW� LV� IHOW�
DW�KHULWDJH�VLWHV�DQG�PXVHXPV��)RU�H[DPSOH�� LW� IRFXVHV�RQ�
XQGHUVWDQGLQJ�SDLQIXO�RU�µGLI¿FXOW¶�KLVWRULFDO�HYHQWV��/RJDQ�DQG�
5HHYHV��������(PRWLRQ�LV�DOVR�XVHG�WR�DQDO\]H�WKH�HYHU\GD\�
PXVHXP�H[SHULHQFH�RU�WKH�LQWHUSHUVRQDO�UHODWLRQVKLSV�ZLWKLQ�
FRPPXQLW\�HQJDJHPHQW�VHWWLQJV��0XQUR��������

3. Embodiment, street art and everyday heritage

1RQ�UHSUHVHQWDWLRQDO� WKHRU\� �7KULIW�� ������ FRQFHSWXDOL]HV�
WKH�ERG\�DV� ³VHQVXRXV�� VHQVLWLYH��DJHQWLYH�DQG�H[SUHVVLYH�
LQ� UHODWLRQ� WR� WKH� ZRUOG�� NQRZLQJ� DQG� LQQRYDWLQJ� DPRQJVW�
FRQWH[W� DQG� UHSUHVHQWDWLRQV� WKDW� EHFRPH� UH¿JXUHG� LQ�
SUDFWLFH´� �&URXFK�� ������ ����� (YHU\GD\� SUDFWLFH� GHVFULEHV�
WKH�URXWLQH�ZD\V� LQ�ZKLFK�SHRSOH� LQWHUDFW� LQ�HYHU\GD\� OLIH�±�
WKH�ZD\V�LQ�ZKLFK�WKH\�ERGLO\�DQG�VHQVRULDOO\�LQWHUDFW�ZLWK�WKH�
PDWHULDO�ZRUOG��DUW�REMHFWV�RU�SK\VLFDO�HQYLURQPHQWV��DQG�KRZ�
WKH�PDWHULDO�ZRUOG�LV�DJHQWLDO� WR�DFWLRQ�� LWVHOI��6XFK�SUDFWLFH�
FDQ� LQYROYH�D� UDQJH�RI� DFWLYLWLHV�� VXFK�DV�ZDONLQJ�� VLQJLQJ��
GDQFLQJ��SDLQWLQJ��SKRWRJUDSKLQJ�DQG�VR�IRUWK��3HUIRUPDWLYH�
HYHU\GD\� SUDFWLFH� LQYROYHV� VHQVRULDO�� HPRWLRQDO� DQG�
HPERGLHG�LQWHUDFWLRQ�ZLWK�WKH�PDWHULDO�ZRUOG���3HUIRUPDWLYLW\�
LV� ZKDW� WDNH� SODFH�� IRU� H[DPSOH�� ³LQ�EHWZHHQ� WKH� ZRUN� RI�
DUW�DQG� LWV�SDUWLFLSDQW´� �6DPVRQ�������������� �)XUWKHUPRUH��
SHUIRUPDWLYLW\�HPSKDVL]HV�WKH�WUDQVLWLRQDO�DQG�WUDQVIRUPDWLYH�
SURFHVV�ZKHUHLQ�³WKH�HYHU\GD\�DQG�WKH�FRPPRQSODFH��HYHQWV�
DQG�RFFXUUHQFHV�VKDSH�RXU�OLYHV�DQG�VRFLDO�SUDFWLFHV�DQG�JLYH�
RXU�OLYHV�SDWWHUQ�DQG�PHDQLQJ´��6FKR¿HOG�������������3HRSOH�
FRQVWUXFW�PHDQLQJV�DQG�IHHOLQJV�DERXW�SK\VLFDO�HQYLURQPHQW�
WKURXJK� WKHLU� HYHU\GD\� SUDFWLFHV�� 'H� &HUWHDX� ������� �����

H[SODLQV�WKDW�SUDFWLFHV�VXFK�DV�ZDONLQJ�SURYLGH�SHRSOH�ZLWK�
YDULRXV�PHDQV�RI� SURGXFLQJ�D�SODFH� ³ZDONLQJ� FRQVWLWXWHV�D�
SDUDGLJPDWLF� LOOXVWUDWLRQ�RI� WKH�IRUFH�RI�SUDFWLFH�DQG� LWV�UROH�
LQ� WKH� RQJRLQJ� �UH�SURGXFWLRQ� RI� SODFH�´� )XUWKHUPRUH�� KH�
H[SODLQV� WKDW� SODFH� PDNLQJ� WKURXJK� ZDONLQJ� LV� IDFLOLWDWHG�
E\� WKH� UHODWLRQDO� H[SHULHQFH� RI� WKH� WKLQNLQJ�� IHHOLQJ� ERG\�
VXEMHFW� ZKR� UHJLVWHUV� WKH� VXUURXQGLQJ� HQYLURQPHQW� �'H�

&HUWHDX�������� 3ODFH�ZLWKLQ�WKH�PRUH�WKDQ�UHSUHVHQWDWLRQDO�
DSSURDFK�LV�QRW�SK\VLFDOO\�ERXQGHG�RU�SORWWHG�RQ�D�PDS��EXW�
UDWKHU�� ³SODFH�DOZD\V�FRQMXUHV� WKH� OLYHG�� IHOW�� DQG� UHODWLRQDO�
H[SHULHQFH�RI� D� WKLQNLQJ�� IHHOLQJ�ERG\�VXEMHFW´� �'XII�� ������
�����

)XUWKHUPRUH��QRQ�UHSUHVHQWDWLRQDO� WKHRU\� LV�FRQFHUQHG�ZLWK�
WKH� DIIHFWLYH� FDSDFLWLHV� RI� WKH� ERG\�� $IIHFWV� UHODWH� WR� WKH�
ERG\¶V� FDSDFLW\� WR� DIIHFW� DQG� EH� DIIHFWHG� E\� RWKHU� ERGLHV��
$IIHFW� FDQ� UHIHU� WR� ³DQ�DUUD\�RI� IHHOLQJ�VWDWHV�FKDUDFWHULVWLF�
RI�HYHU\GD\�OLIH��ZLWK�LWV�FRQVWDQW�VKLIW�LQ�PRRG�DQG�HPRWLRQDO�
UHVRQDQFH´��7KULIW������������LQ�'XII��������������7KHVH�VWDWHV�
FRQVWLWXWH�WKH�HPRWLRQDO�VWDWHV�RI�OLYHG�H[SHULHQFHV��QHJDWLYH�
H[SHULHQFHV�FDQ�OHDG�WR�QHJDWLYH�HPRWLRQDO�SURMHFWLRQV�VXFK�
DV� DQJHU�� IUXVWUDWLRQ�� GLVJXVW� DQG� RXWUDJH�� ZKLOH� SRVLWLYH�
H[SHULHQFHV�FDQ�OHDG�WR�GHOLJKW��MR\��JUDWLWXGH�DQG�KRSH��(DFK�
RI�WKHVH�HPRWLRQDO�VWDWHV�FRUUHVSRQGV�ZLWK�D�VSHFL¿F�IHHOLQJ�
VWDWH��'XII��������������)HHOLQJV�DUH�RQJRLQJ�UHÀHFWLRQV�DQG�
DVVRFLDWLRQV� WR� IRU� H[DPSOH� DQ� HPRWLRQ� RU� DERXW� YDOXLQJ��
PHDQLQJ�RU�DWWLWXGHV��LELG�� 

,Q�6SLQR]LVW�DQG�'HOHX]LDQ�SKLORVRSK\��ERGLHV�DUH�QRW�RQO\�
KXPDQ�ERGLHV��EXW�DOVR�WKH�ERGLHV�RI�EXLOGLQJV�DQG�REMHFWV�±�
WKH�IDEULF�DQG�IRUP�RI�WKH�FLW\��6DPVRQ��������������.ULVWLQH�
6DPVRQ� ������� ����� H[SODLQV� WKDW� WKH�PDWHULDOLW\� RI� XUEDQ�
VSDFH��WKH�KXPDQ�ERG\�DQG�RXU�SHUFHSWLRQV�VLPXOWDQHRXVO\�
DQG� FRQVWDQWO\� DIIHFW� RQH� DQRWKHU�� � 6DPVRQ� ������� �����
GHVFULEHV�WKDW�³DIIHFW�EHWZHHQ�ERGLHV�FRXOG�EH�XQGHUVWRRG�DV�
G\QDPLF�UHODWLRQV��IRU� LQVWDQFH��WKH�KXPDQ�VRFLDO�ERG\�DQG�
WKH�XUEDQ�HQYLURQPHQW��LWV�GHVLJQ�DQG�DUFKLWHFWXUH�´��6LPPRQ�
2¶6XOOLYDQ� �������� LQ� KLV� ERRN� FKDSWHU� µ7KH� DHVWKHWLFV�
RI� DIIHFW�� 7KLQNLQJ� DUW� EH\RQG� UHSUHVHQWDWLRQ¶�� H[DPLQHV�
DUW� WKURXJK� WKH� DHVWKHWLFV� RI� DIIHFW�� )ROORZLQJ� 6SLQR]D��
2¶6XOOLYDQ�GH¿QHV�DIIHFW�³DV�WKH�HIIHFW�DQRWKHU�ERG\��DQ�DUW�
REMHFW��IRU�H[DPSOH��KDV�XSRQ�P\�RZQ�ERG\�DQG�P\�ERG\¶V�
GXUDWLRQ´�������������$UW�LV�DQ�H[SHULHQFH�±�D�ERG\�UHJLVWHU��LW�
RSHQV�D�SDWK�WR�IHHOLQJ�DQG�VHHLQJ�WKH�ZRUOG�GLIIHUHQWO\��LELG��

+DOVH\� DQG� <RXQJ� ������� ����� VWUHVV� WKDW� VWUHHW� DUW� DQG�
JUDI¿WL�LV�PRUH�WKDQ�YLVXDO��LQVWHDG�LW�LV�HPERGLHG�RU�LQKHUHQWO\�
KDSWLF�±�³WKDW�IRU�SDUWLFXODU�NLQGV�RI�ERGLHV�D�VXUIDFH�LV�QHYHU�

Intangible Heritage:(<*���1V\YUHS�=����5��

46



MXVW�µORRNHG�XSRQ¶�VR�PXFK�DV�LW�LV�IHOW�RU�OLYHG�´�7KH\�DVVHUW�
WKDW�ZH�SHUFHLYH�DQG�H[SHULHQFH�WKH�VSDFH�RI�VWUHHW�DUWZRUNV�
DQG�WKH�XUEDQ�HQYLURQPHQW�ZLWK�DOO�WKH�VHQVHV��DXUDO��YLVXDO��

KDSWLF�� SK\VLFDO�� YLVXDO�� WRXFK�� 6WUHHW� DUW� LV� H[SHULHQFHG�
LQ� WKH� VSDFH� EHWZHHQ� WKH� KXPDQ� ERG\� DQG� WKH� DUWZRUN�� ,W�
UXSWXUHV�SHRSOH¶V�VHQVRU\�H[SHULHQFHV�DV�WKH\�SDVV�WKURXJK�
SXEOLF�VSDFH�LQ�RUGLQDU\�OLIH��)XUWKHU��LW�LV�DQ�DUW�IRUP�WKDW�LV�
SURIRXQGO\�GLIIHUHQW�IURP�DUW�LQ�JDOOHULHV��6WUHHW�DUW�LV�SDUW�RI�WKH�
FLW\VFDSH��ZLWK�WKH�YLHZHU�DQG�REMHFW�LQVHSDUDEOH��³VWUHHW�DUW�
LV�EHLQJ�ZULWWHQ�RQ�WKH�VNLQ�RI�WKH�FLW\´��<RXQJ�������������7KH�
H[SHULHQFH�RI�VWUHHW�DUW�FRPSULVHV�D�EURDG�UDQJH�RI�VHQVHV��
PRYHPHQWV�RI�FDUV�DQG�SHRSOH��DQG�FLW\�WDVWHV��VPHOOV�DQG�
VRXQGV�� �6WUHHW�DUW�DQG�WKH�YLHZHU�FUHDWH� LQVWDQW�PHDQLQJV�
WKURXJK� HQJDJHPHQW� DQG� HYHU\GD\� VSDWLDO� SURGXFWLRQ� ±�
IRU� LQVWDQFH�� WKURXJK� D� SDVVHUE\¶V� SK\VLFDO� DQG� VHQVRU\�
HQJDJHPHQW�ZLWK�WKH�VWUHHW�DUWZRUN�DQG�XUEDQ�HQYLURQPHQW��
6WUHHW�DUW�LV�SHUIRUPDWLYH�LQ�WKH�VHQVH�WKDW�LW�JUDVSV�WKH�ÀRZ�
RI�HYHU\GD\�OLIH��³LQ�UK\PLQJ�WKH�UK\WKPV�RI�WKH�ODQGVFDSH�DQG�
WKH�ERG\��PHDQLQJ�DQG�UHDOLW\�DUH�FRQVWLWXWHG�LQ�SHUIRUPDQFH´�
�%ROW�� ������ ������ 3HRSOH� FRQVWUXFW�PHDQLQJV� DQG� IHHOLQJV�
DERXW�D�VWUHHW�DUWZRUN�RU�SK\VLFDO�HQYLURQPHQW�WKURXJK�WKHLU�
HYHU\GD\� SUDFWLFHV� RI� ZDONLQJ�� ZULWLQJ�� VHQVLQJ�� SDLQWLQJ��
VHHLQJ��DQG�VR�IRUWK��

+DQDXHU¶V��������VWXG\�VKRZV�WKDW�JUDI¿WL�ZULWLQJ�FDQ�KDYH�
HPERGLHG� SHUVRQDO� SV\FKRORJLFDO� FRQWHQW�� +H� GRFXPHQWHG�
WKH� XVH� RI� JUDI¿WL� DV� D� PRXUQLQJ� ULWXDO� IROORZLQJ� WKH�
DVVDVVLQDWLRQ� RI� WKH� ,VUDHOL� 3ULPH� 0LQLVWHU� <LW]KDN� LQ� 7HO�
$YLY��+HUH��JUDI¿WL�WUDQVIRUPHG�D�VLWH�LQWR�D�OLYLQJ�REMHFW�DQG�
IXQFWLRQHG�DV�D� UHVSRQVH� WR�QDWLRQDO� WUDXPD�DQG�DQ�DFW�RI�
SDUWLFLSDWRU\�DQG�SHUVRQDO�PRXUQLQJ��)XUWKHUPRUH��+DQDXHU�
H[SODLQHG� WKDW� JUDI¿WL� SOD\HG� DQ� LPSRUWDQW� WKHUDSHXWLF� UROH�
IRU�WKH�SHRSOH�ZKR�ZHUH�DIIHFWHG�E\�WKLV�WUDXPDWLF�HYHQW�� LW�
DOORZHG�IRU�YHUEDO�DQG�YLVXDO�UHVSRQVHV��LW�HPERGLHG�SHUVRQDO�
IHHOLQJV�DQG�EHOLHIV�DQG�LW�HQDEOHG�PHDQLQJ�WR�EH�GUDZQ�IURP�
WKH� WUDXPD�� 'LDQH� :DOOH� �������� LQ� KHU� DQDO\VLV� RI� JURXS�
WKHUDS\��FRQFOXGHG�WKDW� LPDJH�PDNLQJ�DQG�DQ�LPDJH�� LWVHOI��
FDQ�EH�SHUIRUPDWLYH�E\�HQDEOLQJ�VXSSUHVVHG� IHHOLQJV� WR�EH�
H[SUHVVHG�DQG�³KHUH�DQG�QRZ´�HPRWLRQDO�H[SHULHQFHV�WR�EH�
DFFHVVHG��IXUWKHU��DUW�REMHFWV�FDQ�FRQWDLQ�SRZHUIXO�HPRWLRQV�

,Q�VWUHHW�DUW��DIIHFW�EHWZHHQ�ERGLHV�FRXOG�UHIHU�WR�WKH�G\QDPLF�
UHODWLRQVKLS� EHWZHHQ� DQ� DUWZRUN� DQG� WKH� FRPPXQLW\�� WKH�
PDWHULDOLW\�RI�WKH�XUEDQ�VSDFH�DQG�SHRSOHV¶�³SHUFHSWLRQV�´�7KH�
PHDQLQJV�� IHHOLQJV�DQG�DIIHFWLYH�TXDOLWLHV� WKDW�DUH�DWWDFKHG�
WR� D� SDUWLFXODU� VWUHHW� DUWZRUN� PLJKW� EH� XQNQRZQ� XQWLO� LW� LV�
UHPRYHG��7KULIW������������FODLPV�WKDW�³WKH�SDUWLFXODU�QDWXUH�
RI�LQGLYLGXDO�DIIHFWV�DQG�WKHLU�SURYHQDQFH�PD\�EH�XQFOHDU�±�

HYHQ� XQFRQVFLRXV�´� 5HPRYDO� RI� DQ� DUWZRUN� FDQ� UHYHDO� WKH�
PHDQLQJV�DQG�IHHOLQJV�WKDW�DUH�DWWDFKHG�WR�WKH�DUWZRUN�RU�LWV�
SODFH��,�ZLOO�H[SODLQ�WKLV�LQ�PRUH�GHWDLO�WKURXJK�WKH�H[DPSOH�RI�
WKH�UHPRYDO�RI�WKH�$UJXV�VWUHHW�DUWZRUN�What Do You See in 
WKH�0¡KOHQSULV�QHLJKERXUKRRG�RI�%HUJHQ��1RUZD\��

,Q� VXPPHU� ������ D� PXQLFLSDOLW\� ZRUNHU� SDLQWHG� RYHU� WKH�
DUWZRUN�� 7KH� SLHFH� ZDV� QRW� UHPRYHG� LQWHQWLRQDOO\�� UDWKHU��
WKH� ZRUNHU� ZDV� FDUU\LQJ� RXW� KLV� UHJXODU� MRE� RI� UHSDLULQJ�
WKH�ZDOO��XQDZDUH�RI� WKH�VLJQL¿FDQFH�RI� WKH�SDLQWLQJ� IRU� WKH�
QHLJKERUKRRG��7KH�GD\�DIWHU� WKH�UHPRYDO��D�PHPEHU�RI� WKH�
FRPPXQLW\�VHQW�D�FRPSODLQW�WR�WKH�ORFDO�QHZV�FKDQQHO��15.��
15.�FRQGXFWHG�LQWHUYLHZV�DW�WKH�VSRW�DW�ZKLFK�WKH�SDLQWLQJ�
KDG� EHHQ� ORFDWHG�� (PRWLRQDO� UHDFWLRQV� WR� WKH� SDLQWLQJ¶V�
UHPRYDO�ZHUH�GHVFULEHG�DQG�DLUHG�RQ�WKH�ORFDO�QHZV�FKDQQHO�
15.�+RUGDODQG����$XJXVW���������
,�ZDV�WRWDOO\�XSVHW��,W�ZDV�VR�JUHDW���0¡KOHQSULV�UHVLGHQW�

,�VDZ�WKURXJK�WKH�ZLQGRZ�DW�ZRUN�WKDW�WKH\�ZHUH�FOHDQLQJ�WKH�
ZDOO��DQG�WKRXJKW��*RG�GDPPLW���0¡KOHQSULV�UHVLGHQW��

7KH�PXQLFLSDO� OHDGHU�RI� WKH�6SRUWV�6HUYLFH�H[SUHVVHG� WKDW�
WKH�PXQLFLSDOLW\� KDG�QRW� NQRZQ� WKDW� WKH�SDLQWLQJ�KDG�EHHQ�
UHPRYHG�

+HUH� LV� VLPSO\� VRPHRQH�ZKR�ZDV� WROG� WR� ¿[� WKH�ZDOO�� DQG�
GLG� VR��%XW� WKH� UHVXOW�ZDV�� DV�ZH� VHH�� QRW� YHU\� JRRG�� >«@�
,� XQGHUVWDQG� KHDUWLO\� WKDW� UHVLGHQWV� PLVV� LW�� 7KLV� ZDV� WKH�
VLJQDWXUH�RI�WKH�DUHD�DV�ZHOO�

7ZR�GD\V�ODWHU��$UJXV�UHSDLQWHG�What Do You See, and this 
UHVXOWHG�LQ�PXFK�KDSSLQHVV�LQ�WKH�FRPPXQLW\��/RFDO�UHDFWLRQV�
ZHUH�DJDLQ�EURDGFDVW�E\�15.�+RUGDODQG�����$XJXVW�������
,�ZDV�VR�KDSS\�ZKHQ�,�VDZ�LW��7KHUH�DUH�PDQ\�LQ�WKLV�DUHD�ZKR�
FDUH�DERXW�WKLV�VWUHHW�DUWZRUN���:RUNHU�LQ�WKH�QHLJKERUKRRG�

2K�� LV� LW� EDFN� QRZ"� 7KDW¶V� JUHDW�� �2OG� ZRPDQ� IURP� WKH�
QHLJKERUKRRG��

7KH� UHPRYDO�RI�What Do You See OHG� WKH�PXQLFLSDOLW\�DQG�
FRPPXQLW\� WR� FRQVLGHU� WKH� DIIHFWLYH� TXDOLWLHV� RI� WKH� VWUHHW�
DUWZRUN��7KH�FRPPXQLW\�H[SUHVVHG�QHJDWLYH�HPRWLRQV�ZKHQ�
WKH� DUWZRUN� ZDV� UHPRYHG� DQG� SRVLWLYH� HPRWLRQV� ZKHQ� LW�
ZDV�UHSDLQWHG��7KXV��WKH�UHPRYDO�OHG�WR�DQ�HYDOXDWLRQ�RI�WKH�
LPSRUWDQFH� RI� WKH� VWUHHW� DUWZRUN� WR� WKH� QHLJKERUKRRG�� DQG�
LW� XQIROGHG� WKH� FRPPXQLW\¶V� XQGHUVWDQGLQJ� RI� WKH� VKDUHG�
FROOHFWLYH�VSDFH�SODFH��

Intangible Heritage:(<*���1V\YUHS�=����5��
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Fig. 1. Argus “Otto” stencil. Source: Permission obtained from Walter Wehus/ Motveggen.com
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7KH� UHPRYDO� RI� DQ�DUWZRUN� FDQ� OHDG� WR�D� UHDOL]DWLRQ�RI� WKH�
VSHFL¿F� H[SHULHQFHV� RU� H[SHULHQWLDO� FRQQHFWLRQV� WKH� ZRUN�
SUHYLRXVO\� WULJJHUHG�� IRU� H[DPSOH�� ³\RX� QRWLFH� QHZ� FRORUV��
GLVFHUQ�GHWDLOV�SUHYLRXVO\�LJQRUHG��KHDU�H[WUDRUGLQDU\�VRXQGV��
DV� IDPLOLDU� ODQGVFDSHV� RI� VHQVH� VKDUSHQ� DQG� LQWHQVLW\´�
�%HQQHWW�� ������ ���� )XUWKHUPRUH�� WKH� UHPRYDO� RI� DUWZRUNV�
FDQ� FUHDWH� DWPRVSKHULF� H[SHULHQFHV� WKDW� DUH� ³DIIHFWLYH��
FKDUDFWHUL]HG�E\�LQWHQVLWLHV�RI�IHHOLQJV�WKDW�DUH�FR�FRQVWLWXWHG�
E\�SHRSOH�DQG�WKHLU�VSDWLDO�DQG�PDWHULDO�HQYLURQPHQW´��+LOODU\�
	�6XPDUWRMR��������������+LOODU\�DQG�6XPDUWRMR�LOOXVWUDWH�WKDW�
WKH� µXUJHQW� HSKHPHUDOLW\¶� FUHDWHG� E\� WKH� HUDVXUH� RI� VWUHHW�
DUW�DQG�JUDI¿WL�DQG�WKH�QHZ�DUW�LQVWDOODWLRQ�RI�$GULDQ�'R\OH¶V�
Empty Nursery Blue� LQ�5XWOHGJH�/DQH� LQ�0HOERXUQH� OHG� WR�
DQ�DIIHFWLYH�DWPRVSKHUH��7KLV�DWPRVSKHUH�� LQ� WXUQ�� OHG� WR�D�
UHDOL]DWLRQ� RI� WKH� HPERGLHG� UHODWLRQVKLS� EHWZHHQ� VWUHHW� DUW�
DQG�YDULRXV�SXEOLFV��DQG�WKH�VHQVH�RI�PHDQLQJ�DQG�EHORQJLQJ�
WR�WKH�SODFH��7KURXJK�DQ�DWPRVSKHULF�H[SHULHQFH��WKH�UROH�RI�
VWUHHW�DUW�ZDV�FRQVLGHUHG��DV�ZDV�WKH�FRPPXQLW\¶V�UHODWLRQVKLS�
WR�WKH�VLWH�DQG�WKH�FRPPXQLW\¶V�LQWHUQDO�UHODWLRQVKLSV��

4. Embodiment and the meaning of the preservation of 
Argus street artworks in Bergen

,Q� UHFHQW� \HDUV�� %HUJHQ� KDV� GHYHORSHG� LQWR� D� VWUHHW� DUW�
destination attracting international and national artists and 
DXGLHQFHV��$OWKRXJK� WKH�FLW\�RI�%HUJHQ�KDV�EHJXQ� WR�RSHQ�
PRUH�GRRUV�IRU�VWUHHW�DUW��JUDI¿WL�LV�QRW�\HW�ZLGHO\�DFFHSWHG�E\�
WKH�SXEOLF��DQG�UHPDLQV�WKH�ROG�HQHP\�±�VRFLHW\¶V�DSSDUDWXV�
IRU� FRQWURO� �*UDVGDO�� ������� 7KH� XQFRPPLVVLRQHG� LPDJHV�
RI�ERWK�VWUHHW�DUW�DQG�JUDI¿WL�DUH�VWLOO�XQGHU� WKH�DXWKRULW\�RI�
WKH� VWDWH� RU� FLW\�� DQG� WKLV� RIWHQ� OHDGV� WR� WKHLU� VSRQWDQHRXV�
UHPRYDO�� ,Q� ZKDW� IROORZV�� ,� ZLOO� H[DPLQH� WKH� H[FHSWLRQDO�
FDVH�RI� WKH�SUHVHUYDWLRQ�RI�$UJXV¶V�Otto and Smiley stencil 
DUWZRUNV��

$UJXV¶V� Otto and Smiley� VWUHHW� DUWZRUNV� ZHUH� SUHVHUYHG�
ZLWK�3OH[LJODV�QRW� ORQJ�DIWHU� WKH\�DSSHDUHG�RQ�VWUHHW�ZDOOV��
7KH� LPSHWXV� IRU� SUHVHUYLQJ� $UJXV¶V� Otto� FDPH� IURP� WKH�
SULYDWH� RZQHU� LQ� ������ DQG� WKH� IDFXOW\� RI� 6RFLDO� 6FLHQFHV�
DW� WKH� 8QLYHUVLW\� RI� %HUJHQ� FDOOHG� IRU� WKH� SUHVHUYDWLRQ�
of Smiley� LQ� ������7KH� GD\� DIWHU�Smiley� ZDV� WDJJHG� RYHU��
WKH� ORFDO� QHZVSDSHU�Bergens Tidende� SXEOLVKHG� DQ� DUWLFOH�
WLWOHG�³Smiley�KDV�EHHQ�&OHDQHG´�� LQ�WKH�DUWLFOH�� WKH�WDJJLQJ�
ZDV� GHVFULEHG�ZLWK� WKH� VWDWHPHQW� ³]HUR� UHVSHFW´� �Bergens 
Tidende�� ��� 6HSWHPEHU� ������� :DOWHU� :HKXV� �Bergens 
Tidende�� �� -XO\�� ������ H[SUHVVHG� WKDW� WKH� 8QLYHUVLW\� RI�
%HUJHQ�ZDV�XVXDOO\�YHU\�TXLFN�WR�UHPRYH�VWUHHW�DUWZRUNV��EXW�

QRW�WKLV�WLPH��DIWHU�WKH�WDJJLQJ�LQFLGHQW��WKH�XQLYHUVLW\�VHFXUHG�
WKH� DUWZRUN� ZLWK� 3OH[LJODV�� 7KH� TXHVWLRQ� FRXOG� EH� UDLVHG��
:K\�ZHUH�WKHVH�VWUHHW�DUWZRUNV�SUHVHUYHG"�:KDW�ZHUH�WKH�
KHULWDJH�YDOXHV�FRQFHUQLQJ�SUHVHUYDWLRQ�RI�WKHVH�DUWZRUNV"�

Otto and Smiley� DUH� SHUFHLYHG� DV� FLW\� V\PEROV� RI� %HUJHQ��
$UJXV�SDLQWHG�Smiley�LQ�������DQG�Otto�ZDV�SDLQWHG�LQ�������
2WWR�)UHGULN�:ROOHUWVHQ��Otto��DQG�7RUH�6\YHUW�0RHQ��Smiley��
ZHUH� FDOOHG� WKH� ³EHVW� NQRZQ� %HUJHQ� FKDUDFWHUV´� DQG� ³FLW\�
RULJLQDOV�´�7KH\� ERWK� UHFHQWO\� SDVVHG� DZD\��:KHQ� ,� DVNHG�
$UJXV�DERXW�WKH�PHDQLQJ�RI�WKHVH�FKDUDFWHUV�IRU�%HUJHQ��KH�
H[SODLQHG���

7KH\�VLJQLI\�WKH�RXWVLGHUV��WKH�RQHV�ZKR�GR�QRW�GHVLJQ�WKHLU�
RZQ�HQYLURQPHQWV�EXW�VWLOO�DUH�WKH�RQHV�ZKR�DUH�PRVW�DIIHFWHG�
E\� LW��7KH�FRQVFLHQFH�RI�VRFLHW\��7KH�RXWFDVWV�� WKH�SDULDKV��
7KH�RQHV�ZH�DOO�NQRZ�DERXW��EXW�ZKRP�QR�RQH�NQRZV��7KH�
RQHV�ZKR�PDNH�XS�WKH�IDEULF�RI�WKH�FLW\�DQG�PDNH�LW�D�ULFKHU�
SODFH���3HUVRQDO�FRPPXQLFDWLRQ�����-XQH������

%XW�ZK\� DUH� WKHVH� FKDUDFWHUV� VLJQL¿FDQW� IRU� %HUJHQ"�+RZ�
KDYH�ZH�FRPH�WR�NQRZ�WKHP��ZLWKRXW�NQRZLQJ"

4.1 Affective bodies 

7KH� KXPDQ� VXEMHFWV� RI� Otto� �)LJ�� ��� DQG� Smiley� �)LJ�� ���
FDQ�EH�FRPSDUHG�WR�DFWRUV�RQ�D�VWDJH��:LWK�D�GLVWLQFW�IRUP�
RI� GUHVV�� ERGLO\� JHVWXUH� DQG� VW\OH� WKH\� ZHUH� QRWLFHDEOH�
SHUVRQV� LQ� WKH� %HUJHQ� FLW\� FHQWUH�� 7KHLU� SDUWLFXODU�
VW\OH� DQG� H[SUHVVLYHQHVV� ZHUH� GHVFULEHG� DV� IROORZV� 
 
2WWR� ±� WKH� ROG� PDQ� DQG� KLV� ELNH�� D� IDPLOLDU� VLJKW� LQ� WKH�
FLW\�� 2WWR� QHYHU� ULGLQJ� WKH� ELNH�� MXVW� VKDPEOLQJ� DURXQG��
RU� VHDWHG� RQ� D� VPDOO� ER[� RQ� WKH� SDYHPHQW�� SOD\LQJ� WKH�
KDUPRQLFD�RQ�RFFDVLRQV��2QH�RI� WKH�UDUH�FKDUDFWHUV�ZKRP�
,�EHOLHYH�HYHU\ERG\�ORRNV�XSRQ�ZLWK�JUHDW�V\PSDWK\���$UJXV��
DUJXVJDWH�ZRUGSUHVV�FRP��

6PLOH\�ZDV�GHVFULEHG�LQ�WKH�IROORZLQJ�ZD\��
/RQJ�RYHUFRDW��ELJ�EHDUG�DQG�UROO�EHWZHHQ�KLV�¿QJHUV��(YHU\�
GD\�7RUH�6\YHUW�0RHQ��6PLOH\��SDVVHG�WKRXVDQGV�RI�SHRSOH�
LQ�%HUJHQ��,Q�GHFDGH�DIWHU�GHFDGH�KH�ZDV�DQ�HDUO\�ELUG�LQ�WKH�
FLW\�FHQWHU�RI�%HUJHQ�DVNLQJ� IRU�FLJDUHWWHV�DQG�PRQH\�ZLWK�
WKH�UHSHWLWLYH�TXHVWLRQ�³'R�\RX�KDYH�D�NURQH�IRU�PH"´��.MHUVWL�
0M¡U��Bergens Tidende�����-XO\������

6PLOH\� DQG� 2WWR¶V� URXWLQL]HG� DQG� HPERGLHG� PRYHPHQWV�
DIIHFWHG� WKH� %HUJHQ� FLW\� HQYLURQPHQW�� 7KH\� FUHDWHG� DQ�
HPRWLRQDO� PHDQLQJ� RU� H[SHULHQFH� WKURXJK� WKH� ERGLO\�
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Fig. 2. Argus “Smiley” stencil. Source: Permission obtained from Argus/argusgate.wordpress.com. 
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H[SHULHQFH� WKDW� LV� LQKHUHQW� LQ� WKH� H[SUHVVLYH� VSDFH� RI�
WKHLU� ERG\�PRYHPHQWV� LQ� VPHOO�� ORRN�� VRXQG� DQG� JHVWXUHV��
(PRWLRQDO�H[SHULHQFH�LV�UHODWLRQDO��IRU�H[DPSOH��EHWZHHQ�WKH�
FLW\�RI�%HUJHQ�DQG�6PLOH\�DQG�2WWR��,W�LV�³DQ�DIIHFWLYH�VSDFH��
ZKLFK� LV� WKH�VSDFH� LQ�ZKLFK�ZH�DUH�HPRWLRQDOO\� LQ� WRXFK�±�
RSHQ� WR� WKH�ZRUOG� DQG� LWV� µDIIHFW¶� RQ� XV´� �6LPRQVHQ�� ������
�����7KH\�ZHUH� OLNH�VWUHHW�DUW�SDLQWLQJV�±�VKDSLQJ�DQ�XUEDQ�
HQYLURQPHQW��UHDFWLQJ�ZLWK�WKHLU�ERGLHV�DQG�ZLWK�RWKHU�ERGLHV�
DQG�HOLFLWLQJ�HPRWLRQDO�DIIHFW��ERWK�SRVLWLYH�DQG�QHJDWLYH�

5LJKW�EDFN�ZKHUH�,�UHPHPEHU�KLP��+LV�VWDUH�DOZD\V�PDGH�PH�
IHHO�D�OLWWOH�XQHDV\��OLNH�LI�KH�NQHZ�D�VHFUHW�,�ZDV�KLGLQJ�IURP�
P\VHOI��7KLV�FDXVHG�VRPH� LQWURVSHFWLRQ�RQ�P\�EHKDOI�� DQG�
MXVW�WKRVH�HQFRXQWHUV�DUH�YLWDO�WR�WKH�FLYLOL]LQJ�HIIHFW�RI�SXEOLF�
VSDFH��$UJXV��DUJXVJDWH�ZRUGSUHVV�FRP���

6PLOH\�KDV�DOVR�EHHQ�SDUW�RI�WKH�FLW\�IRU�PH��,�UHPHPEHU�KLP�
¿UVW� IURP�P\� KLJK� VFKRRO� WLPH�� ,� KDYH� DOZD\V� EHHQ� D� OLWWOH�
DIUDLG�RI�KLP��DQG� ,�KDYH�QRWLFHG� WKDW�KH� LV�GLUW\�� �3HUVRQDO�
FRPPXQLFDWLRQ�ZLWK�/HQH�����6HSWHPEHU�������

,�ZRQGHU�LI�2WWR�KDG�D�EDFNDFKH��,�WKRXJKW�DERXW�WKH�VWDLUV�DW�
WKH�&DIH�2SHUD�ZKHUH�KH�DWH�VRXS�WKHUH�µHYHU\GD\¶��3HUVRQDO�
LQWHUYLHZ�ZLWK�,VHOLQ����2FWREHU�������

 
7KHLU� DIIHFWLYH� ERGLHV� ±� WKHLU� VWURQJ� VPHOO� DQG� H[SUHVVLYH�
ORRNV� ±� PDGH� SDVVHUVE\� VWRS�� VSHOO� RXW�� WRRN� RYHU� DQG�
WUDQV¿[HG� WKHLU� WKRXJKWV� DQG� VHQVHV�� :KHQ� ,� P\VHOI� PHW�
6PLOH\�LQ�WKH�VWUHHWV��KLV�ERG\�DIIHFWHG�PH�DQG�P\�WKRXJKWV�
ZHUH� WUDQV¿[HG�� VRPHWLPHV� ,� WKRXJKW� DERXW� KLV� SHUVRQDO�
VWRU\��ZKLFK�,�RQFH�KHDUG�DERXW��VRPHWLPHV�,�IHOW�EDGO\�WKDW�,�
GLG�QRW�JLYH�KLP�PRQH\�DQG�VRPHWLPHV�,�IHOW�VDG�RU�VXUSULVHG��

2WWR� DQG� 6PLOH\� FUHDWHG� LQVWDQW� PHDQLQJV� DQG� HYHU\GD\�
VSDWLDO� SURGXFWLRQ� E\� ZDONLQJ� DQG� ERGLO\� DQG� VHQVXRXVO\�
HQJDJLQJ� ZLWK� WKH� %HUJHQ� HQYLURQPHQW�� 7KH\� VKDSHG�
WKH� HYHU\GD\� OLIH� RI� WKH� FLW\� DQG� WKHLU� H[SUHVVLYH� VSDFH� RI�
ERG\�PRYHPHQWV� ³HQJDJHV� LQ� DQG� HPHUJHV� IURP� µDIIHFWLYH�
GLDORJLFDO�SUDFWLFHV�>«@�ERUQ�LQ�DQG�RXW�RI�MRLQW�DFWLRQ¶´��7KULIW�
������������7KHLU�UHSHWLWLYH�SUDFWLFHV��VXFK�DV�ZDONLQJ�LQ�WKH�
VDPH� WUDFNV�� DQG� GUHVVLQJ� LQ� WKH� VDPH� VW\OH�� HQDEOHG� WKH�
FRPPXQLW\� WR� JHQHUDWH� NQRZOHGJH� DERXW� WKHP��7KH\�ZHUH�
SDUW�RI�WKH�FLW\��DV�HYLGHQFHG�E\�TXRWDWLRQV�IURP�WKH�SXEOLF��
³6PLOH\¶�ZDV�RQH�RI�WKH�PRVW�NQRZQ�IDFHV�LQ�%HUJHQ´ �0DULH��
Skarpaas Karlsen�����6HSWHPEHU�������%HUJHQVDYLVHQ��DQG�
³PDQ\�DSSUHFLDWHG�6PLOH\´ �6LUL�0H\HU�����6HSWHPEHU�������
3n�+¡\GHQ��

In a Bergens Tidende� DUWLFOH� WLWOHG� ³'LYHUVLW\� %OHVVLQJ´� ����
'HFHPEHU� ������� 2OH� +DPUH� H[SUHVVHG� WKDW� 2WWR� LV� DQ�
LGHQWLW\� REMHFW� IRU� %HUJHQ� WKURXJK� KLV� HYHU\GD\� SUDFWLFH� LQ�
WLPH�DQG�VSDFH�

,I� RQH� DVNV� KLPVHOI� ZKDW� OLYLQJ� LQGLYLGXDO� UHSUHVHQWV� PRVW�
RI� WKH�%HUJHQ�SRSXODWLRQ¶V�VHQVH�RI� LGHQWLW\�� ,� WKLQN� LW� LV� WKH�
���\HDU�ROG�2WWR��2WWR�)UHGULN�:ROOHUWVHQ�KDV�KDG�WKH�VWUHHW�
DV� KLV� KRPH� IRU� PRVW� RI� KLV� DGXOW� OLIH�� 7KURXJK� KLV� GDLO\�
KXQFKHG�ZDQGHULQJV�WKURXJK�WKH�FLW\�VWUHHWV�IRU�GHFDGHV��E\�
ELNH��FDVVHWWH�SOD\HU�DQG�KDUPRQLFD��KH�KDV�EHFRPH�D�SDUW�
RI�%HUJHQ¶V�VRXO��$QG�WKURXJK�KLV�FKRLFH�RI�H[LVWHQFH��KH�KDV�
VHHQ� WKH�ZRUOG� IURP� D� VWDQGSRLQW� WKDW� DOPRVW� QR� RQH� HOVH�
NQRZV��

3HUKDSV�2WWR�DQG�6PLOH\�EHFDPH�SDUW�RI�WKH�SODFH�EHFDXVH�
WKH\� ZHUH� ORFDOV�� RULJLQDOO\� IURP� %HUJHQ�� +RZHYHU�� WKH\�
DOVR� UHSUHVHQWHG� ³RWKHUQHVV�´�.LUVWHQ�6LPRQVHQ� �����������
GHVFULEHV� ³RWKHUQHVV´� DV� ³ERGLO\� DQG� VRFLDO� H[SHULHQFHV� RI�
UHVWULFWLRQV�� XQFHUWDLQW\� DQG� EORFNDJH�´� 6PLOH\� DQG� 2WWR¶V�
OLIHVW\OH�FDQ�EH� UHODWHG� WR�/HIHEYUH¶V� �������FRQFHSW�RI� WKH�
µULJKW�WR�WKH�FLW\¶�±�� WKH\�DUH�DOVR�YHU\�FORVH�WR�WKH�HVVHQFH�
RI� WKH�SKLORVRSK\�RI�VWUHHW�DUW��$QGU]HM�=LHOHQLHF�����������
����DVVHUWV�WKDW�JUDI¿WL�DQG�VWUHHW�DUW�FDQ�EH�XQGHUVWRRG�DV�
DQ�³H[SUHVVLRQ�RU�HPERGLPHQW�RI�/HIHYUH¶V�FU\�DQG�GHPDQG�
IRU�WKH�µULJKW�WR�WKH�FLW\¶��WKH�ULJKW�WR�DSSURSULDWH��DSSUHFLDWH��
NQRZ�DQG�XVH�LWV�VSDFHV�DQG�SODFHV��«��D�IUHH�DUW�RU�SROLWLFV�
ZKLFK� FKDOOHQJHV� WKH� QRUPDO�� EDQDO�� IXQFWLRQDOL]HG� DQG�

LQFUHDVLQJO\� FRPPRGL¿HG� DQG� SULYDWL]HG� VSDFH´� 6PLOH\�
DQG�2WWR�SUHVHQWHG�µWKH�ULJKW�WR�WKH�FLW\¶�LQ�WKH�ZD\�WKDW�WKH\�
FKDOOHQJHG� WKH� OHJDO�� FRPPRGL¿HG� VSDFH� DQG� IXQFWLRQDO�
VSDFH�� WKH\�PDQDJHG�XUEDQ�VSDFH� IRU� WKHPVHOYHV��EH\RQG�
WKH� VWDWH�� FDSLWDOLVP� DQG� FRQVXPHU� VRFLHW\�� )RU� WKHP� WKH�
VWUHHWV� ZHUH� WKHLU� OLYLQJ� VSDFH� ZKHUH� WKH\� FRXOG� PRYH�
DQG� OLYH� IUHHO\�� $OWKRXJK� 2WWR� DQG� 6PLOH\� V\PEROL]H� IUHH�
H[SUHVVLRQ� RI� WKH� FKRLFH� WR� OLYH� RQ� WKH� VWUHHWV� RI� %HUJHQ��
$UJXV¶V�VWUHHW�DUWZRUNV�RI�WKHVH�SHUVRQV�DUH�QRZ�IUDPHG�ZLWK�
3OH[LJODV��:DOWHU�:HKXV�FRPPHQWV��³,W¶V�JUHDW�WKDW�2WWR�DQG�
6PLOH\�ZKR�DUH�DVVRFLDWHG�ZLWK� FLW\VFDSH�RI�%HUJHQ�JHW� D�
SODFH�RQ�WKH�ZDOO�EXW�3OH[LJODV�JRHV�EH\RQG�WKH�PHDQLQJ�RI�
WKHVH�FKDUDFWHUV´��SHUVRQDO�FRPPXQLFDWLRQ����-XQH��������
 
6FKRODUV�KDYH�LGHQWL¿HG�WKDW�WDQJLEOH�SUHVHUYDWLRQ�WHFKQLTXHV�
�VXFK�DV�FRYHULQJ�DQ�DUWZRUN�ZLWK�3OH[LJODV�RU�3HUVSH[��DUH�
KDUPIXO� WR� VWUHHW� DUW� RU� JUDI¿WL� EHFDXVH� WKRVH� WHFKQLTXHV�
VWLPXODWH� FXOWXUDO� SULYDWL]DWLRQ�� HQFRXUDJH� YDQGDOLVP��
DQG� EUHDN� WKH� RQJRLQJ� G\QDPLF� UHODWLRQVKLS� EHWZHHQ� WKH�
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DUWZRUN� DQG� WKH� FRPPXQLW\� �+DQVHQ�� ������ +DQVHQ� 	�
)O\QQ�� ������ <RXQJ�� ������� 8QFRPPLVVLRQHG� VWUHHW� DUW�
DQG� JUDI¿WL� KDV� WUDGLWLRQDOO\� IRXJKW� IRU� WKH� XUEDQ� FRPPRQV�
DQG� EHHQ� LQWHQWLRQDOO\� DFFHVVLEOH�� )UDPLQJ� VWUHHW� DUWZRUNV�
GHSULYHV�FLWL]HQV�RI�WKH�ULJKW�WR�H[SHULHQFH�WKHP��LQ�WKH�SXEOLF�
VSDFH� DQG� HSKHPHUDOO\�� LQ� GDLO\� OLIH� DQG� WKH� EURDGHU� ULJKW�
WR� HQJDJH� ZLWK� WKH� FLW\�� LW� VWLPXODWHV� WKH� SULYDWL]DWLRQ� DQG�
FRPPRGL¿FDWLRQ�RI�FXOWXUH��ZKLFK�XQFRPPLVVLRQHG�VWUHHW�DUW�
DQG�JUDI¿WL�QDWXUH�LV�DJDLQVW�

5. Conclusion
7KLV� SDSHU� KDV� VXJJHVWHG� WKDW� VWUHHW� DUW� FRXOG� EH�
FRQFHSWXDOL]HG� DV� D� KHULWDJH� H[SHULHQFH� LQ� UHODWLRQ� WR�
HPERGLPHQW�� DIIHFW� DQG� HYHU\GD\� SHUIRUPDWLYH� SUDFWLFH�� ,�
KDYH� DUJXHG� WKDW� VWUHHW� DUW� DQG� JUDI¿WL� GRHV� QRW� UHSUHVHQW�
D�GLFKRWRP\�EHWZHHQ�WDQJLEOH�DQG�LQWDQJLEOH�RU�SHRSOH�DQG�
REMHFW�� EXW� LQVWHDG� UHSUHVHQWV� DQ� LQVHSDUDEOH� UHODWLRQVKLS��
6WUHHW� DUW� DQG� JUDI¿WL� FRH[LVWV� EHWZHHQ� FXOWXUDO� DQG� VRFLR�
PDWHULDOV�LQ�HYHU\GD\�OLIH��WR�LJQRUH�WKLV�LV�WR�LJQRUH�WKH�IXQFWLRQ�
RI�VWUHHW�DUW��6WUHHW�DUW�LV�WHPSRUDU\�DQG�FKDQJHDEOH�E\�QDWXUH��
%XW� LWV�WHPSRUDO�QDWXUH�LV�QRW�QHFHVVDULO\�QHJDWLYH��DQG�QRW�
DOO�VWUHHW�DUWZRUNV�VKRXOG�EH�SUHVHUYHG��3KRWRJUDSK\��YLGHR��
ZHEVLWHV� DQG� RWKHU� IRUPV� RI� FRPPXQLFDWLRQ� FDQ� EH� XVHG�
WR�GRFXPHQW�VWUHHW�DUW��2Q� WKH�RWKHU�KDQG��3HWHU�%HQJWVHQ�
������������SRLQWV�RXW�WKDW�VWUHHW�DUW�³ZRUNV�RQO\�LQ�D�FHUWDLQ�
FRQWH[W��ZKHQ�WKLV�FRQWH[W�LV�ODFNLQJ��WKH�DUWZRUN�LV�QRWKLQJ�´�
$�VWUHHW�DUWZRUN�PLJKW�KDYH�D�VWURQJ�OLQN�WR�D�SDUWLFXODU�SXEOLF�
VSDFH�� IRU� H[DPSOH�� LW� PLJKW� FRQWDLQ� D� SDUWLFXODU� PHVVDJH�
WKDW� FDQQRW� EH� DSSOLHG� WR� DQRWKHU� ORFDWLRQ�� 7KH� QRWLRQV� RI�
HPERGLPHQW�� DIIHFW� DQG� HYHU\GD\� SUDFWLFH� PLJKW� SURYLGH�
D� IUDPHZRUN� IRU� LGHQWLI\LQJ� ZKLFK� VWUHHW� DUWZRUNV� IXQFWLRQ�
ZLWKLQ�WKH�FRQWH[W�RI�D�FRPPXQLW\��,�KDYH�LOOXVWUDWHG�WKDW�WKH�
Otto, Smiley and What Do You See�VWUHHW�DUWZRUNV�KDYH�D�
ORFDO� EDVH�� WKH\� DUH� HPERGLHG� ZLWKLQ� SDUWLFXODU� ORFDWLRQV��
HDFK�ZLWK�H[FHSWLRQDO�VLJQL¿FDQFH�IRU�%HUJHQ��7KH�UHPRYDO�
RI� VWUHHW� DUW� FDQ� EH� D� VRXUFH� IRU� WKH� UHDOL]DWLRQ� RI� VSHFL¿F�
H[SHULHQFHV� RU� H[SHULHQWLDO� FRQQHFWLRQV� WR� D� SODFH�� ,W� DOVR�
KDV�WKH�SRWHQWLDO�WR�WUDQVIRUP�WKH�LQGLYLGXDO�DQG�WKH�SODFH�E\�
LQWURGXFLQJ�QHZ�TXDOLWLHV�LQWR�WKH�HQYLURQPHQW��7KH�UHPRYDO�
RI�VWUHHW�DUW�FDQ�DOVR�DOWHU�WKH�G\QDPLF�UHODWLRQ�EHWZHHQ�WKH�
FRPPXQLW\�DQG�WKH�VWUHHW�DUWZRUN��$�ODFN�RI�NQRZOHGJH�DERXW�
WKLV�G\QDPLF�UHODWLRQVKLS�EHWZHHQ�WKH�SK\VLFDO�FRQWH[W�DQG�
WKH�FRPPXQLW\�FDQ�OHDG�WR�D�VWUHHW�DUWZRUN�EHLQJ�UHPRYHG��
DQG��ZLWK� LW�� WKH�H[SHULHQWLDO��HPRWLRQDO�DQG�VHQVRU\�YDOXHV�
IURP�HYHU\GD\� OLIH� WKDW� LW�RIIHUV��0RUH�WKDQ�UHSUHVHQWDWLRQDO�
WKHRU\�FDQ�KHOS�XV�WR�XQGHUVWDQG�DQG�WR�VWXG\�WKH�HPERGLHG�
UHODWLRQVKLSV�EHWZHHQ�VWUHHW�DUW�FXOWXUHV�DQG�YDULRXV�SXEOLFV��
DQG�WKH�VHQVH�RI�PHDQLQJ�DQG�EHORQJLQJ�LQYROYHG��,W�FDQ�DOVR�

VHUYH�WR�GHFRGH�WKH�HPERGLHG�PHDQLQJV�RI�D�VWUHHW�DUWZRUN�
DQG�LWV�UHODWLRQVKLS�ZLWK�WKH�ORFDO�FRPPXQLW\�DQG�WKH�SK\VLFDO�
HQYLURQPHQW��
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1. Introduction
Ephemerality has been introduced to cultural and art tradition 
as an intricate concept that makes historians, curators, 
philosophers and especially, art restorers, become creative 
in the way that artworks and expressions with a transient life 
are presented to future generations.

In the range of ephemeral situations presented nowadays, 
^L�ÄUK�V\YZLS]LZ�SVVRPUN�H[�[^V�NYV\WZ!�[OL�TV]LTLU[Z�HUK�
traditions that involve an action or practice, and the objects 
that those actions produce, or objects which are created to 
disappear. In regards to actions, their singularity in being 
part of the society in a particular moment of history makes it 
necessary to keep it the same for as long as possible, being 

the action itself transferable to the future generations. This is 
what we understand as ‘intangible conservation’. However, 
given the consequences of those actions for the object, 
the preservation of memory could be more intriguing. The 
VIQLJ[�¶�HY[^VYR�¶�JV\SK�IL�WYLZLY]LK�VY�UV["� PM�WYLZLY]LK��
it could be treated either as a consequence/remnant of the 
action, or as an independent object related to the action 
but with its own character. In any case, conservation can 
be intangible, based on the registration and tracking of the 
KPɈLYLU[� Z[H[LZ�VM� [OL�WPLJL� �JVUJLW[\HS� HUK�TH[LYPHS�� HUK�
the documentation of the action which surrounded it, but 
also, ‘tangible’ because the work may be treated both as a 
remnant or as an independent object, which resides in the 
materiality in with it was created.
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Abstract
Conservation of urban art is a subject in vogue in contemporary academic research. It may seem like a new topic of discussion 
¶�H�UL^�ÄLSK�VM�\UKLYZ[HUKPUN�¶�I\[�[OL�WYLZLY]H[PVU�VM�[OL�PKLHZ�HUK�MVYTZ�VM�\YIHU�HY[�WYHJ[PJLZ�OHZ�JLY[HPUS`�ILLU�WYLZLU[�
ZPUJL�[OL�]LY`�ILNPUUPUNZ�VM�NYHɉ[P�HUK�Z[YLL[�HY[��(S[OV\NO�NLULYHSS`�WYHJ[PJLZ�YLSH[LK�[V�\YIHU�HY[�HYL�JVUZPKLYLK�LWOLTLYHS��
when an artwork, style or general practice acquires value, conservation is the only way to prolong its idea – its life. The 
WYVJLLKPUNZ�[V�HSSV^�[OH[�Z[H[LTLU[�JV\SK�IL�[^VMVSK!�;OL�ÄYZ[�VUL�PZ�\ZPUN�PU[HUNPISL�JVUZLY]H[PVU�TLJOHUPZTZ�HZ�ZPTWSL�
HZ�RLLWPUN�[OL�PKLH�I`�WOV[VNYHWOPJ�HUK�]PKLV�YLJVYKZ"�WYVTV[PUN�ZWHJLZ�MVY�[OL�WYHJ[PJLZ"�KVJ\TLU[H[PVU�VM�Z[`SLZ��MVYTZ��
PKLHZ��Z[H[LZ"�KL]LSVWPUN�UL^�YLZLHYJOLZ��HUK�ZV�VU��;OL�ZLJVUK��THPU�[VWPJ�VM�KPZJ\ZZPVU�PU�[OPZ�WHWLY��PZ�[OL�HWWSPJH[PVU�
VM�TVYL�PU[YPJH[L�TLJOHUPZTZ�^OLU�^PKLY�VIQLJ[P]LZ�HYL�WYLZLU[LK�ILJH\ZL�VM�[OL�ZPNUPÄJHU[�PTWVY[HUJL�VM�[OL�HY[^VYR�MVY�
the public, based on trying to keep the materiality of the artwork in addition to maintaining its idea. In these cases, tangible 
conservation mechanisms should be applied. This paper questions the limits of intangible conservation and the possibilities 
[OH[�[HUNPISL�JVUZLY]H[PVU�JV\SK�VɈLY�PU�[OL�WO`ZPJHS�HUK�JVUJLW[\HS�WYLZLY]H[PVU�VM�[OL�HS[LYUH[P]L�JVU[LTWVYHY`�HY[�WYHJ[PJLZ�
that involve urban art. Nevertheless, it is not forgotten that the application of conservation-restoration mechanisms could be 
X\LZ[PVULK��ZV�HKKP[PVUHSS`�[V�[OL�HS[LYUH[P]LZ�[OH[�[HUNPISL�JVUZLY]H[PVU�VɈLYZ��[OL�JYP[LYPH�\ZLK�MVY�P[Z�NLULYHS�HWWSPJH[PVU�^PSS�
be reviewed.

 
Keywords: Urban Art, Contemporary Art, Intangible Conservation, Tangible Conservation, Conservation, Restoration
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This paper focuses on the ‘intangible’ or ‘tangible’ 
conservation of the remains of contemporary art expressions 
SPRL� NYHɉ[P� HUK� Z[YLL[� HY[�� +PZJHYKPUN� IV[O� [LJOUPJHS�
reproducibility and creation of replicas (as new artworks) 
from this research, documentation resources have been the 
main and most used tool to accomplish the transference 
of forms of contemporary art such as short-lived artworks, 
performances and happenings, or cultural traditions and 
remarkable historic events for societies (intangible cultural 
heritage), among others. As a result, documentation is the 
primary and best adapted approach to perform intangible 
conservation. Nevertheless, what happens with those 
HY[^VYRZ�JYLH[LK�ZLWHYH[LS`�MYVT�[OL��HY[��[YHKP[PVU&�:OV\SK�
^L�[Y`�[V�JVUZLY]L�\YIHU�HY[&�/V^�ZOV\SK�^L�KV�P[�PM�[OVZL�
alternative practices have the idea of ephemerality linked to 
[OLT&�>P[O� YLNHYKZ� [V� [OVZL�X\LZ[PVUZ�� [OL�THPU�W\YWVZL�
VM� [OPZ� WHWLY� PZ� [V� HUHS`aL� [OL� J\YYLU[� ZP[\H[PVU� VM� NYHɉ[P�
and street art in relation to material conservation inside 
and outside the public space, and the possibilities that this 
HWWYVHJO�OHZ�KLSP]LYLK�[V�[OL�ÄLSK�\U[PS�UV �̂�

In order to accomplish this purpose, the research presented 
here has a focus on the limits that intangible conservation 
VɈLYZ� [V� [OLZL�HS[LYUH[P]L�THUPMLZ[H[PVUZ�VM�HY[��WYLZLU[PUN�
case studies where material conservation has been applied. 
In addition, from the revision of those cases, the most 
ZPNUPÄJHU[�HZWLJ[Z�[OH[�MHJPSP[H[L�JVUZLY]H[PVU�HYL�PKLU[PÄLK��
including alternatives based on respectful and correct 
conservation criteria.

2. Conservation of urban art
From our perspective as conservators, we aim to treat 
any object that could receive heritage value as any other 
historic, cultural or artistic object traditionally understood 
HUK� VɉJPHSS`� YLNPZ[LYLK� HZ� OLYP[HNL�� 0M� ^L� [YHUZMLY� [OL�
concept of preservation of intangible and tangible heritage 
[V�JVU[LTWVYHY`�L_WLYPLUJLZ��̂ L�ÄUK�[OH[�HS[LYUH[P]L�HY[PZ[PJ�
TV]LTLU[Z��Z\JO�HZ�NYHɉ[P�HUK�Z[YLL[�HY[��JHU�IL�KLLTLK�
worthy of being presented as an interest on their own under 
those same principles.

Intangible conservation is always a possibility to maintain 
and disseminate the idea of something valuable, as it does 
^LSS�^P[O�[OL�KPɈLYLU[�Z[HNLZ�H�^VYR�VY�HJ[PVU�JV\SK�WYLZLU[��
Despite that, it is the researcher’s aim to go further into this 
matter: the value added to an artwork makes it, as we have 

seen, not only accessible to intangible conservation, but 
also to the tangible. If the object is relevant enough to be 
registered, the preservation of the physical aspect of the 
artwork in a particular stage of its life may be possible too.

On the other hand, there are limitations in the application 
of tangible conservation depending on the kind of object/
PKLH� ^L� ^VYR� ^P[O�� ;OL� SPTP[Z� [OH[� ^L� JV\SK� ÄUK� PU� [OL�
TH[LYPHS�JVUZLY]H[PVU�VM�NYHɉ[P�HUK�Z[YLL[�HY[�HYL�YLSH[LK�[V�
the artwork concept – created by the writer/artist – or the 
movement which surrounds it. So, when an artwork has 
received consideration as a valuable object by the public, 
which asks for its physical preservation, it is our duty as 
restorers to understand the objective established by its 
author and the historic and creative procedures linked to 
the environment in which the artwork was created. After 
that, we should evaluate whether a conservative-restorative 
PU[LY]LU[PVU� JV\SK� ILULÄ[� VY� KHTHNL� [OL� TLHUPUN� VM� [OL�
artwork, the intention of the author and/or the availability of 
the work to the public.

2.1. Intangible versus tangible conservation
Before developing the subject of the analysis of tangible 
conservation case studies, it is important to understand the 
^H`Z� [OH[� PU[HUNPISL� JVUZLY]H[PVU� OHZ�� ^P[OV\[� H� ZWLJPÄJ�
W\YWVZL��VWLYH[LK�PU�\YIHU�HY[�WYHJ[PJLZ��:PUJL�NYHɉ[P�̂ YP[LYZ�
themselves – and professional photographers as Martha 
Cooper or Henry Chalfant (2006) – tried to keep records of 
the best pieces (including promotional videos launched by 
spray can brands) the visual reproduction of the image has 
been the way authors and public used to be in the loop with 
the latest artworks, as well as with those lost recently or a 
long time ago.

0[� PZ� JVTTVUS`� RUV^U� [OH[� PU� [OL� ILNPUUPUNZ� VM� NYHɉ[P��
information was reduced to a few spectators outside (and 
PUZPKL�� [OL�TV]LTLU[��I\[� [OHURZ� [V��ÄYZ[S`� [OL�W\ISPJH[PVU�
VM�MHUaPULZ��ÄSTZ��WYPU[LK�IVVRZ��HUK�SHZ[�I\[�UV[�SLHZ[��[OL�
Internet, any information old and new has spread worldwide. 
All these resources are the ways that current generations 
JVTL�HJYVZZ�[OL�ILNPUUPUNZ�HUK�KL]LSVWTLU[�VM�NYHɉ[P�HUK�
Z[YLL[�HY["�HUK�ZV��[OL�̂ H`�HSS�]PZ\HS�PUMVYTH[PVU�PZ�JVUZLY]LK��
Consequently, photography galleries on the internet have 
become the best way for artists and public to share and 
delight in new artworks in the public space. 
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The internet has considerably increased the number of 
people that have access to this invaluable historical record, 
and at the same time, keeps that information preserved for 
longer. As Stephen Powers (2014:n.p.) wrote once about 
the demolition of some of his murals in Baltimore “see 
them TOGETHER now or see them FOREVER online.” In 
this manner, the internet is the biggest and most accessible 
gallery of artworks ever created. Furthermore, the written 
information linked to the images and thematic blogs is also 
useful. These complement basic information regarding the 
artwork and, in many cases, either add interesting facts or 
YLSH[L�[V�ZWLJPÄJ�[VWPJZ��KLWLUKPUN�VU�[OL�^LIZP[L��ISVN�VY�
JVTT\UP[`�̂ OPJO�VYNHUPaLZ�[OL�ZWHJL��;OPZ�PZ�OV^�PU[HUNPISL�
conservation works nowadays.

By the same token, there are new proposals from both 
HJHKLTPJ� PUZ[P[\[PVUZ�HUK�VYNHUPaH[PVUZ� [OH[� [Y`� [V�WYLZLU[�
new methodologies for acknowledging urban art practices, 
and for preservation possibilities. Consequently, research 
Z[\KPLZ�VU�NYHɉ[P� HUK�Z[YLL[�HY[�OH]L�ILLU�IYV\NO[� [V� [OL�
table much more often during the last few years. Academic 
LU]PYVUTLU[Z�ÄUK�NYHɉ[P�HUK�Z[YLL[�HY[�H�]LY`�YPJO�[VWPJ�VM�
YLZLHYJO�MYVT�KPɈLYLU[�WLYZWLJ[P]LZ�¶�NLVNYHWO �̀�WOPSVZVWO �̀�
art, history, anthropology, or conservation. The multiplicity of 
ÄLSKZ� PUJYLHZLZ� [OL�X\HU[P[`�HUK�X\HSP[`�VM� [OL� PUMVYTH[PVU�
[OH[�[OL�W\ISPJ�MYVT�KP]LYZL�IHJRNYV\UKZ�JHU�HJJLZZ"�P[�HSZV�
helps in the understanding of those alternative art practices 
HUK�KLÄULZ�P[Z�ZP[\H[PVU�^P[OPU�ZVJPL[`�HUK�[OL�HY[�^VYSK�

The objective of the new researches that academic/specialist 
LU]PYVUTLU[Z� WYVK\JL� PZ� [V� VYNHUPaL� [OL� PUMVYTH[PVU�
found and develop better work-models, closely related to 
intangible conservation. However, the same is being applied 
to other possibilities and the outreach is not only reduced 
to textual and visual information. Far from what may be 
thought, art conservation and restoration processes have 
HSYLHK`�ILLU�HWWSPLK�[V�NYHɉ[P�HUK�Z[YLL[�HY[��MYVT�)HURZ`»Z�
detached walls and Perspex© protected stencils around the 
world, through repainted pieces like that of Does Loveletters 
in Abshoven, and right up to the conservation interventions 
done by the St.a.co collective in the streets of Athens and 
the recently full-restoration intervention of Muelle’s piece in 
Madrid. These are just a small sample of the many examples 
of artworks in which intangible conservation has been 
JVUZPKLYLK�PUZ\ɉJPLU[��UVY�L]LU��PU�THU`�JHZLZ��WYVWVZLK�

Bearing in mind that the current situation allows for both 
intangible and tangible conservation of urban art, it is now 
the time to start asking ourselves what are the limits of each 
approach. 

Intangible conservation only works in terms of the 
documentation of the idea of what the work was and the 
concept the artist wanted to spread, so it is complicated 
to maintain the real image of the artwork, and when lost, 
it will always be under an interpretation of those in charge 
of transferring the idea. In contrast, tangible conservation 
can preserve the real image – its materiality – which may 
give sense to the artwork. Despite this, its application can 
also contradict the concept or idea in which the artwork 
was created. That would bring us back to the intangible 
conservation, whose application would, in very few cases, 
contradict the artwork concept.

For that reason, if we want to apply tangible conservation 
[V�WYL]LU[�[OL�TH[LYPHSP[`�SVZZ�VM�H�NYHɉ[P�VY�Z[YLL[�HY[^VYR��
PU� HKKP[PVU� [V� [OL� ]HS\LZ� HKKLK� [V� P[�� ^L� ZOV\SK� HUHS`aL�
the extent to which the conservation would command the 
\UKLYZ[HUKPUN�VM�[OL�HY[^VYR��JVUÅPJ[�^P[O�[OL�HY[�JVUJLW[��
or show an ambivalence towards the artist’s will, before ever 
determining a plan of intervention.

���;HUNPISL�JVUZLY]H[PVU�VM�NYHɉ[P�HUK�Z[YLL[�HY[
As we have seen, tangible conservation is currently 
happening. The value that urban art practices have taken, 
following public interest in them, has allowed for furthering 
the idea of delighting in alternative art forms. This new 
approach has gone from possessing them, to keeping them 
in the public space for longer than intended, with an extra 
concern for safety. 
The interest in this and the lack of knowledge on how to 
proceed, have produced in the conservation-restoration 
research the need to broaden the limits that restoration 
[OLVYPLZ�VɈLY��HKHW[PUN�[OL�WYVJLK\YLZ�\ZLK�PU�JVUZLY]H[PVU�
of contemporary art to these alternative forms. In this path of 
adaptation, new topics of discussion have been presented in 
academic environments: from theoretical aspects, such as if 
^L�ZOV\SK�JVUZLY]L�NYHɉ[P��6YZPUP���������[OYV\NO�WYHJ[PJHS�
HUK� MVJ\ZLK� WYVQLJ[Z� PU� WHY[PJ\SHY� JP[PLZ� �*OH[aPKHRPZ��
2016:18-19), to evaluation of the composition of the materials 
used in those practices, in general (Germinario et al., 2016) 
VY�PU�ZWLJPÄJ�JHZLZ��9H]H�L[�HS�������!� ���
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Other projects have been proposed outside academia as 
ZWLJPÄJ� ZVS\[PVUZ� MVY� WHY[PJ\SHY� HY[^VYRZ�� 0U[LYLZ[� PU� [OLZL�
new forms of conservation has mostly come from private 
companies related to the commercial art market such as The 
Sincura Group (2017), public platforms like Por la declaración 
de Muelle como BIC (Garcia Gayo, 2010), or the owners of 
the buildings where the artworks are located.

As far as the conservation process is concerned, there is 
a wide range of possibilities for the preservation of urban 
artworks. For the consideration of the nature of the materials 
used and the environment in which those artworks are 
located, there are two paths that allow for conservation: ex-
situ and in-situ interventions. From a neutral perspective, in 
[OL�MVSSV^PUN�YLZLHYJO��[OL�TVZ[�ZPNUPÄJHU[�TLJOHUPZTZ�VM�
tangible conservation to date are presented.

3.1. Ex-situ interventions
Ex-situ interventions start their action in the emplacement 
of the artwork, from where it is transferred to a lab where it 
goes through an in-depth restoration, and eventually ends 
up in a new location. The processes followed to accomplish 
that are mainly based in emergency systems of preservation 
used to avoid an imminent loss of the artwork because 
VM� H� OPNOS`� KHUNLYV\Z� ZP[\H[PVU� VY� KPɉJ\S[PLZ� WYLZLU[LK� PU�
the environment (Hekman, 2010:9-55), like the so-called 
detachment, a transfer system used on wall-paintings and 
mosaics to separate them form the location in which they 
were created, taking them to a safer one. The majority of 
artworks where transfer systems have been applied in 
urban art are wall-paintings and the restoration processes 
used have been detachment by stacco a massello, stacco 
or strappo. Below, three cases of study where the three 
detachment techniques have been used are presented.

;OL�ÄYZ[� Z[\K`�WYLZLU[LK� YLSH[LZ� [V�^VYR�WYVK\JLK�I`� [OL�
artist known as Banksy. The fame and value of the artworks 
of this anonymous and controversial street artist has 
produced an interest for possession. In order to prevent the 
loss of his stencils on mural support, the wall-paintings are 
detached, transported and sold after an in-depth restoration 
using mainly the detachment by stacco a massello or 
stacco. Some of the artworks end up being available in 
galleries or itinerant exhibitions, others are now part of 
private collections as had already happened with his canvas 
or prints. The detachments have been done mostly by the 

art and concierge services company The Sincura Group 
(2014), but there are other cases set by private owners, as 
^P[O�H�T\YHS�PU�)LKKPUN[VU��:\[[VU��.YLNVY �̀���� "�*OHUULS�
4, 2011).
The second case study is the one developed as a part of the 
exhibition Street Art – Banksy & Co. L’arte allo stato urbano 
in Bologna. This exhibition was presented as an instrument 
[V�\UKLYZ[HUK�[OL�^H`Z�JP[PLZ�JVTT\UPJH[L�KPɈLYLU[S`�MYVT�
the establishment (Roversi-Monaco and Sibani, 2015:7), 
as Bologna is one of the Italian cities with more long-lived 
tradition in urban art practices (Ciancabilla, 2015:9). All the 
HY[^VYRZ�KPZWSH`LK� [YPLK� [V�ZOV^�HU� P[PULYHY`� MYVT�[OL�ÄYZ[�
JVU[LTWVYHY`� NYHɉ[P� L_WYLZZPVUZ� [V� [OL� J\YYLU[� Z[YLL[� HY[��
WYLZLU[PUN�̂ VYRZ�Ä[�[V�IL�ZLLU�¶�HZ�JHU]HZLZ�VY�ISHJR�IVVRZ�
¶�I`�PU[LYUH[PVUHS�HY[PZ[Z"�HUK�KL[HJOLK�^HSS�WHPU[PUNZ��MYVT�
well-known Bolognese street artists. Those mural pieces 
were collected by stacco and strappo techniques from the 
streets of Bologna, restored especially for the exhibition, and 
are now part of the collection of the museum.

The third case is a lesser-known action of partial detachments 
THKL� I`� Z[YHWWV� VM� ZVTL� T\YHSZ� MYVT� 7VSPUPaH� MLZ[P]HS�
PU� ������(Z� `V\�TH`� RUV �̂�7VSPUPaH� MLZ[P]HS� PZ� H� Z[YLL[� HY[�
event celebrated in the Polytechnic University of Valencia 
since 2006. The walls of some buildings in Campus de 
Vera, Valencia, are redecorated every year with international 
Z[YLL[�HY[PZ[Z�HUK�NYHɉ[P�^YP[LYZ»�HY[^VYRZ��([�[OL�ILNPUUPUN�
of 2011, as the 9th edition of the festival was approaching, 
two murals from the previous edition were selected for the 
conservation of some fragments before the wall-paintings 
were painted over. The detachments in this occasion were 
made by strappo technique only, its preservation being a 
complement of the documentation gathered of that edition.

Wall-paintings are not the only type of artworks transported 
from their original location to a new one. Sculptures, 
canvases, mosaics and ready-mades left in the streets are 
some of the objects that provoke a desire for possession 
from some people. Banksy is also an example of this, but 
there are many others like Space Invader. Space Invader 
(2017) highlighted the uselessness of stealing or buying 
the pieces he left in the streets as anyone can do similar 
TVZHPJZ�I`�[OLTZLS]LZ��(S[OV\NO�[OPZ�PZ�UV[�ZWLJPÄJHSS`�HU�
example of a conservation mechanism, the idea of keeping 
the artwork somewhere away from degradation is apparent 
behind the will for possession.

Intangible Heritage:(<*���1V\YUHS�=����5��



3.2. In-situ interventions
In contrast to the cases presented on ex-situ interventions, 
there are alsothe in-situ interventions, a great number of 
which are focused on the conservation of paintings on mural 
Z\WWVY[Z��^OPJO�HYL�KP]PKLK�PU�[^V�KPɈLYLU[�NYV\WZ�

;OL�ÄYZ[�[V�IL�WYLZLU[LK�HYL�PU�ZP[\�PU[LY]LU[PVUZ�^OLU�[OL�
main purpose is the maintenance of the artwork, meaning 
only conservation mechanisms have been applied. These 
processes would try to keep the artwork safe from external 
damage and in its best condition as long as possible in its 
original location.

The mechanisms used for such interventions are physical 
barriers like the well-known Perspex© (acrylic glass) or 
other chemical kind of barriers such as varnishes. In very 
few cases those murals kept in the public space have 
experienced other restoration processes as in many cases 
P[� JHU�IL�JVTWSPJH[LK� [V� ÄUK�ZWLJPHSPZ[Z�VY� M\UKZ� [V�JHYY`�
out the restoration. The use of physical barriers is a common 
practice in British cities as London, Brighton, Torquay or 
Folkestone, but it has also been seen in other European 
cities –  it was used after the restoration of the Madonna of 
)SLR�SL�9H[»Z�4HKVUUH�PU�3LPWaPN��^OPJO�^PSS�IL�L_WSHPULK�PU�
detail later. Regarding the chemical barriers, varnishes have 
been traditionally used for the protection of conventional 
wall-paintings. Even though, ordinarily it is not the purpose of 
the artist to protect his/her artwork and varnishes have been 
hardly used in contemporary productions, its application 
to urban murals seems to be an option for many owners, 
and sometimes, for artists. For that reason, in order to 
protect commissioned murals, synthetic varnishes – acrylic 
THPUS`�¶�HYL�[OL�TVZ[�\ZLK�[VNL[OLY�^P[O�HU[P�NYHɉ[P�JVH[Z��
The combination of both would protect the surface of the 
painting against light damage and tagging.

In a second stage, there are in-situ actions to keep the 
artwork safe but also try to recover a lost aesthetic aspect 
lost. In these cases, conservation and restoration processes 
like cleaning, consolidation or reintegration, have been 
HWWSPLK� PU� [^V� KPɈLYLU[� ^H`Z!� W\UJ[\HS� PU[LY]LU[PVUZ� MVY�
singular problems presented or altogether full interventions 
related to the whole piece.

In regards to punctual restoration interventions, it is necessary 
to highlight the work done by the collective Street Art 

Conservators (St.a.co) since 2012 in Athens (Staco, 2013). It 
is generally agreed that Athens is one of the cities most open 
to street art, so the work done by this collective responds to 
the same idea of public spaces. Although the interventions 
of this collective developed in the Technological Institute of 
([OLUZ�HYL�IHZLK�VU�[OL�JVUZVSPKH[PVU�VM�WVZ[LYZ�HUK�ÅHRLK�
painting, light cleaning and monitoring their interventions, in 
IV[O�W\ISPJ�T\YHSZ�HUK�Z[YLL[�HY[^VYRZ��*OH[aPKHRPZ���������
their contribution prolongs, for a short period of time, the 
life of some artworks left in that city. Aa similar study of 
TH[LYPHSZ� VU� [OL� KPɉJ\S[PLZ� VM� JVUZLY]H[PVU� ^HZ� MVJ\ZLK�
onof a wall-painting by street artist Nunca in Vitry-sur-Seine. 
;OPZ�YLZLHYJO�L]HS\H[LZ�KPɈLYLU[�HZWLJ[Z�VM�[OL�YLZ[VYH[PVU�
mechanisms available to use on the mural, including the as 
removal of tags and the consolidation and reintegration of 
paint, both practically and theoretically (Matthey-Demoulin, 
2014).

Other singular interventions could involve the reintegration 
of murals by the same artists that created them, like the 
VUL�KVUL�I`�NYHɉ[P�^YP[LYZ�+VLZ�3V]LSL[[LYZ�HUK�5HZO�PU�HU�
abandoned church converted in a restaurant in Abshoven 
�+VLZ��������VY�ZVTL�[OL�T\YHSZ�I`�2Pa�PU�(SPJHU[L��;OPZ�RPUK�
of intervention can also be performed by collectives and by 
[OL�W\ISPJ��HZ�P[�PZ�[OL�JHZL�VM�5LRZ[�PU�5L^�@VYR��*OPU�������"�
or by the owners of the buildings, as with some of Banksy’s 
stencils after being tagged or altered.

Moreover, there are cases where full-restoration interventions 
have been applied, since the artwork’s appearance had 
Z\ɈLYLK�HU� PTWVY[HU[�KLNYHKH[PVU�K\L� [V�KPɈLYLU[�HNLU[Z��
7\ISPJ� VYNHUPaH[PVUZ� SPRL� [OL� 4\YHS� *VUZLY]HUJ`� VM� 3VZ�
Angeles are trying to conserve the tradition of public murals 
and the aspect of the wall-paintings made for important artists 
HUK�JVSSHIVYH[VYZ�PU�3VZ�(UNLSLZ��4*3(�������"�ZPTPSHYS �̀�[OL�
Keith Haring Foundation protects Haring’s legacy around the 
world (2017). Last but not least, the interest of the general 
public has helped bring to the attention of the authorities 
the need for the restoration of popular pieces such as the 
Z[LUJPS� VM� )SLR� SL� 9H[� PU� 3LPWaPN�� ^OPJO� ^HZ� M\UKLK� I`� H�
private company after the a public request for help (LVZ, 
�������HUK�[OL�YLJLU[S`�ÄUPZOLK�YLZ[VYH[PVU�VM�4\LSSL»Z�WPLJL�
in Madrid, as a part of a community proposal followed by 
the restoration by the Escuela Superior de Conservación y 
Restauración de Bienes Culturales of Madrid (Garcia Gayo, 
����"�*VSHV��������
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4. Criteria
This article has tried to highlight the reality of how the 
addition of, or rise of in, cultural or artistic value to 
objects is what brings them up to be considered for any 
type of conservation. The values that are linked to urban 
manifestations are, perhaps, similar to those presented by 
Aloïs Rielg at the beginning of 20th Century (Reilg, 1996). 
However contemporary researchers as Michael von der 
.VS[a���������(SPJL�5VN\LPYH�(S]LZ��������HUK�0ZHILSSL�)YHQLY�
�����"��������OH]L�YL]PL^LK�9LPSN»Z�^VYR�HUK�WYVWVZL�ZVTL�
changes in the conception of those values applied either to 
the conservation of contemporary art or to alternative urban 
practices, which would need to be considered. Nevertheless, 
the most common values used in the cases exposed are: 
historical, artistic, social and economic. 
It is undeniable that economic value has played an important 
role in the consideration of preservation of many of the 
cases exposed (generally those related to Banksy), and 
[OL�HWWSPJH[PVU�VM�[OPZ�WHY[PJ\SHY�]HS\L�JHU�JH\ZL�H�JVUÅPJ[�
between what is the priority in the application of mechanisms 
[V� [OL�HY[^VYR�VY�^OH[� PZ� [OL�ILZ[� MVY� [OL�V^ULY"� [OV\NO� P[�
does not mean that other values were not applied at the same 
time – if a piece of created pieceion is not considered as 
YLJPWPLU[�VM[V�OVSK�HY[PZ[PJ�]HS\L��JHU�P[�IL�JHSSLK�HU�HY[^VYR&

To prevent the application of incorrect – or untruthful – 
criteria in the conservation of urban art practices we aim to 
follow contemporary theories of restoration as well as the 
new deontological principle of ethics coming out like the 
one proposed recently by the Urban Art Working team of the 
Spanish Group of the International Institute for Conservation 
of Historic and Artistic Works (GE-IIC) (2016).

5. Conclusions
We have seen that any new form of art or self -expression 
which appears freely in the current society has an incredible 
support behind it, as the public and many researchers 
nowadays are willing to be part of it. One of the theories in 
which some ideas are followed here – and as seen in many 
cases in the public space – is that an object is considered 
art when the communication between author and receptor 
is accomplished thanks to the (art)work, and the second 
HUHS`aLZ� P[� �/LYUHUKLa�)LS]LY�HUK�4HY[PU�7YHKH���  �!�����
This could help not only in the consideration of the artwork 
itself by a wider public, but also in its future preservation.

It is clear that some of the mechanisms for tangible 
conservation presented in the cases  of studies above 
HYL� ULP[OLY� WLYMLJ[� UVY� PKLHSS`� HKLX\H[L"� HSZV�� [OL� JYP[LYPH�
followed could be respectful towards the artist or the public 
�� HUK�TH`�ILULÄJPHS� MVY� VUS`� H�TPUVYP[`� VM� WLVWSL�� -VY� HSS�
these reasons, we determine that it is our duty as restorers, 
historians, artists, philosophers or specialists in the subject, 
to develop our own criteria and opinions on what could be 
the best strategies for the conservation of urban art for future 
generations, trying to understand one another’s opinions 
and ideas, and being open-minded of with regard to what 
we have got now and what will be coming.

(Z�H�ÄUHS�JVUJS\ZPVU��0�JHU�ZH`�[OH[�¶�PU[HUNPISL�VY�[HUNPISL�¶�
JVUZLY]H[PVU�PZ�WVZZPISL�MVY�\YIHU�HY[��HUK�P[�KVLZ�UV[�KPɈLY�
from other forms of contemporary art. Despite this, urban 
art practices have special characteristics that need to be 
considered prior to any intervention in order to determine 
a modus operandi for the preservation either of the idea or 
the materiality of the work. This could be accomplished by 
\UKLYZ[HUKPUN�WHZ[�WYVISLTZ��HUHS`aPUN�J\YYLU[�ZP[\H[PVUZ��
and keeping in contact with all those actors that were, are, 
or will be part of the story of urban art.
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1. Introduction
>OPSL� NYHɉ[P� PZ� OPZ[VYPJHSS`� HZZVJPH[LK�^P[O� ]HUKHSPZT� HUK�
urban decay and street art has been rewarded with more 
acceptance both from public opinion and the art world, 
IV[O� WYHJ[PJLZ� MYLX\LU[S`� V]LYSHW� HUK� JHU� IL� KLÄULK� HZ�
mainly unsanctioned visual interventions in public spaces. 
-\Y[OLYTVYL�� NYHɉ[P� HUK� Z[YLL[� HY[� WYHJ[PJLZ� HYL� UVYTHSS`�
considered urban, ephemeral, and context-dependent 
WYHJ[PJLZ�� 0U� HU� LɈVY[� [V� KLÄUL� Z[YLL[� HY[�� 5PJOVSHZ� (SKLU�
Riggle has argued that an “artwork is street art if, and only if, 
its material use of the street is internal to its meaning” (Riggle, 
����!�������(S[OV\NO�9PNNSL�Z�KLÄUP[PVU� PZ�KLIH[HISL� ZPUJL�
it relies exclusively on the characteristics of the artworks, 
neglecting their social construction and place within the art 
world (Bengtsen, 2013), it rightly alludes to the importance of 
[OL�\YIHU�ZP[L�MVY�Z[YLL[�HY[��HUK�NYHɉ[P���0U�MHJ[��P[�OHZ�ILLU�
suggested that transposing such objects from the street to 
the gallery or the museum necessarily implies a loss, or, at 
SLHZ[��H�ZOPM[�� PU�[OLPY�TLHUPUN�HUK�YLSL]HUJL��9PNNSL������"�
Bengtsen, 2016). 

:PUJL� TLTVYPHSPaH[PVU� HUK� OLYP[HNPaH[PVU� NLULYHSS`� PTWS`�
H� MVYT�VM� PUZ[P[\[PVUHSPaH[PVU�� [OL� YLJVNUP[PVU� VM� [OL� YVSL� VM�
[OL� JVU[L_[� HUK� \YIHU� KLWLUKLUJ`� MVY� NYHɉ[P� HUK� Z[YLL[�
art are crucial when discussing such issues. Indeed, the 
preservation of the memory of a given community is normally 
ensured by the institutions entrusted with this task. In this 
ZLUZL�� NYHɉ[P� HUK� Z[YLL[� HY[�� ^OLU� MHJLK� ^P[O� PZZ\LZ� VM�
TLTVY`� HUK� OLYP[HNL�� TH`� PU[LNYH[L� HU� PUZ[P[\[PVUHSPaLK�
JPYJ\P[� [OH[� HɈLJ[Z� P[Z� TLHUPUN� HUK� [LTWVYHSP[ �̀� PU� ZPTPSHY�
ways as its transposition to the gallery or the museum. 

Moreover, issues of heritage related with these practices 
HYL�JVTWSL_��HUK��MVY�[OPZ�YLHZVU��NYHɉ[P�HUK�Z[YLL[�HY[�JHU�
simultaneously be considered tangible and intangible heritage. 
(Z�3HJOSHU�4HJ+V^HSS�Z\NNLZ[Z��¸PU�P[Z�LWOLTLYHSP[ �̀�NYHɉ[P�
falls somewhere between tangible culture (heritage sites) and 
intangible culture (traditional music, chanting, performances 
or rituals and festivals)” (MacDowall, 2006: 474). In truth, 
while the tangibility aspect relies foremost on the objects 
[OH[�HYL�JYLH[LK��NYHɉ[P�HUK�Z[YLL[�HY[�HSZV�PU]VS]L�WYHJ[PJLZ��
representations and expressions of a given community, that 
represent a more intangible character (Merrill, 2015). 
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;OL�^HSS�PZ�KLHK��ZOVY[�SP]L�NYHɉ[P�HUK�Z[YLL[�HY[�
.YHɉ[P��Z[YLL[�HY[�HUK�[OL�)LYSPU�>HSS�Z�OLYP[HNL
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Abstract
;OPZ�HY[PJSL�HKKYLZZLZ�ZVTL�VM�[OL�JOHSSLUNLZ�MHJLK�I`�OLYP[HNPaH[PVU�YLSH[LK�[V�NYHɉ[P�HUK�Z[YLL[�HY[��UHTLS`�[OL�JOHUNLZ�PU�
context and temporality that this process entails. In order to discuss these issues, I will frame the Berlin Wall as a paradigmatic 
case that presents a trajectory in time: I will follow the transition of the Wall from a deadly frontier to an obsolete structure and, 
ÄUHSS �̀�[V�H�OPZ[VYPJ�TVU\TLU[��0�^PSS�HYN\L�[OH[�NYHɉ[P�HUK�Z[YLL[�HY[�HYL�JVU[L_[�ZWLJPÄJ��HUK�KLLWS`�HɈLJ[LK�I`�[OL�Z`TIVSPZT�
HUK�VY�M\UJ[PVUZ�VM�[OL�Z\YMHJL�VU�^OPJO�[OL`�HYL�PUZJYPILK��4VYLV]LY��0�^PSS�YLJVNUPaL�NYHɉ[P�HUK�Z[YLL[�HY[�HZ�WYHJ[PJLZ�ZP[\-
ated in between tangible and intangible heritage. Particularly with the Berlin Wall, and in regard to the preservation of memory 
HUK�OLYP[HNL��0�^PSS�Z\NNLZ[�[OH[�NYHɉ[P�HUK�Z[YLL[�HY[�KV�UV[�HS^H`Z�LU[LY�[OL�PUZ[P[\[PVUHS�JPYJ\P[��LZWLJPHSS`�^OLU�PSSLNHS�HUK�
anonymous. 

 
Keywords: /LYP[HNL��)LYSPU�>HSS��.YHɉ[P��:[YLL[�(Y[��;LTWVYHSP[ �̀�*VU[L_[�
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In what follows, the Berlin Wall is discussed as a 
WHYHKPNTH[PJ� JHZL� PU�^OPJO�NYHɉ[P� HUK� Z[YLL[� HY[� WYV]L� [V�
IL�JVU[L_[�ZWLJPÄJ��KLLWS`�HɈLJ[LK�I`�[OL�ZOPM[Z�PU�TLHUPUN�
of the structure, with special regard to the challenges of 
TLTVYPHSPaH[PVU�VM�WHZ[� [YH\THZ��+LZWP[L�JOHUNLZ� PU�]HS\L�
[OYV\NOV\[� [OL�>HSS�Z� [YHQLJ[VY`� PU� [PTL�� NYHɉ[P� HUK� Z[YLL[�
art, especially when illegal and anonymous, still resist 
OLYP[HNPaH[PVU�� HYN\HIS`� K\L� [V� P[Z� PU[HUNPISL� HUK� [YHUZPLU[�
aspect, as well as its marginal status.

���*\S[\YHS�/LYP[HNL�HUK�[OL�)LYSPU�>HSS�;YHQLJ[VY`

�����;OL�)LYSPU�>HSS�¶�HU�L_HTWSL�VM�J\S[\YHS�OLYP[HNL�Z�
dark side?
Even though cultural heritage is often associated with the 
achievements of a given community, the relation with the 
past can sometimes be traumatic and challenging.  In such 
cases, the preservation of memory is a way of coping with 
past traumas. The Berlin Wall is a singular yet outstanding 
example for such cultural heritage as it embodies negative 
]HS\LZ�KLYP]LK�MYVT�H�WYVISLTH[PJ�HUK�JVUÅPJ[LK�WHZ[��;OL�
purpose of preserving the remains of the Wall from oblivion 
is to prevent similar events from reoccurring in the future, 
besides paying tribute to the victims.  
During its life as a frontier, the Wall proved to be a lethal 
structure: until November 1989, besides the drastic and 
traumatic separation of families and friends from East and 
West Germany, at least 139 fatalities were reported at the 
Wall (Gedenkstätte Berliner Mauer, n.d.). This number 
L_JS\KLZ�V[OLYZ�VJJ\YYPUN�H[�KPɈLYLU[�ZP[LZ��UV[�[V�TLU[PVU�
the mental disorders that a few segments of the population 
Z\ɈLYLK� MYVT� ¶� [OLZL� KPZVYKLYZ� ^LYL� RUV^U� HZ� [OL� ¸^HSS�
sickness”. It is thus understandable that the preservation 
of such a negative icon was not immediately advocated for 
after its fall. In what follows, a brief history of the structure 
^PSS�IL�KLSPULH[LK��PU�VYKLY�[V�HY[PJ\SH[L�[OL�YVSL�VM�NYHɉ[P�HUK�
street art on the Berlin Wall. 

�����)YPLM�/PZ[VY`�VM�[OL�)LYSPU�>HSS�HZ�H�+LHKS`�-YVU[PLY
Following the scission between East and West Germany, 
^OPJO�YLÅLJ[LK�[OL�[LUZPVU�IL[^LLU�MVYTLY�HSSPLZ�ZPUJL�[OL�
end of the Second World War, the city of Berlin was divided 
into two parts, East and West. In 1961, during the night, the 
government of East Germany, mainly to prevent a massive 
migration of its population toward the West, closed the 
MYVU[PLY�^P[O� H� IHYILK�^PYL� MLUJL�� ;OPZ�^HZ� [OL� ÄYZ[� Z[HNL�

or generation of the structure that would later be called the 
Berlin Wall – or the “wall of shame”1 by the city population 
(Ladd, 1998). Soon the border was improved with bricks, 
HUK�HUV[OLY�MLUJL�^HZ�JVUZ[Y\J[LK�PU�WHYHSSLS�[V�[OL�ÄYZ[�PU�
1962, leaving an empty space in between. This infamous 
¸KLH[O� Z[YPW¹� ^HZ� ÄSSLK� ^P[O� YHRLK� ZHUK�� HU[P�]LOPJSL�
trenches, watchtowers, and similar objects, systems and 
operations of surveillance (Laemmermann, 2012). In 1965, 
a third generation of concrete structure replaced the former 
generations and from 1975 onward, the fourth generation 
emerged – an even more sophisticated version of blocks 
measuring 3.6 meters high and 1.2 meters wide, lined with a 
smooth pipe (ibidem). 

The Berlin Wall was a complex set of structures. As it 
measured more than 150 kilometers, separating the two 
halves of the city and the rest of the East German territory 
MYVT� [OL�>LZ[�� P[� PZ�\UKLYZ[HUKHISL� [OH[�TVKPÄJH[PVUZ�HUK�
improvements were slow to be made, and that older sections 
of the Wall coexisted with newer versions. In addition to this, 
the Berlin Wall was not only one wall, but in reality two walls, 
both in East Germany territory, one facing West (outer wall), 
and the other East (inner wall), with a “no man´s land” in 
between. Therefore, the Wall was a heterogeneous and ever 
shifting set of structures, which also included operations and 
activities of surveillance:  

The security system was in its essence less a 
Wall than a controlled sequence of empty, visible 
ZWHJLZ��4VYL�[OHU�[OH[��¸;OL�>HSS¹�ZPNUPÄLK�H�ZL[�
of activities searches, patrols, observation, and 
PKLU[PÄJH[PVU� JOLJRZ� H[� [OL� JYVZZPUN� WVPU[Z� [OH[�
protected the border (Ladd, 1998: 18). 

Unlike most borders that are constructed in the name of 
safety, keeping people from coming in, the main function 
of the Berlin Wall was to prevent the population from the 
East to migrate and/or escape the regime. Attempts to 
JYVZZ�[OL�IVYKLY�ILJHTL�PUJYLHZPUNS`�KPɉJ\S[�HUK�SL[OHS��0U�
this context, it can be said that the Wall was a dangerous 
structure for anyone who tried to cross it.

�����;OL�>HSS�Z�;YHQLJ[VY`�HUK�.YHɉ[P�HUK�:[YLL[�(Y[�
As Andrea Mubi Brighenti suggests, walls are built with 
strategic purposes related to governmentality and territory 
[OH[� JHU� IL� JV\U[LYLK� ^P[O� [HJ[PJHS� \ZLZ�� Z\JO� HZ� NYHɉ[P�
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and street art (Brighenti, 2010). Even a dangerous structure 
like the Berlin Wall was subjected to such tactics and its 
surface became the object of visual interventions. Indeed, 
and despite all patrolling, transgression of the surface was 
possible on the outer wall, accessible from West Berlin. It 
JHU� IL� ZHPK� [OH[� NYHɉ[P� HUK� Z[YLL[� HY[� HJ[PVUZ� ^LYL� MHPYS`�
tolerated on the side facing West. Despite rumors of people 
disappearing at the Wall, only one arrest related to visual 
interventions was ever recorded (Kimvall, 2014). As property 
of East Germany, the East German authorities alone had 
[OL� SLNP[PTHJ`� [V� HYYLZ[� HUK� WYVZLJ\[L� VɈLUKLYZ� VU� [OH[�
IVYKLY� HUK�� HJJVYKPUN� [V� 1HJVI� 2PT]HSS�� [OL� WVSPJL� JHYLK�
“less about people writing on the Wall, and more about the 
content of the writing” (ibidem, 2014: 92). 

Although the famous and globally known landscape of 
NYHɉ[P� HUK� Z[YLL[� HY[� VU� [OL� )LYSPU�>HSS�� ^OPJO� ZLY]LK� HZ�
a huge canvas, dates from the last generation of the Wall, 
that is, from 1975 onward, political writings were seen as 
early as a few weeks after the Wall´s construction. Indeed, 
HJJVYKPUN�[V�9HSWO�.Y�UKLY��HM[LY�[OL�KYV^UPUN�VM�H�YLM\NLL�
in the Spree river, not far from the western shore, and the 
shooting of another soon after the construction of the Wall, 
ZSVNHUZ� Z\JO� HZ� ¸05� ;@9(556:¹�� ¸0/9�2A�4k9+,9¹� VY�
“DIE MAUER MUß WEG”2 were painted in the west side 
of the frontier. These words accused the authorities and 
KLTHUKLK� [OL� KPZTHU[SLTLU[� VM� [OL�>HSS�� +\YPUN� [OL� ÄYZ[�
generations, most visual interventions consisted in political 
JSHPTZ��;̂ V�YLHZVUZ�TH`�L_WSHPU�[OL�SHJR�VM�TVYL�KP]LYZPÄLK�
HJ[PVUZ��-PYZ[S �̀�[OL�ÄYZ[�[OYLL�NLULYH[PVUZ�VM�[OL�)LYSPU�>HSS�
JVUZPZ[LK� VM� ]HYPV\Z� HUK� KPɈLYLU[� TH[LYPHSZ�� \UL]LU� HUK�
porous, which hindered the use of paint, in contrast to the 
last generation of the Wall, which was smooth and white. 
Secondly, the emergence of the fourth generation coincides 
PU�[PTL�^P[O�[OL�WVW\SHYP[`�HUK�KPZZLTPUH[PVU�VM�NYHɉ[P�HZ�H�
practice throughout the world. 

;OL�NVSKLU�LYH� MVY�NYHɉ[P�HUK�Z[YLL[�HY[�VU� [OL�)LYSPU�>HSS�
^HZ� PUH\N\YH[LK� I`� 1VUH[OHU� )VYVMZRP»Z� HY[^VYR� [P[SLK�
Running Man (1982), within the scope of an exhibition called 
“Zeitgeist”, promoted by the museum Martin-Gropius-Bau 
�.Y�UKLY�� ����"� /LURL�� ������� 2LP[O� /HYPUN�� *OYPZ[VWOL�
Bouchet, and Thierry Noir were among the many artists who 
HJ[LK�VU� [OL�>HSS��HTVUN�NYHɉ[P�^YP[LYZ�� SVJHSZ�VY� [V\YPZ[Z�
yearning for a piece of the action. 

(JJVYKPUN� [V� 3\[a� /LURL�� H\[OVYP[PLZ� YLNHYKLK� NYHɉ[P� HUK�
street art as less dangerous than anti-communist slogans. 
Nevertheless, the activity was still illegal and, therefore, 
risky, which is why Thierry Noir developed his Fast Form 
Manifest (“Two ideas, three colors, and the image is done”, 
T`� [YHUZSH[PVU���� PU� VYKLY� [V�WHPU[� MHZ[� HUK�LɉJPLU[S �̀� ;OPZ�
attests to how the conditions for approaching the surface 
KL[LYTPULK�[OL��HY[�^VYRZ�VU�[OL�>HSS��.Y�UKLY���������>OPSL�
ZVTL�VM�[OL�WVW\SH[PVU�JVUZPKLYLK�[OL�^VYRZ�VM�NYHɉ[P�HUK�
street art on the Wall empty of meaning, Thierry Noir argued 
the contrary: “Everything you do on the wall is immediately 
political. Even if you just piss on the wall, it is a political 
act” (Noir, n.d: n.p). For the artists, the political function and 
symbolism of the structure imbued the visual interventions 
with a special meaning. 

Although the authorities tried to whitewash the Wall to 
erase visual interventions, it became a common practice to 
intervene in the west side of the Wall.  In the late 1980s the 
outer wall was completely covered in ink and paint. Most 
of the interventions consisted of scribbles, scrawls, and 
TLHUPUNSLZZ�Z`TIVSZ��.Y�UKLY���������0U�P[Z�SHZ[�NLULYH[PVU��
not all of the actions on the Wall had an explicit political and 
YLZPZ[HUJL�JVU[LU["�PU�[Y\[O��TVZ[�^LYL�TLYLS`�[YHUZNYLZZP]L��
In addition, the structure had integrated part of West Berlin´s 
touristic circuit. 

Until 1989, while the west side presented a palimpsest 
explosion of colors and drawings, the east side maintained 
a virgin aspect, due to the repression of the authorities. 
(JJVYKPUN� [V� 2LUUL[O� )\ZO�� [OL� HIZLUJL� VM� NYHɉ[P� PZ� HZ�
ZPNUPÄJHU[� HZ� P[Z� WYLZLUJL!� ¸NYHɉ[P� TH`� IL� PU[LYWYL[LK� HZ�
a measure of the level of resistance to a particular political 
KPZWLUZH[PVU�� *VU]LYZLS �̀� [OL� HIZLUJL� VM� NYHɉ[P� TH`� IL�
interpreted as an inability, or unwillingness, to resist the 
dominant political dispensation” (Bush, 2013: 169-170). In 
the case of East Berlin, it is more plausible that the absence 
of visual interventions on the Wall would relate to an inability 
to resist due to repression, as it was forbidden to get near 
the Wall, or even to take pictures of the border in East Berlin. 

Everything shifted suddenly with the fall of the Berlin Wall 
PU�� � �HUK� [OL� YL\UPÄJH[PVU�VM�IV[O�.LYTHU`�HUK�)LYSPU��
Indeed, what is called the “fall” of the Wall is, in fact, the 
drastic change of the meaning of the structure, which shifted 
from being a dangerous frontier between two territories to 
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an obsolete structure. The “murderous aura” of the Wall, to 
borrow an expression from Brian Ladd, abruptly disappeared 
HUK�ILJHTL�PUVɈLUZP]L�HUK�OHYTSLZZ��3HKK���  �����>OPSZ[�
the Berlin Wall “fell” in 1989, the actual dismantlement of 
the structure took approximately two years to be completed. 
This event inaugurated a creative period of transition in the 
city.

(Z�[OL�TLHUPUN�VM�[OL�>HSS�ZOPM[LK��[OL�WYHJ[PJLZ�VM�NYHɉ[P�HUK�
Z[YLL[� HY[� HSZV�JOHUNLK�KYHZ[PJHSS �̀� (�NLULYHSPaLK�L\WOVYPH�
was observed during the transition, in which the population 
actively participated in coloring the previously blank and 
inaccessible inner wall. What was once an illegal and 
clandestine practice became an act of freedom, especially 
on the east side of the Wall, as argued by Tim Creswell: 

.YHɉ[P�� PU� [OPZ� JHZL� BVU� [OL� LHZ[� ZPKL� VM� [OL�^HSS�
after its fall], represents desired disorder – disorder 
in a context that we are used to thinking of as overly 
H\[OVYP[HYPHU� HUK�VYKLYS �̀� 0U� [OPZ� JVU[L_[� NYHɉ[P� PZ�
associated with freedom and democracy – the 
>LZ[LYUPaH[PVU� VM� ,HZ[LYU� ,\YVWL� HUK�� PUL]P[HIS �̀�
the end of Communism (Cresswell, 1996: 45-46).

Alongside the authorities’ actions, the civil population also 
took part in the removal of the structure with hammers and 
other tools. Fragments of concrete were kept, sold, and 
even sent abroad as if a piece of the Wall could stand as an 
amulet. The remains of what had been a dangerous structure 
became valuable. According to Brian Ladd:

Pieces of the Wall did indeed have a special aura: 
they were treated as holy relics that bespoke 
our deliverance from the Cold War. For that brief 
moment, the Wall was in demand precisely because 
it was disappearing. […] These magical properties 
translated into its market value. The Wall, symbol 
of epic confrontation between capitalism and 
communism, became a capitalist commodity 
(Ladd, 1998: 8). 

.YHɉ[P� HUK� Z[YLL[� HY[� ^LYL� HJ[P]LS`� PUJS\KLK� PU� [OPZ� JPYJ\P[�
VM� JVTTVKP[PaH[PVU�� :LJ[PVUZ� VM� [OL� >HSS� [OH[� L_OPIP[LK�
NYHɉ[P� HUK� Z[YLL[� HY[� ^VYRZ� KH[PUN� MYVT� ILMVYL� [OL� MHSS�
were commercially more valuable during the transition 
period. Some were sold at exorbitant amounts, namely 

a section with artworks from Thierry Noir and Kiddy Citny 
that escaped the fury of dismantlement and was auctioned 
^P[O�H\[OLU[PJP[`�JLY[PÄJH[LZ��4VYLV]LY��MYHNTLU[Z��OV^L]LY�
small, that presented traces of paint, were considered 
NLU\PUL�YLTHPUZ�VM�[OL�>HSS��[OL�V\[JVTL�VM�`LHYZ�VM�NYHɉ[P�
and street art practices. Even some postcards carried little 
pieces of the Wall. It is interesting to note that the practice of 
selling these “souvenirs” is still in force today, as observed 
I`�(SPZVU�@V\UN!�¸;OL�)LYSPU�>HSS�JHU�L]LU�IL�W\YJOHZLK��
in small containers, at the Museum of Checkpoint Charlie” 
�@V\UN������!�� ���

Although segments of the Wall are exhibited in countries 
all around the world, little of the former frontier survived in 
the city of Berlin after the transition period between 1989 
and 1991. Only very few sections remain to this day where 
the Wall once stood. Examples include a segment next 
to the museum Topography of Terror or a long section in 
4�OSLUZ[YH�L�RUV^U�HZ�[OL�,HZ[�:PKL�.HSSLY �̀�0U�HKKP[PVU�[V�
the remnants throughout the city, a section was reconstituted 
in Bernauer Straße to serve as a memorial site. The lack of 
surviving segments of the Wall in Berlin can be explained by 
the need that the population felt to erase one of the most 
visible symbols of painful events: “It was as if the complete 
and permanent demolition of the Wall (either psychological 
or political) could guarantee history´s irreversibility”4 (Senat 
von Berlin, 2006: 6, my translation). Indeed, following the 
KPZZVS\[PVU�VM�,HZ[�.LYTHU`�HUK�[OL�Z\IZLX\LU[�YL\UPÄJH[PVU�
of East and West, the obsolete structure of the Wall, seen as 
a hateful symbol of separation, death, and repression, was 
to be removed as soon as possible.

However, in spite of the widespread opinion that in order 
to cope with the past the Wall had to disappear, a civil 
and institutional movement (namely the German Historical 
Museum) in favor of the preservation of the structure was 
VYNHUPaLK�PTTLKPH[LS`�HM[LY�[OL�MHSS��>P[OV\[�[OL�LɈVY[�VM�[OL�
preservationists, nothing would have remained of the Berlin 
Wall. Even a segment painted by Keith Haring, at the time 
recently deceased, did not survive the collective removal 
of the Wall (Ladd, 1998). Since then, the city of Berlin has 
approved policies and strategies addressing memory issues 
HUK� YLJVNUPaPUN� [OH[� [OL� SLNHJ`�VM� [OL�WHZ[� ZOV\SK�UV[�IL�
forgotten. 

Intangible Heritage:(<*���1V\YUHS�=����5��



Intangible Heritage:(<*���1V\YUHS�=����5��

Fig 1. View to the Wall´s Section Bernauer Straße, picture taken in March 2015.
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���0UZ[P[\[PVUZ�VM�9LTLTIYHUJL�HUK�/LYP[HNL�]Z��.YHɉ[P�
and Street art: a problematic relation? 

3.1. Heritage as an institutional circuit
For the purposes of this article, it is noteworthy to ask 
V\YZLS]LZ�^OH[�WSHJL�NYHɉ[P�HUK�Z[YLL[�HY[�J\YYLU[S`�VJJ\W`�
within the institutions and practices of remembrance 
YLNHYKPUN� [OL� )LYSPU� >HSS&� /V^� HYL� NYHɉ[P� HUK� Z[YLL[� HY[�
works generally (un)represented within the institutional 
JPYJ\P[�VM�[OL�)LYSPU�>HSS�OLYP[HNL&

As stated above, little remains of the approximately 150 
kilometers long structure in the city of Berlin. The authorities 
or the euphoric population either destroyed most of the Wall, 
or it was cut up, sold and shipped away. An example of the 
latter is the aforementioned segment by Thierry Noir and 
Kiddy Citny hosted in Manhattan. 

According to Anna Saunders, the city of Berlin has 
THPU[HPULK� ZL]LYHS� SVJH[PVUZ� MVY� OLYP[HNL�� YLJVNUPaPUN� [OH[�
claims “to unique authenticity or centrality prove unhelpful, 
for […] it is clear that no single monument can ever represent 
the complex history and legacy of the Berlin Wall” (Saunders, 
2009: 18). One of the main sites of the Wall´s heritage is the 
Berlin Wall Memorial in Bernauer Straße. It is the only place 
where it is possible to see a segment of the Wall with all its 
original components: inner and outer walls, death strip with a 
watchtower, light systems, etc (Senate Department for Urban 
Development and the Environment, n.d.). In contrast to other 
preserved sections, the Wall in Bernauer Straße has been 
restored to the previous condition it was in before the fall, 
and it therefore does not present any traces of destruction. 
Moreover, the surface is clean on both sides, and thus the 
WYLZLUJL�VM�NYHɉ[P�HUK�Z[YLL[�HY[�HYL�UVU�L_PZ[LU[��-PN�����

Thus, while in Bernauer Straße visitors can observe an 
“authentic” segment of the Wall before its fall (although it 
was, in fact recreated), “original” segments still exist in a few 
sites throughout the city. For instance, it is still possible to 
see a few original segments and their unsanctioned visual 
interventions with a typical palimpsest quality in the streets 
VM� )LYSPU�� UHTLS`� PU� 7V[ZKHTLY� 7SH[a� �-0.� ���� HUK� PUKVVYZ�
in the German Historical Museum. The section next to the 
museum Topography of Terror presents a surface pecked 
by the population during the transition period. These 
segments could arguably be seen as more “authentic”, in 

the sense that they have not been restored and still exhibit 
the scars and colors of the population´s activities before 
and immediately after the fall. In other words, the section in 
Bernauer Straße, as an example of the structure of the Wall 
as a system, presents historic accuracy despite having been 
YLJYLH[LK�� 0U�JVU[YHZ[�� [OL�ZLNTLU[Z�ULHY�7V[ZKHTLY�7SH[a�
or the Topography of Terror stand as pieces of the original 
>HSS�[OH[�H[[LZ[�[V�[OL�HJ[P]P[`�VM�NYHɉ[P�HUK�Z[YLL[�HY[�ILMVYL�
and after the fall, in addition to its attempted removal by the 
WVW\SH[PVU�HM[LY�[OL�YL\UPÄJH[PVU�VM�.LYTHU �̀�

Therefore, it would seem that the concept of “authenticity” in 
the context of heritage would depend on what period of the 
trajectory of the Wall the institutions of remembrance and 
TLTVYPHSPaH[PVU�HPT�[V�YLWYLZLU[��HUK�^P[O�^OPJO�W\YWVZLZ��
Despite the importance given to the colors, drawings, 
scribbles, and artworks before and during the two-year 
transition after the fall, such practices have nowadays nearly 
disappeared, even in the surviving segments. 
In the document approved in 2006 delineating public 
strategies for protecting, preserving and highlighting the 
Wall´s remains, paying tribute to the victims, and securing 
LJVUVTPJ� PZZ\LZ� �¸.LZHT[RVUaLW[� a\Y� ,YPUULY\UN� HU� KPL�
Berliner Mauer: Dokumentation, Information und Gedenken”) 
[OLYL�HYL�UV�TLU[PVUZ�VM�[OL�SLNHJ`�VM�NYHɉ[P�HUK�Z[YLL[�HY[�
on the Wall other than the East Side Gallery – which does not 
entirely represent these practices, as we shall see in the next 
section of this article (Senat Von Berlin, 2006). 

Furthermore, during a visit to the Berlin Wall Memorial in 
)LYUH\LY�:[YH�L� PU������� 0�UV[PJLK�[OH[�TLU[PVUZ�VM�NYHɉ[P�
HUK�Z[YLL[�HY[�HYL�WYHJ[PJHSS`�UVU�L_PZ[LU[��.YHɉ[P�HUK�Z[YLL[�
art are arguably only celebrated as heritage at the East Side 
Gallery, despite their crucial role for protesting against the 
Wall during its existence as a border, as well as their brief 
glamorous status during the transition period of 1989-1991.

3.2. Intangibility, illegality, and transience
The larger portion of the Wall that remains on its original site 
PZ� ZP[\H[LK� PU�4�OSLUZ[YH�L�� ;OPZ� ZLJ[PVU��TLHZ\YPUN�TVYL�
than one kilometer, was, in fact, an inner wall, that is, a side 
of the Wall facing East, which means it kept a blank surface 
until 1989. Only after the fall did that segment of the Wall 
become accessible to the population. Therefore, none of the 
artworks on the East Side Gallery are representative of the 
period before the fall. 
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 In 1990, 118 artists gathered to paint on the surface in what is 
today known as the East Side Gallery. As an outdoor gallery, 
the artworks of this section of the Wall belong clearly more 
to the category of “mural”, since all of the works exhibited 
in the East Side Gallery are sanctioned and legally painted. 
The interventions are characteristically large and authored 
by commissioned artists. Although a celebration of the 
YL\UPÄJH[PVU�VM�.LYTHU`�HUK�[OL�LUK�VM� [OL�*VSK�>HY�� [OL�
East Side Gallery could not be farther from representing the 
activities, illegal and unsanctioned, that were practiced on 
the surface of the Wall before its fall. Moreover, in contrast 
to uncommissioned practices, there is arguably nothing 
disordered and disobedient in sanctioned murals in general. 
0UKLLK��HJJVYKPUN�[V�[OL�VɉJPHS�KVJ\TLU[�¸.LZHT[RVUaLW[�
a\Y�,YPUULY\UN�HU�KPL�)LYSPULY�4H\LY¸� MYVT������� [OL�,HZ[�
Side Gallery more appropriately represents the spirit of 
L\WOVYPH� HM[LY� [OL� MHSS� [OHU� [OL� OVYYVY� HUK� Z\ɈLYPUN� VM� [OL�
Wall. Two questions may then follow: what remains of the 
practices of protest on the Wall surface before its fall within 
[OL�PUZ[P[\[PVUHS�JPYJ\P[�VM�YLTLTIYHUJL&�(UK�̂ OH[�YLTHPUZ�VM�
the unsanctioned practices during the transition period from 
1989-1991, since all works exhibited in the open-air gallery 
VM� 4�OSLUZ[YH�L� HYL� SLNHS� HUK� JVTTPZZPVULK&� >OPSL� [OL�
East Side Gallery surfaces preserve an important slice of the 
history of Berlin, playing a crucial role as tangible heritage, 
P[�^V\SK�ZLLT�[OH[�VUS`�ZHUJ[PVULK�WYHJ[PJLZ�VM�NYHɉ[P�HUK�
street art were guaranteed a place in the institutional circuit 
of collective memory. Unsanctioned, illegal, and anonymous 
practices were, however, the majority of the production 
on the Wall surface before its fall and during the transition 
period. These practices are practically unrepresented within 
[OL�OLYP[HNPaH[PVU�VM�[OL�)LYSPU�>HSS�PU�[OL�JP[`�[V�[OPZ�KH �̀

In 1993, the Gallery was considered as a heritage site that 
had to be preserved. As such, overwriting the artworks 
has been considered a forbidden practice, as shown in the 
sign below: “It is forbidden to deface or damage the Wall. 
6ɈLUKLYZ�̂ PSS�IL�WYVZLJ\[LK¹��-0.�������*SHUKLZ[PUL�WYHJ[PJLZ�
still occur on the margins of the murals, however. Where 
once the illegality to act on the Wall surface was due to an 
authoritative regime, it is nowadays derived from a noble 
need to preserve the memory and, most likely, to maintain 
its touristic marketability.

In addition to the institutional character of the East Side 
.HSSLY �̀� [OL� [LTWVYHSP[`� VM� [OL� HY[^VYRZ� PZ� ]LY`� KPɈLYLU[�
than those produced illegally in the streets. As part of a 
cultural heritage, one could argue that the temporality of the 
T\YHSZ�VU�[OL�,HZ[�:PKL�.HSSLY`�^HZ�HY[PÄJPHSS`�Z\ZWLUKLK��
(SYLHK`�PU��  ���[OL�HY[^VYRZ�PU�4�OSLUZ[YH�L�^LYL�Z[HY[PUN�
to disappear and were since the object of restoration. In 
JVU[YHZ[� [V� [OL� WYHJ[PJLZ� VM� NYHɉ[P� HUK� Z[YLL[� HY[� VU� [OL�
Wall before its “historic status”, the murals in the East 
Side Gallery are there to last. While the former presented 
a character of “here-ness” that depended on transience, 
artworks of the East Side Gallery are expected to endure. 
;O\Z��[OL�PU[LNYH[PVU�VM�]VSH[PSL�WYHJ[PJLZ�Z\JO�HZ�NYHɉ[P�HUK�
street art in institutional circuits, such as of cultural heritage, 
alters its temporality and illegal status. However, it can be 
HYN\LK�[OH[�P[�PZ�WYLJPZLS`�[OLZL�MLH[\YLZ�[OH[�THYR�NYHɉ[P�HUK�
street art as relevant:  

The feeling that an unsanctioned expression is not 
really supposed to be there and the knowledge that 
it could potentially be gone tomorrow may lead to 
a sense of privilege (or annoyance) from having 
come upon it before it disappears: it puts into focus 
the urgency of the here-and-now existence of the 
individual in a particular space, and it makes it 
necessary to take a stand in relation to the work we 
are confronted with (Bengtsen, 2013: 76).

This discussion echoes Samuel Merrill´s argument that 
VUL� JHU� WYPVYP[PaL� ¸NYHɉ[P� Z\IJ\S[\YL�Z� [HUNPISL� TH[LYPHS�
culture, namely its tags, throw-ups, and pieces, but their 
consequential conservation could be detrimental to the 
authenticity of the intangible ephemeral traditions that gave 
rise to them” (Merrill, 2015: 381). While Merrill makes a 
JSLHY�KPZ[PUJ[PVU�IL[^LLU�Z\IJ\S[\YHS�NYHɉ[P�HUK�Z[YLL[�HY[��
the claim may be relevant to the assemblage of practices 
[OH[� ^LYL� VUJL� WYVSPÄJ� VU� [OL� )LYSPU� ^HSS�� 0[� ^V\SK� ZLLT�
that urgency, critique, and ephemerality now belong to any 
V[OLY�^HSS�PU�)LYSPU��(Z�Z\NNLZ[LK�I`�(SPZVU�@V\UN��[OL�¸>HSS�
may be a civic gallery, a tourist attraction and a collection of 
painted fragments sold in small plastic boxes, but walls all 
over Berlin continue to speak of creativity, memorialisation 
HUK�WYV[LZ[¹��@V\UN������!�� ���0UKLLK��^YP[PUN�HUK�KYH^PUN�
as a practice, that is, as the expression of a community that 
has once been strong and relevant on the Berlin Wall must 
now be relocated to other surfaces. 
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Fig 3. Close-up of the East Side Gallery, picture taken in March 2015.
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If, as claimed by Brian Ladd: “[r]emoved from a politically 
liminal space and a sense of transitory creation, the Wall 
became a mere ghost of its former self” (Ladd, 1998: 36), 
^OH[�YLTHPUZ�VM�NYHɉ[P�HUK�Z[YLL[�HY[�WYHJ[PJLZ�VU�P[Z�Z\YMHJL�
MYVaL� PU� [PTL�� NHPUPUN� [OL� YLSL]HUJ`� VM� OLYP[HNL�� I\[� HSZV�
losing something of itself.  
Nevertheless, as the events that culminated in 1989 become 
more distant in time, the preservation of the past may 
ILJVTL�TVYL�ÅLL[PUN�[V�OVSK��0U�������MVY� PUZ[HUJL��H�JP]PS�
movement gathered against the removal of segments of 
the East Side Gallery planned for the construction of luxury 
HWHY[TLU[� JVTWSL_�� H[[LZ[PUN� [OL� JP[`�Z� NLU[YPÄJH[PVU� �;OL�
Guardian, 2013). Unfortunately, protests were not able to 
prevent the action, putting the future of the open-air gallery 
at risk. With time, the challenge of not forgetting may become 
more acute than ever. 

4. Conclusions
While heritage concerns have shifted “from ancient 
TVU\TLU[Z�[V�SP]PUN�J\S[\YLZ¹��1VRPSLO[V�HW\K�4LYYPSS������!�
381) or, in other words, from the tangible to the intangible, 
H� ML^� WYHJ[PJLZ� ¶� Z\JO� HZ� NYHɉ[P� HUK� Z[YLL[� HY[� ¶� YLTHPU�
categories. This may be one of the reasons why the process 
VM�OLYP[HNPaH[PVU�PZ�WHY[PJ\SHYS`�JOHSSLUNPUN�PU�YLNHYK�[V�NYHɉ[P�
and street art. Moreover, these practices are particularly 
sensitive to context changes. As argued with the Berlin Wall 
JHZL��[OL�PTWHJ[��YVSL��HUK�PTWVY[HUJL�VM�NYHɉ[P�HUK�Z[YLL[�
art depend on the changes in meaning, value or symbolism 
of the structure on which they are inscribed.
 
(Z�WYHJ[PJLZ��NYHɉ[P�HUK�Z[YLL[�HY[�VU�[OL�)LYSPU�>HSS�ILMVYL�
and immediately after its fall consisted in an act of freedom 
that ranged from resistance and disobedience, to mere 
[YHUZNYLZZPVU�� ;OL� YVSL� VM� NYHɉ[P� HUK� Z[YLL[� HY[�� OV^L]LY��
has become ambivalent after the remains of the Wall were 
NYHU[LK� [OL� Z[H[\Z� VM� TVU\TLU[�� 9LNHYKPUN� NYHɉ[P� HUK�
Z[YLL[� HY[�� OLYP[HNPaH[PVU�TH �̀� VU� [OL�VUL�OHUK��WYVK\JL�H�
JOHUNL� PU� JVU[L_[�� ILPUN� P[ZLSM� WHY[� VM� HU� PUZ[P[\[PVUHSPaLK�
JPYJ\P["�VU�[OL�V[OLY�OHUK��H�ZOPM[�PU�[LTWVYHSP[`�MYVT�[YHUZPLU[�
to permanent contradicts the nature of these practices. 
0U�[OL�JHZL�VM�[OL�)LYSPU�>HSS��TVZ[�VM�P[Z�NYHɉ[P�HUK�Z[YLL[�HY[�
were dismissed from the institutional circuit of remembrance, 
especially unsanctioned, anonymous and illegal works. 

Notes
1. “Schandmauer” in German. 
���;OL�ÄYZ[�PZ�H�YLMLYLUJL�[V�[`YHUU`"�[OL�ZLJVUK�TLHUZ�¸`V\�
T\YKLYLYZ¹�HUK�¸2A¹�Z[HUKZ�MVY�¸JVUJLU[YH[PVU�JHTW¹"�[OL�
third can be translated as “The Wall must fall”. 
3. In German: “Zwei Ideen, drei Farben, fertig ist das Bild“.
4. In the original: “Es schien so, als ob nur der permanente 
und vollständige Mauerabbruch (psychologisch und 
WVSP[PZJO��KPL�<U\TRLOYIHYRLP[� KLZ�OPZ[VYPZJOLU�7YVaLZZLZ�
garantieren konnte”.
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1. Introduction
In its simplest form, memory is retaining and recalling recent 
or far past experiences often coming in oral forms and 
narratives. It is the act of remembering, recollecting narratives 
that inevitably are linked to space. It can be thought of as 
a feature belonging to an individual, nevertheless memory 
also carries a collective dimension because communities 
are shaped by the memories of their individuals. Within the 
context of urban spaces, memory transcends the individual 
perspective and becomes a collective phenomenon created 
by society. Hence society and collective memory hold a 
bilateral relation, the existence of one conditions the other 
(Halbwachs, 1992). What space evokes along with what time 
JHYYPLZ�� LZ[HISPZOLZ� H� KPHSVN\L� ]LYIHSS`� HUK� ZWH[PHSS`"� HUK�
through cooperation, it becomes a powerful tool in uniting 
communities. As Maurice Halbwachs (1992: 33) suggests, 
collective memories are “selective, socially constructed, 
JVU[HPULK�ZWH[PHSP[`�·�H�ZVJPL[`»Z�TLTVY`�PZ�YLJVUZ[Y\J[PVU�
of past.”

@L[�� OV^� JHU� \YIHU� TLTVY`� IL� J\YH[LK� ZV� [OH[� P[� ^V\SK�
transgress memory as a passive entity and be a transformative 
HNLU[�PUZ[LHK&�0U�̂ OH[�̂ H`Z�JHU�TLTVY`�OLSW�PU�LTWV^LYPUN�
JP]PJ�HJ[P]P[PLZ��HUK�[YPNNLYPUN�JVSSLJ[P]L�TV[P]LZ�HUK�HJ[PVUZ&�

And how can the curation of memory be a transformable, 
WSH`HISL�HUK�TVIPSL�WLYMVYTHUJL&�;OPZ�HY[PJSL�L_HTPULZ�H�
^H`�VM�J\YH[PUN�TLTVYPLZ�PU�H�ULPNOIVYOVVK�SVJH[LK�PU�0aTPY��
Turkey. The 1960s were the years when cultural experiences 
engaged the community through open and enclosed movie 
theatres scattered around the city. Today, most of these 
spaces are either abandoned or demolished and have been 
replaced by tall apartment blocks. However, some of them 
still preserve their cultural values today. This article evolves 
from this point, and addresses the transformation process of 
a neighborhood movie theatre into an active cultural center.
 
To reveal the process of how civic empowerment operated, 
we simulate a remembering process and curate the process 
in order to make things visible. We propose an installation 
to reveal the narratives behind collective action through 
reading collective memory. In turn, we re-read the past in the 
present in order to generate new processes of civic action in 
urban spaces. This article presents the Memory Box project 
NLULYH[LK�HYV\UK�.�aLS`HSÛ�*\S[\YHS�*LU[LY��SVJH[LK�PU�0aTPY��
Although the design product has started as a mobile vehicle 
to collect the stories of the cultural center, formerly known 
As Movie Theatre, six months of archival research and oral 
history studies concluded with a short movie which is based 
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Curating urban memories in connecting communities
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Abstract
There is a worldwide growing attention on user participation in shaping urban environments in recent years. With the involvement 
VM�SVJHS�H\[OVYP[PLZ��JP]PS�PUP[PH[P]LZ�HUK�ULPNOIVYOVVK�VYNHUPaH[PVUZ��P[�PZ�WVZZPISL�[V�VIZLY]L�H�ZPTPSHY�H[[LU[PVU�PU�[OL�MVYTH[PVU�
of urban spaces in Turkey. Driven from this approach, this study examines the bottom-up transformation of a cultural space 
L_PZ[PUN�ZPUJL�� ��Z�PU�0aTPY��.�aLS`HSÛ��;V�YL]LHS�[OL�WYVJLZZ�VM�OV^�JP]PJ�LTWV^LYTLU[�VWLYH[LK��^L�ZPT\SH[L�H�YLTLTILYPUN�
process and curate the process in order to make things visible. The process examines an urban installation to reveal narratives 
behind collective action through reading collective memory. The scope is to re-read the past in the present in order to generate 
new processes of civic engagement, and thus actions, in urban spaces.

 
Keywords: Urban memory, Collective memory, Curating memory, Civic action



VU�[OL�Z[VYPLZ�VM�[YHUZMVYTH[PVU�YLÅLJ[PUN�OV^�[OLZL�Z[VYPLZ�
are attached to place, and how neighborhood residents 
acted with a collaborative and participatory understanding.

����4LTVY`�¶�*VSSLJ[P]L�4LTVY`
(S[OV\NO�[OL�Z\IQLJ[�VM�TLTVY`�PZ�^PKLS`�YLJVNUPaLK�PU�[OL�
ÄLSK� VM� WZ`JOVSVN �̀� P[� YLTHPUZ� T\S[PKPZJPWSPUHY`� K\L� [V� P[Z�
JVUJLW[\HS� YLSL]HUJL�^P[O� [OL�O\THU�� 0U�THU`�ÄLSKZ�Z\JO�
as psychology, philosophy, sociology, social sociology, 
architecture, history, political sciences and educational 
ZJPLUJLZ�� TLTVY`� OVSKZ� ]HYPV\Z� KLÄUP[PVUZ�� HWWYVHJOLZ��
researches and discussions. Memory encompasses 
Z\JO� ]HYPV\Z� ÄLSKZ� MYVT� MHY� WHZ[� [PSS� [VKH �̀� LZWLJPHSS`� I`�
being exposed to transformations each decade since the 
beginnings of 19th century. Draaisma (2007: 101–102) states 
[OH[�� ¸[OPZ� PTHNL� VM� TLTVY`� HZ� H� ÅVJR� VM� WPNLVUZ� PZ� MHY�
removed from the quantifying observations of neuroscience, 
but it is strikingly lively and accurate nonetheless. It 
WVY[YH`Z�[OL�JSHZZPJ�T\ZL��4ULTVZ`UL��PU�H�KPɈLYLU[�N\PZL��
demonstrating how erratic, capricious and violent memory 
can be. Memories are not something we necessarily control: 
often it’s the memories that control us, and in doing so, 
determine our self-perception and behavior.”  Despite the 
MHJ[�[OH[�TLTVY`�^HZ�ÄYZ[�L_WVZLK�[V�^PKL�H[[LU[PVU�PU�[OL�
19th century, conceptual discussions around the subject have 
occurred since the ancient Greeks. Memory has also long 
been a prevalent issue in the social sciences and humanities. 
As well, as stated by many authors, memory is especially 
ZPNUPÄJHU[� [V�\UKLYZ[HUK�ZVJPL[ �̀� PU�WHY[PJ\SHY�OV^�ZVJPL[`�
recollects the past – because individual memories construct 
a society’s memory when they come together. 

Halbwachs (1992: 22) states that “social memory is not a 
given but it is a constructed notion”. Thus, collective memory 
features an engagement with the community. It is a process 
of remembrance, holding ties with the community and 
forming a communal point of view rather than an individual 
ceasing to exist on her own and creating individually. What 
/HSI^HJOZ�LTWOHZPaLZ�HIV\[�JVSSLJ[P]L�TLTVY`�H[[YPI\[LZ�
a greater importance to social groups. According to him: 

… It is in society that people normally acquire 
their memories. It is also in society that they 
YLJHSS�� YLJVNUPaL�� HUK� SVJHSPaL� [OLPY� TLTVYPLZ�� 0M�
we enumerate the number of recollections during 
one day that we have evoked upon the occasion of 

our direct and indirect relations with other people, 
we will see that, most frequently, we appeal to our 
memory only in order to answer questions which 
others have asked us, or that we suppose they 
could have asked us…. (Halbwachs, 1992: 38)

For Halbwachs, in a society or a group, memory is being 
shaped with other people’s recollections. It is not an 
individual happening to remember the past events. 

Most of the time, when I remember, it is others 
^OV� ZW\Y�TL�VU"� [OLPY�TLTVY`� JVTLZ� [V� [OL� HPK�
of mine and mine relies on theirs. There is nothing 
mysterious about recall of memories in these cases 
at least. There is no point in seeking where they are 
preserved in my brain or in some nook of my mind 
to which I alone have access: for they are recalled 
to me externally, and the groups of which I am a 
part at any time give me the means to reconstruct 
them…   (Halbwachs, 1992: 38)

According to scholars of memory, remembering is never an 
individual notion. Similarly to Halbwachs, Shudson asserts 
that there is no such a thing as an individual memory. For 
him, “Memory is social. It is social, because it is primarily 
SVJH[LK� PU� [OL� PUZ[P[\[PVUZ"� ^P[O� Y\SLZ� SH^Z�� Z[HUKHYKPaLK�
applications with the cultural practices, more than individual 
human minds.” (1997: 346) According to the vast majority 
of great thinkers, belonging to a community, building a 
common ground on the community’s common memories, 
experiences cease to be features of collective memory. How 
to remember the past, decipher and comment upon it is a 
construction that is collectively managed with the people 
who formed and experienced that particular past. Connerton 
(1999: 10) suggests that it is by default, an implicit rule among 
people who manage a life within a community have common 
TLTVYPLZ�� 0M� PUKP]PK\HS� TLTVYPLZ� KPɈLY� [OHU� JVSSLJ[P]L�
memories and memories in common, then there are neither 
common experiences nor common assumptions. To accept 
the common past means accepting to be a member of a 
community hence be part of its culture, identity, traditions, 
beliefs, experiences and acceptances forming a common 
memory that the community holds. Because, belonging 
to a community means to accept the common norms and 
behave within these norms.:
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Memory is also social because remembering 
does not take place in a social vacuum. We 
remember as members of social groups, and this 
TLHUZ� HZZ\TPUN� HUK� PU[LYUHSPaPUN� [OL� JVTTVU�
traditions and social representation shared by 
our collectivities. Moreover, collective memory 
constitutes shared social frameworks of individual 
recollections as we share our memories with some 
people and not others, and – in turn- with whom, for 
what purpose and when we remember, all of which 
contributes to what we remember. 
�4PZa[HS������!�����

Memory is a dynamic phenomenon having impacts upon 
the commons, past and present conditions of people 
belonging to a community. It is always being constructed 
and reproduced by the form of remembering. 

As Nora (2006: 19) explains, “memory is the life itself that is 
produced by the living groups. For this purpose, memory is 
on the dialectic of recollection and forgetting, which is always 
under a development and changing.”  Collective memory 
encompasses individual memories and remembrances. It 
is a condition that even holds the individual remembrance 
as collective, based on the fact that individual memories 
are situated in a community thus collective memory 
encompasses all forms of memory:

No matter how individual it is, each remembrance 
has ties with the cluster of thoughts belonging to 
V[OLY�PUKP]PK\HSZ"�P[�HJ[\HSPaLZ�^P[O�WLVWSL��WSHJLZ��
histories and words, that is all the tangible and 
intangible components which make us become a 
part of a society. (Connerton, 1999: 60)

In The Ethics of Memory (2002) Avishai Margalit inquires into 
various forms of memory and distinguishes shared memory 
and common memory.  Margalit explains through various 
instances about how collective remembrance occurs, and 
OV^�JVTT\UPJH[PVU�IL[^LLU�WLVWSL�LɈLJ[� [OL�WYVJLZZ�VM�
remembrance:

A common memory, then, is an aggregate notion. 
It aggregates the memories of all those people 
who remember a certain episode which each of 
them experienced individually. If the rate of those 

who remember the episode in a given society is 
above ascertain threshold (say, most of them, 
an overwhelming majority of them, more than 70 
percent, or whatever), then we call the memory 
of the episode a common memory – all of course 
relative to the society at hand […] A shared memory, 
on the other hand, is not a simple aggregate of 
individual memories. It requires communication. 
A shared memory integrates and calibrates the 
KPɈLYLU[�WLYZWLJ[P]LZ�VM�[OVZL�^OV�YLTLTILY�[OL�
episode – for example, the memory of the people 
who were in the square, each experiencing only a 
fragment of what happened from their unique angle 
of events- into one version.... Other people in the 
community who were not there at the time may 
then be plugged into the experience of those who 
were in the square, through channels of description 
rather that by direct experience. Shared memory 
is built on a division of mnemonic labor (Margalit, 
2002: 52). 

There are memories peculiar to each and every space. 
Scholars of collective memory entity assert that memory is 
[YPNNLYLK�I`�KPɈLYLU[�OHWWLUPUNZ��Z`TIVSZ��HUK�Z[H[\LZ�VM�
places, and that it can be activated spatially. The question 
of how societies remember – which is also the name of the 
book written by Paul Connerton – is being answered through 
various aspects. Social symbols, memorial days, statues, 
and main squares of cities refer to past happenings and 
lead to remembering.  Based on the assumption that shared 
memory is disseminated, improved, and reignited through 
collective communicative realms, this study interrogates the 
implementation of a process of remembrance attributed to 
a particular neighborhood, yet not restricted to a particular 
ZWHJL�� ;OL� 4LTVY`� )V_�� ^OPJO� [OPZ� [L_[� ZWLJPÄJHSS`�
HKKYLZZLZ�� VɈLYZ� H� ZVJPHS� WSH[MVYT� V]LY� HU� PU[LYHJ[P]L�
interface in where the urban residents and particularly the 
target group of neighborhood inhabitants can share their 
memories at a collective level. Hence, the way to reveal 
these memories through making them publicly visible and 
communal is the main focus of this study.

2. Culture in memory: As Movie Theatre
3VJH[LK� PU� 0aTPY� ;\YRL �̀� [OL� .�aLS`HSÛ� ULPNOIVYOVVK� OHZ�
been selected as the pilot study area for various reasons: 
it is located in one of the main districts in the inner city and 
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has a community coming from various socio-economic 
backgrounds. Over time, welcoming Levantine communities 
from west in the late 18th century and rural immigrants 
from the eastern part of the country in late 20th century, 
today the neighborhood has a well-mixed population 
JLSLIYH[PUN� KPɈLYLU[� J\S[\YHS� IHJRNYV\UKZ�� (WHY[� MYVT� [OL�
shifting communities becoming rooted over time, exposure 
of the neighborhood’s physical scene with regards to the 
[YHUZMVYTH[PVU� PU� [OL� I\PS[� LU]PYVUTLU[� VɈLYZ� \Z� ]HYPV\Z�
cross-sections of collective memory. Particularly, developing 
the study by focusing on the cultural cross-sections in 
TLTVY`� VɈLYZ� \Z� ÄUKPUNZ� YLMLYYPUN� TLTVYPLZ� HUK� [OL�
ways of remembrance of each individual, as well as mutual 
memories regarding the neighborhood. Memories of space 
are through the memories of this particular neighborhood’s 
cultural places. Driven from this claim, the study selects the 
MVYTLY� º(Z�4V]PL� ;OLH[YL»�� ^OPJO� PZ� [OL� J\YYLU[� º.�aLS`HSÛ�
Cultural Center’, and develops this particular space.

The 1950s were the years when cultural experiences were 
disseminated through open, semi-open and enclosed movie 
theatres. During the same years, As Movie Theatre started 
VWLYH[PUN�HZ�[OL�ÄYZ[�LUJSVZLK�TV]PL�[OLH[LY�VM�[OL�.�aLS`HSÛ�
ULPNOIVYOVVK�PU�0aTPY��9HU�I`�H�WYP]H[L�LU[LYWYPZL��[OL�TV]PL�
theatre was known for locals lining up in long queues in front 
of the structure to watch both national and international 
movies one after another. Those were the times when 
UH[PVUHS�@LȴPSsHT�TV]PLZ�^LYL�WVW\SHY��[OL�[PTLZ�VM�^VVKLU�
JOHPYZ�HUK�Äaa`�KYPURZ��

Beginning in the 1970s, both with the regeneration of 
buildings and television entering homes, cultural structures 
as such became either less visited, losing their cultural value, 
or were demolished and turned into tall apartment blocks. 
Nevertheless, although As Movie Theatre lost its original 
function, it resisted becoming a dead space by hosting local 
cultural and art activities for the neighborhood residents. 
Despite the fact that the Municipality was the predominant 
ÄN\YL�PU�Z\WWVY[PUN�[OL�WYVJLZZ�VM�M\UJ[PVUHS�[YHUZMVYTH[PVU��
the space was kept alive by the active engagement of 
neighborhood residents. Being one of the regular attendants 
from those times, “As (means unique in Turkish) Movie 
;OLH[YL�TLHU[�\UP[`� MVY�\Z� YLZPKLU[Z¹�Z[H[LZ�:HIYP�6aHaHY"�
as understood from its name, this uniqueness was rooted in 
social connections sustained over time.

2.1. Transformation of the cultural structure
In 1986, Konak municipality, which is responsible for 
the neighborhood, expropriated As Movie Theatre and 
[YHUZMVYTLK� [OL� L_PZ[PUN� WYP]H[L� Z[Y\J[\YL� PU[V� .�aLS`HSÛ�
*\S[\YHS� *LU[LY� [V� IL� VWLYH[LK� HZ� [OL� ÄYZ[� J\S[\YHS� JLU[LY�
in the area. Despite the spatial incapacity, cultural activities 
found life in the old cinema structure that originally had a 
single meeting hall covered with wooden interior claddings 
and a balcony which extended through the main stage. 
The stage was no longer showing any movies, but was 
hosting ballet classes. The balcony was readjusted with a 
KPɈLYLU[� ZWH[PHS� VYNHUPaH[PVU�� HUK� Z[HY[LK� OVZ[PUN� JLYHTPJ�
and other handcraft ateliers with scattered tables and chairs 
all around. The building was an urban ruin with pigeons 
LU[LYPUN� [OYV\NO� [OL� YVVM� HUK� Å`PUN� PUZPKL�� HUK� [OLYL�^HZ�
no daylight inside as the structure was originally meant to 
operate as a movie theatre. Along the hall on the way to 
the boiler room in the basement, people were attending 
patchwork classes and rehearsing musical instruments. 
Despite all the disadvantages the building had, inhabitants 
had numerous successful annual exhibitions, and it was the 
activities that were adapted to the space over years, not the 
ZWHJL�HKHW[PUN�P[ZLSM�[V�[OL�HJ[P]P[PLZ��:HIYP�6aHaHY��HZ�VUL�
of the old inhabitants, explains the conditions back then in 
his own words: 

People were yearning things, they were willing to 
make their children to ballet classes back in those 
times [meaning 1980s]. Those were the times when 
opera came to the city, they were plays, and you 
were able to follow movies on the TV rather than 
going to the movie theatres… People were eager to 
make their children getting that cultural background. 
One again, there were several stage plays prepared 
by the schools, yet there were no spaces to display. 
They were asking to display at the stage of this 
ruined structure, during those times. We were 
asked to host them for the annual events. Seeing 
all these happening, and of course with the support 
of the municipality but mostly by the help of the 
ULPNOIVYOVVK�YLZPKLU[Z��^L�YLJVUÄN\YLK�[OL�Z[HNL�
with wooden balustrades and made the space 
available for ballet classes. This was our beginning.

In the beginning of the 1990s, there were 180 registered 
people, however today 1800 people are members of the same 
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space. Since the increase in the contents of the activities, 
their frequency and the number of people attending, the 
L_PZ[PUN� Z[Y\J[\YL� ILJHTL� PUZ\ɉJPLU[� [V� OVZ[� LP[OLY� [OL�
activities or its users. Therefore, to overcome the spatial 
PUZ\ɉJPLUJ �̀� PU������ [OL�T\UPJPWHSP[`�IV\NO[� [OL�HKQHJLU[�
land and in 2006 the existing structure was demolished and 
reconstructed with the empty lot next door. Since then, it is 
not the people who are adapting themselves for what the 
building’s spatial capacity used to allow, rather the space 
that the new structure allows is adjusting itself regarding the 
cultural events.

3. (Re)minding space
This experimental project is about a public collective memory 
installation. As Daniel N. Stern (2004: 33) states in his works, 
here the past holds center stage and all participants (on and 
VɈ�ZJYLLU��HYL�WSH`LYZ��

The brief history mentioned above may seem uninteresting 
H[� ÄYZ[� NSHUJL�� /V^L]LY�� ^OLU� [OL�TLTVY`� VM� H� ZWHJL� PZ�
explored and thus revived through its frequent attendants, 
who are at the same time neighborhood residents, it 
becomes vital. Civic initiation is integral to both spatial 
and cultural transformation, and thus we follow a bottom-
up process rather than a top-down approach, as the basis 
VM� [OL� YLZLHYJO� NLULYH[LK� HYV\UK� [OPZ� ZWLJPÄJ� J\S[\YHS�
center. It is a fact that nowadays in Turkey cultural centers 
are often operated as wedding halls, or urban residents 
are not acknowledged in decisions about the existence of 
these centers in their neighborhood, and even if they are, 
they barely visit. Throughout our initial research, we have 
encountered over a hundred neighborhood scale cultural 
JLU[LYZ�PU�[OL�^OVSL�JP[`�VM�0aTPY��;OLZL�JLU[LYZ��^OPJO�HYL�
often called district halls, culture halls, youth centers, training 
centers, and cultural centers are often run by municipalities 
HUK� YHYLS`� I`� WYP]H[L� PUP[PH[P]LZ�� >OH[� THRLZ� .�aLS`HSÛ�
Cultural Center unique in this study is that both the space 
and the activities the space hosts is beyond a service for 
the neighborhood residents. On the contrary, the contents of 
[OL�HJ[P]P[PLZ��HUK�L]LU�[OLPY�MYLX\LUJ �̀�HYL�VYNHUPaLK�I`�[OL�
neighborhood residents:

In times when municipalities were not in charge 
VM� Y\UUPUN� W\ISPJ� JV\YZLZ�� [OPZ� JLU[LY� VYNHUPaLK�
courses for young and elderly people. We asked 
for festivals from the municipality. They used to 

VYNHUPaL�MLZ[P]HSZ�PU�[OL�JP[`�JLU[LY�IHJR�[OHU��(UK�
we said that we wanted in our neighborhood too. 
And we managed to achieve running seven festivals 
over seven years. All these achievements where 
the step by step achieved results by students and 
people who devoted their energy for the center.
�.\]LU�@H[\��5LPNOIVYOVVK�9LZPKLU[�

We started running piano classes by the self-
ZHJYPÄJL�VM�H�[LHJOLY�HUK�H�WPHUV�^L�IYV\NO[�OLYL�
MYVT�H�SVJHS»Z�OV\ZL��@V\�ZLL��^OH[�^L�ZLL�[VKH`�PZ�
ILJH\ZL�VM�V\Y�ZTHSS�I\[�IPN�ZLSM�ZHJYPÄJLZ���:HIYP�
6aHaHY��5LPNOIVYOVVK�9LZPKLU[�

¸0[�̂ HZ�ÄUHUJPHSS`�OHYK�[V�[HRL�WYP]H[L�JSHZZLZ�[OVZL�
KH`Z��@L[��̂ P[O�[OL�VWLUPUN�\W�VM�[OL�JVUZLY]H[VPYLZ��
students who graduated from there came to the 
center to give classes for free to the locals. They 
were encouraged by the residents. These were 
big steps” (Salim Cetin, President of the Cultural 
Center) 

“On the other hand, municipality asking the 
demands of the people here have always 
motivated us. Since there were so many demands 
at all times, the municipality was always feeling a 
WYLZZ\YL� PU�W\YZ\PUN�V\Y�KLTHUKZ�¹� �.\]LU�@H[\��
Neighborhood Resident) 

,_[LUKPUN� V]LY� [^LU[`�Ä]L� `LHYZ� VM� VWLYH[PVU�� ILMVYL� HUK�
after the physical transformation, we see that the cultural 
center formed its own community:

Families who used to bring their children back in 
the old days, nowadays bring their grandchildren.” 
(Gunes Kiper, Neighborhood Resident)

It is observed that the space does not only become activated 
during the ongoing events and activities, but also is a 
meeting hub in everyday life. Apart from the administration 
units, rooms assigned for courses and the main hall which 
holds theatrical and musical performances regularly, 
the main foyer is continuously busy with people sipping 
their drinks and chatting and the reading room upstairs is 
constantly occupied by elderly inhabitants who come to 
read newspapers everyday.

Intangible Heritage:(<*���1V\YUHS�=����5��



����<YIHU�TLTVY`�JHYYPLK�[V^HYKZ�[OL�M\[\YL�HZ�H�TVIPSL�
vehicle
Stories collected through the method of oral history. 
Comprising the initial phase of this research, stories were 
videoed and through a digital program they were clipped 
HUK� YLVYNHUPaLK� \UKLY� ]HYPV\Z� [P[SLZ� PU� ZLX\LUJL� Z\JO� HZ�
����.�aLS`HSÛ�ULPNOIVYOVVK�SPML������(Z�4V]PL�;OLH[LY������;OL�
period when As Movie Theatre lost its original function and 
was left abandoned, (4) a bottom-up demand for cultural 
HJ[P]P[PLZ������ZWH[PHS�PUZ\ɉJPLUJ`�̂ P[O�[OL�YL�M\UJ[PVUPUN�VM�[OL�
existing structure, (6) demolishment of the old movie theatre 
and construction of the new cultural space, and (7) current life 
and ongoing activities in the cultural center. The stories that 
were stitched together with this sequence were presented 
at the park next to the cultural center. Instead of screening 
at the enclosed foyer of the cultural center to its regular 
attendants, the stories were screened in a public space in 

order to reach more people and acknowledge them as well as 
continue to recollect memories from the volunteer residents. 
 
The screening of the video and the process of recording 
stories simultaneously took place in the inner and outer 
facades of a box constructed out of OSB panels. We called 
this the Memory Box, where a maximum of three people 
JHU�Ä[�PU�H[�[OL�ZHTL�[PTL��+LZPNULK�HZ�H�TVIPSL�PUZ[HSSH[PVU�
system, video obtained from the oral history study was 
projected over an inner surface, whilst in the meantime 
its outer skins were forming backgrounds to voice record 
or shoot new stories. Thus, a visitor who approaches the 
Memory Box through the sounds of the park, enters the box 
and starts to hear the sounds of the past. The video inside 
starts with the period of as Movie Theatre and informs the 
visitors of the box about the transformation period underlined 
with the themes mentioned above.

Intangible Heritage:(<*���1V\YUHS�=����5��
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With the above-mentioned features, the box turns into an 
object that activates shared memories. People revealed their 
particular stories regarding the past as well as maintaining a 
communicative ground which was revived thanks to these 
stories with the people who gathered around this object.
What makes this project experimental is that the stories 
which were initially recorded and than decomposed/
recomposed did not remain as a mere passive video archive, 
but we managed to expand the material memory and made 
the existing memories visible by the joined new memories.

Collecting stories and making them public is both widespread 
and popular nowadays. Often showcasing through digital 
WSH[MVYTZ�� [OLZL� Z[\KPLZ� HYL� [OL�W\ISPJPaLK� UV[PVUZ� VM� VYHS�
narratives. Projects based in the United States such as 
:[VY`JVYWZ�^OPJO�Z[HY[LK�PU������HUK�/\THUZ�VM�5L^�@VYR�
that has been actively running since 2010 could be given as 
instances highlighting new approaches to story collection.1 

1. Storycorps, initiated by radionbroadcaster Dave Isay, succeeded 

Unquestionably, these are successful attempts trying to 
TLSK�[VNL[OLY�KPɈLYLU[�[LJOUPX\LZ�PU�IV[O�OLHYPUN�[OL�Z[VYPLZ�
via voice recording, as in the former instance, or getting 
[VNL[OLY�[OL�Z[VYPLZ�HUK�PTHNLZ��HZ�PU�[OL�SH[[LY�PUZ[HUJL��@L[��
these projects are still not relevant to urban memories and 
YLTHPU�HZ�Z[VYPLZ�H[�HU�PUKP]PK\HS�ZJHSL��/H]PUN�UV�ZWLJPÄJ�
space target, hence not attaining a particular reading of a 
space, they do not worry about having references to the built 
environment.  

in collecting around 50.000 video recordings. The operation is as 
MVSSV^Z!�SVJH[LK�[LTWVYHYPS`�PU�KPɈLYLU[�WSHJLZ�V]LY�[OL�JP[ �̀�H�TVIPSL�
vehicle which hosts at most two people is recording the voices of 
those people. Meanwhile a copy of recording is presented to the 
people participated, other copy becomes the property of Storycorps.

6U� [OL� V[OLY� OHUK�� /\THUZ� VM� 5L^� @VYR� WYVQLJ[� OHZ� H� KPɈLYLU[�
method. Initiator of the project, Brandon Stanton randomly interviews 
[OL�WLVWSL�VM�5L^�@VYR�HUK�PU�[OL�TLHU[PTL�JHW[\YLZ�[OLPY�PTHNLZ��
Stories are presented on the web site by including short texts 
directly cited from the interviewee along with their images.

Intangible Heritage:(<*���1V\YUHS�=����5��

Fig.  2. (a, b, c) Images from the oral history studies 
Source: authors
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Figs. 3 & 4. Views from the Memory Box during the urban public installation
Source: authors
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In this sense, Memory Box may be distinguished from these 
WYVQLJ[Z�I`�ZWLJPÄJHSS`�YLMLYLUJPUN�[OL�\YIHUZJHWL��0UZ[LHK�
of having a passive reading of the transformation of a space, 
P[� [YPLZ� [V� YL]LHS� OV^� JP[PaLU� PUP[PH[P]LZ�^LYL� LɈLJ[P]L�� HUK�
through a physical interface it eases the process of reaching 
people – which is often the challenging part of running oral 
history stories. Thus, this interface does not become a 
storage for memory, on the contrary, becomes a landmark 
by arousing the interest of the people. Sustaining the public 
SPML�VM�[OL�4LTVY`�)V_�HUK�JHYY`PUN�VU�^P[O�IV[O�YLÅLJ[PUN�
the stories and collecting memories remains essential in 
keeping the project sustainable.

4. Conclusion and further research
With the recent increase in the number of urban renewal 
projects ongoing in Turkey, the built environment has been 
exposed to drastic physical transformations. Visible in 
urban everyday lives, studies in urban memory remain vital.  
(Z�TLU[PVULK�PU�[OL�ÄYZ[�WHY[�VM�[OPZ�HY[PJSL��ZJOVSHYZ�HZZLY[�
that social memory is socially constructed and is shaped 
I`� KPɈLYLU[� YLTLTILYPUN� VJJHZPVUZ�� 0U� [OPZ� WYVQLJ[�� [OL�
Memory Box has been used as a memory triggering 
object and it has been a place-space of memory. As 
Margalit (2002: 52) suggests, there are two categories of 
memory as common and as shared memory which we can 
YLTLTILY"� ¸6[OLY�WLVWSL� PU� [OL�JVTT\UP[`�^OV�^LYL�UV[�
there at the time may then be plugged into the experience 

Intangible Heritage:(<*���1V\YUHS�=����5��

Fig. 5. An image of Storycorps vehicle
:V\YJL!�1VYNL�:HUJO\LaH�¶�3`VU�2\[�5L^Z



of those who were in the square, through channels of 
description rather that by direct experience.” Thereby, the 
Memory Box becomes the object of shared memory that 
unites people to remember and share their recollections.  
 
In this sense, the project explained here may look like a 
Z[HUKHYK� VYHS� OPZ[VY`� Z[\K`� H[� ÄYZ[� NSHUJL�� /V^L]LY�� [^V�
MLH[\YLZ�THRL� [OPZ�Z[\K`�WHY[PJ\SHY"�ÄYZ[��.�aLS`HSÛ�*\S[\YHS�
Center has more distinguished memories than the rest of the 
cultural centers. Reviving those memories and protecting 
them is essential for urban memory. Secondly, the research 
brings in new tools and new methods in seeking alternative 
ways of memory collection on an urban scale.

Overall, through the project two things were experienced: 
not only were previously collected narratives temporarily 
made visible but the compiled narratives on site functioned 
to sustain the process of urban memory collection. Although 
the project was initially based on the transformation of the 
movie theatre into a cultural center, during the studies we 
encountered invisible stories transcending the boundaries of 
the building towards the scale of the neighborhood. Here, 
instead of generating a setup evolving around the collective 
TLTVYPLZ� L_WLYPLUJLK� HYV\UK� H� Ä_LK� LUJSVZLK� ZWHJL��
versatile stories that shrink and expand in and over space by 
embodying multi-dimensional scale were given place. Thus, 
although the particular space of study plays a vital role in 
the project, still being remembered even with the physical 
transformations, it was exposed, thanks to the memory from 
past till today becoming a connector, sort of an adhesive 
merging time.
In order to evoke the memory of the neighborhood, Memory 
)V_� ^HZ� I\PS[� VU� [OL� YLHSPaH[PVU� VM� H� KLZPNU� WYVK\J[� [OH[�
in return had the capacity to revive collective memory. 
Meanwhile, by bringing people together, it opened a space of 
remembrances that had been actually formed for reminding. 
;OPZ�^HZ� YLHSPaLK�]PH� [OL�\YIHU�WYVK\J[� [OH[�^HZ�UV[�VUS`�
designed as a receiver but also as a sender in stimulating 
HUK� NLULYH[PUN� H� ÄLSK� MVY� M\Y[OLY� TLTVY`� JVSSLJ[PVU�
processes. Furthermore, by being displayed in one of the 
^LSS�RUV^U�PUKLWLUKLU[�HY[�ZWHJLZ�VM�0aTPY�PU�6J[VILY�������
the project extended the actual neighborhood of study and 
^HZ�KPZZLTPUH[LK� HTVUN�THU`�V[OLY� 0aTPY� ZPKLYZ� JVTPUN�
MYVT�KPɈLYLU[�WHY[Z�VM�[OL�JP[ �̀�0U�JVU[YHZ[�[V�[OL�TLTVYPLZ�
performed inside the box during the public event in the 
neighborhood, the memories were intentionally displayed 

elsewhere than the box and hence were scattered around 
the space where the exhibition was held. In this manner, 
shootings of further memories during the public event were 
added to the former oral history study and thus transformed 
into an art product. This did not only show the sustainability 
of the project but also proved the possibility of repurposing 
of the Memory Box in various spaces.

In conclusion, we acknowledge that this is a pilot study 
[OH[�VɈLYZ�\Z�HU�L_WLYPTLU[HS�WSH[MVYT�MVY�OV^�[V�Z[PT\SH[L�
processes of remembrances and read those over an urban 
public space. Memory Box presents us opportunities in this 
ÄLSK�PU�[OL�SVUN�Y\U��7H`PUN�H[[LU[PVU�[V�UV[�VUS`�JVSSLJ[PUN�
memories but also to disseminating them, we aim at 
continuing the project by compiling further urban memories. 
;OLYLI �̀�[OPZ�Z[\K`�VɈLYLK�\Z�H�UL^�TL[OVK�MVY�WLYMVYTPUN�
oral history studies at an urban scale.
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Figs.  6 & 7. Images from the Exhibition
Source: authors
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Essay / Working Paper
Research is directed by trends. Some years ago, in the early 
2000s, the academic street art world – still a very young 
KPZJPWSPUL��PM�H[�HSS�¶�ILNHU�[V�[OPUR�HIV\[�NYHɉ[P�HUK�Z[YLL[�HY[�
PU�H�TVYL�LSHIVYH[L�HUK�KPɈLYLU[PH[LK�^H �̀�0U�[OL�ILNPUUPUN��
[OL� HJHKLTPJ� ^VYSK� KPZJ\ZZLK� NYHɉ[P� HUK� Z[YLL[� HY[»Z�
similarities with other art forms, their unique characteristics 
HUK�[YPLK�[V�ÄUK��NLULYHS��KLÄUP[PVUZ�¶�VY�SL[»Z�ZH`�one general 
KLÄUP[PVU� ¶�^OPJO�� PU� WYPUJPWSL��^HZ�KVVTLK� [V� MHPS\YL��)`�
around 2015, the academic world focused on the challenges 
surrounding street and urban art festivals, the creative city 
HUK�NLU[YPÄJH[PVU�WYVJLZZLZ��;VKH �̀�H�UL^�º[YLUK�[VWPJ»�JHU�
IL�VIZLY]LK!�NYHɉ[P�HUK�Z[YLL[�HY[�JVUZLY]H[PVU��J\YH[VYPHS�
practices1 and the handling of cultural heritage – although, 
and I want to highlight that, these issues rightly take an 
important position on today’s academic as well as cultural, 
art historical, and political agenda.2 In this paper I want to 
address these topics from an academic point of view of, as 
this is my background. At the same time, I want to keep in 
mind my new position as a curatorial assistant. Thus, rather 
than giving a condensed framework of answers, I try to 
address some questions that came up recently while working 

on an exhibition that took place in Herne, Germany, in May 
2017.3 My aim is to open up a debate and invite, encourage 
and inspire people to join the discussion.

One of the most illustrative examples to introduce this topic 
is the controversy that surrounded the exhibition “Street Art 
– Banksy & Co. The Urban State of Art” in Bologna, Italy, 
where artworks by Italian artist BLU were taken down by 
[OL� L_OPIP[PVU� VYNHUPaLYZ� ^P[OV\[� [OL� HY[PZ[»Z� WLYTPZZPVU� ¶�
using a novel technique4 – and put on view in the museum 
(Kordic, 2016). As a direct and (un)ambiguous answer, 
BLU removed all his remaining artworks from the walls of 
Bologna. The action was said to be an artistic protest against 
[OL� VYNHUPaLY»Z� KLJPZPVUZ� HUK� SHYNLY� WVSP[PJHS� JVU[YV]LYZPLZ�
in Bologna in general (Kordic, 2016, quoting Omodeo). 
However that may be, this is not the main point here. Rather, 
I propose to refrain from the individual case and focus on 
more general questions – such as: How can we (re)present 
HUK�L_WVZL�NYHɉ[P�HUK�Z[YLL[�HY[�PU�HU�PUZ[P[\[PVUHS�MYHTL^VYR�
VY�HY[�ZWHJL��PM�H[�HSS&�(UK��PU�[OL�SVUN�Y\U!�¸>OH[�JV\SK�IL�
[OL�YVSL�VM�H�T\ZL\T�PU�[OL�UL_[�M\[\YL�VM�\YIHU�HY[&¹��2VYKPJ��
2016, quoting Omodeo)
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Abstract
;OL� PUZ[P[\[PVUHSPaH[PVU� VM� Z[YLL[� HY[� HUK�NYHɉ[P� OHZ�ILLU�KPZJ\ZZLK� H� [OV\ZHUK� [PTLZ��4`� HY[PJSL� [HRLZ� [OL� UL_[� Z[LW� HUK�
asks: Are we not simply in charge of reevaluating the ‘interventions’ happening outdoors, be they commissioned or not, and 
PU[LNYH[PUN� [OLT� PU[V� �ÄUL�HY[�� ZOV^Z��L_OPIP[PVUZ�HUK�T\ZL\T�JVSSLJ[PVUZ�¶�^P[O�UV�H[[LTW[� [V�WSL_PNSHZZ&�;OL� SVUN�[LYT�
perspective might be an equal treatment of commissioned and uncommissioned artworks, as well as the appreciation and 
ZLSM�JVUÄKLU[�L_WVZP[PVU�VM�[OLPY�KPYLJ[�HUK�\UHTIPN\V\Z�SPURHNL��;OPZ�HY[PJSL�PUJS\KLZ�PU[LY]PL^Z�^P[O�7PL[YV�9P]HZP��0[HS`��HUK�
Robert Kaltenhäuser (Germany) and refers to the ‘BLU controversy’ in Bologna, Italy. The text was written with regard to an 
L_OPIP[PVU�[OH[�[VVR�WSHJL�PU�/LYUL��.LYTHU �̀�^OLYL�0�JVU[YPI\[LK�HZ�H�J\YH[VYPHS�HUK�ZJPLU[PÄJ�HZZPZ[HU[�
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As I already indicated, these questions are not new.5 
However, what is new is the context and most likely the 
socio-cultural, -political and art historical urgency to 
YLÅLJ[� VU� [OLZL� X\LZ[PVUZ�� >OLU� IYV\NO[� PU[V� T\ZL\TZ�
HUK�NHSSLYPLZ�VU�JHU]HZ�� Z[YLL[� HY[� HUK�NYHɉ[P� ºWPLJLZ»� HYL�
accused of losing their spontaneity, freshness, possible 
ZP[L�ZWLJPÄJP[ �̀�TH[LYPHS�JOHYHJ[LYPZ[PJZ�HUK�HLZ[OL[PJZ��;OPZ�
is one of the most popular and frequent accusations that 
Z[YLL[� HY[� HUK� NYHɉ[P� HY[^VYRZ� HYL� MHJLK� ^P[O�� ;OLYLMVYL��
curators and gallerists – by no means all of them – began to 
include photos and videos in their expositions (to somehow 
reveal the performative aspects of these practices), as well 
as sketches, notes, installations, sculptures and interviews. 
These kinds of works serve as documentary proofs and as 
(in)dependent artifacts, often with own artistic aspirations 
and qualities. Accordingly, we are faced with curatorial 
practices that have already been applied much earlier – 
let us just think of land art, public art or performance art. 
Historical precursors do exist. My colleague and curatorial 
WHY[ULY�9VILY[�2HS[LUOp\ZLY�\ZLK�[V�ZH`!�¸@V\�Q\Z[�OH]L�[V�
look at land art, a better example hardly exists. If you think of 
9VILY[�:TP[OZVU��MVY�L_HTWSL��KPK�[OL`�W\[�º:WPYHS�1L[[`»�PU[V�
H�T\ZL\T&�5V�[OL`�KPKU»[��)\[�[OL`�\ZLK�WOV[VNYHWO`�HUK�
]PKLV�MVY�KVJ\TLU[H[PVU¹��ZLL�HSZV�)LUN[ZLU������"�2PT]HSS��
����"� 2^VU�� ����"� �  ���� ;OLYL� PZ� UV� KV\I[� [OH[� WOV[VZ�
and videos do not fully substitute or replace the original 
intervention, but they are somehow part of its ‘afterlife’ 
and contribute to its ‘survival’.6 If this is the case, and I’m 
JVU]PUJLK�[OH[�P[�PZ��^L�ZOV\SK�ÄUHSS`�[HRL�[OL�UL_[�Z[LW��

>L� HSS� RUV^� [OH[� NYHɉ[P�� VYPNPUHSS �̀� PZ� HU� HY[� MVYT� [OH[� PZ�
based on illegal interventions. While hosting an exhibition, 
it is not unusual for artists to also interact with the local 
streets. They leave their tags and pieces in the city while 
H[� [OL� ZHTL� [PTL� TLL[PUN� [OL� YLX\PYLTLU[Z� VM� H� ÄUL� HY[�
exhibition. In view of this, I therefore propose: Why not 
simply invert the ‘BLU case’ in Bologna, somehow? Instead 
of putting illegally painted artworks into museums, without 
[OL�HY[PZ[»Z�ÄUHS�HNYLLTLU[��^L�JV\SK�ZPTWS`�YLL]HS\H[L�[OL�
‘incidents’ happening outdoors, be they commissioned or 
not. The long-term perspective might be an equal treatment 
of commissioned and uncommissioned artworks, as well 
HZ� [OL� HWWYLJPH[PVU� HUK� ZLSM�JVUÄKLU[� L_WVZP[PVU� VM� [OLPY�
direct and unambiguous linkage. Pietro Rivasi, curator of the 
exhibition “1984. Evolution and Regeneration of Writing” in 
Modena supports this fact: “When hosting a show, we as 

curators and art critics cope with the task of explaining that 
the most valuable part of the artworks done by ‘urban artists’ 
YLTHPU� [OL� VULZ� KVUL� º\UVɉJPHSS`»� PU� [OL� Z[YLL[Z�� :V� PM� HU�
institution wants to have this kind of art in a show, they must 
deal with the fact that it belongs to the streets.”7 That’s one 
of the reasons why Rivasi8 decided to include some of the 
illegal interventions that happened in Modena (during the 
‘1984’ show) in the exhibition catalogue: a Fra32 piece in an 
underground train station and the “SI” intervention9 by Zelle 
(ZWOHS[R\S[\Y� BÄN���D�� ¸;OLZL� [^V�WPLJLZ�� [VNL[OLY�^P[O� [OL�
6SP]PLY�2VZ[H�;OLMHPUL�º1HYKPU»��HYL�PU�[OL��[O�IVVRSL[�VM�[OL�
JH[HSVN\L�[OH[� PZ�HIV\[� ºZP[L�ZWLJPÄJ� PU[LY]LU[PVUZ»¹��9P]HZP�
Z[H[LZ��¸VUL�SLNHS��[^V�PSSLNHS"�I\[�^P[O�[OL�ZHTL�PTWVY[HUJL�
in the show.” 

;OPZ� WPVULLYPUN� L_HTWSL� ZOV^Z� [OH[� ^L� HYL� KLÄUP[LS`� PU�
need of more dialogic and entangled thinking. Artworks, 
IL�[OL`�JVTTPZZPVULK�VY�UV[��ZOV\SK�IL�YLJVNUPaLK�HZ�HU�
integral part of the artist’s production, his or her artistic 
self-conception and the art form’s discursive framework. 
Therefore, we are obliged to foster some kind of ‘educational 
work’ on behalf of these issues. People need to be (made) 
aware that “what they can see on the streets, and usually 
conceive as vandalism, actually can be art”, Rivasi adds. In 
the long run, this approach may not only lead to a general 
YL]HS\H[PVU�VM�º\UH\[OVYPaLK�HY[�WYVK\J[PVU�V\[KVVYZ»��I\[�[V�
[OLPY�PUJS\ZPVU�PU[V��ÄUL�HY[��ZOV^Z��L_OPIP[PVUZ�HUK�T\ZL\T�
collections – with no attempt to plexiglass them in situ. At 
this point, my argumentative setting comes full circle with 
the ‘Bologna show’ – and I quote: “If you do it [an exhibition 
or show, KG] properly, you should not only show the art, but 
the dissent that this art form essentially carries within its 
nature.” (Kordic, 2016, quoting Omodeo)

Although conservation is neither easy nor inexpensive 
¶�HUK�H� SV[�VM�WLVWSL�TPNO[�HYN\L� [OH[�NYHɉ[P�VY� Z[YLL[�HY[�
should not be conserved, but exposed to its own dynamics 
VU� [OL�Z[YLL[� �JYVZZPUN��I\ɉUN�HUK�KPZHWWLHYPUN� PUJS\KLK��
– some actors have already began to adopt a more long-
[LYT�HWWYVHJO!�3VVRPUN�H[�:[VJROVST��:^LKLU��NYLH[�LɈVY[�
was put into an attempt to protect an iconic mural called 
“Fascinante” which was painted in 1989 by Circle and Weird 
(Abarca, 2016). The initiative, headed by Tobias Barenthin 
HUK�1HRVI�2PT]HSS��^HZ�Z\JJLZZM\S!�;OL�T\YHS�^HZ�KLJSHYLK�
HZ� J\S[\YHS� OLYP[HNL� �PIPK���� 0U� 4HKYPK� H� NYHɉ[P� WPLJL� �VM�
Muelle) even got restored professionally, in a quite elaborate 
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and complex way, with the support of the government 
(Colao, 2017). And, on April 4, 2017, Pietro Rivasi received 
[OL�T\UPJPWHSP[`»Z�VɉJPHS� JVUÄYTH[PVU�VM� [OL�HJX\PZP[PVU�VM�
the “SI” painting by Zelle Asphaltkultur: “Together with all the 
photo installation we used in the show, it will become part 
of the permanent collection of the city’s contemporary art 
museum, the ‘Galleria Civica’. Nevertheless, the ‘SI’ painting 
will be left in place, without protection, respecting that it was 
WHPU[LK�RUV^PUN�[OH[�P[�̂ HZ�LWOLTLYHS�HUK�ZP[L�ZWLJPÄJ��;OL�
PKLH� PZ� [V�OH]L�HU� PSSLNHS�WHPU[PUN� YLJVNUPaLK�VɉJPHSS`� HUK�
acquired in a public collection”, Rivasi explains.

@V\�HYL�PU]P[LK�[V�QVPU�[OL�KPZJ\ZZPVU�

Intangible Heritage:(<*���1V\YUHS�=����5��

Fig. 1: Zelle Asphaltkultur, Ex-Fonderie Riunite, Modena 2016. Uncommisioned wall painting.
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Notes
1. It must be highlighted that these topics, generally 
ZWLHRPUN�� HYL� UV[� UL^"� ZLL� MVY� L_HTWSL� )LUN[ZLU� ��������
+LY^HUa��������HUK�2PT]HSS���������
2. “[…] [M]useums will soon include urban art in the 
collections. However, at the moment, there has not been a 
real analysis of how that should be done”, Christian Omodeo 
LTWOHZPaLZ�PU�OPZ�PU[LY]PL^�^P[O�>PKL^HSSZ���������:LL�HSZV�
;OL�.YPM[LYZ�1V\YUHS������H��
3. See Martens (2017): http://inherne.net/ungenehmigte-
malerei-im-alten-wartesaal/. 
4. The technique, originally invented in Bologna in the 18th 
century for restauration purposes (churches, frescos, etc.), 
allows to detach a painting from a wall and paste its skin on 
JHU]HZ��;OL�.YPM[LYZ�1V\YUHS������I��
5. See footnote 1. 
6. Kimvall uses the term ‘chronicling’ to relate to the variety 
of photographic practices that surround an artwork. His aim 
PZ� [V� LTWOHZPaL� [OH[� P[� PZ� HU� HJ[P]L� WYHJ[PJL�� UV[�TLYLS`� H�
documentary one (Kimvall, 2016).
7. A similar approach was applied in a street art exhibition 
that took place in Cologne, Germany: http://strassengold.
VYN�RVUaLW[�O[T�� ;OLYL�� HY[PZ[Z� ^LYL� L_WSPJP[S`� PU]P[LK� [V�
also interact with the local streets while being on display in 
the show – and they did. In return, there were no exclusion 
criteria regarding the exhibition. The only precondition was 
that they are active on the streets, on a regular basis.
8. In accordance with the artists.
9. “During fascism, in Italy there were some ‘public 
propaganda interventions’ that looked like ‘street art’.  The 
‘SI’ is taken from a Mussolini ‘propaganda work’, rendering 
an (in)direct commentary on rightwing dictatorship”, Rivasi 
explains. And Kaltenhäuser adds: “But it also works without 
[OL� ZWLJPÄJ� OPZ[VYPJHS� TLHUPUN�� [OL� IVSK� º`LZ»� JV\SK� IL�
interpreted as an unconditional support of something.”
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Abstract
The International Heritage Film Festival “Heritales” took place in the city of Évora, during the 30th anniversary of its declaration 
of world heritage site by UNESCO. It was developed especially for this symbolic event, during the months of its commemoration: 
IL[^LLU�:LW[LTILY�HUK�6J[VILY�������;OL�MLZ[P]HS�^HZ�IVYU�^P[O�[OL�W\YWVZL�VM�KPZZLTPUH[PUN�UHYYH[P]LZ�VM�ÄSTPJ��KPNP[HS�
and graphic nature that deal with Cultural Heritage. Its objectives were to project in public spaces, as well as within the cultural 
facilities of the city such as churches and cultural associations. This aspect, framed in a community outreach strategy, have 
brought a stage of exchange and sharing between academia, the local community and international visitors to the city of Evora. 
;OL�WYVNYHT�OHK�KPɈLYLU[�MVYTZ�VM�HJ[PVU!�ZJYLLUPUN�ZLZZPVUZ�^P[O�Z\IZLX\LU[�KLIH[LZ�^P[O�[OL�WYLZLUJL�VM�[OL�KPYLJ[VYZ��
parallel activities such as workshops, conferences, and other type of narrative forms through exhibitions and historical table 
games.
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1. Heritales, a new vision of the academia
;OL� ÄYZ[� /LYP[HSLZ� ¶� 0U[LYUH[PVUHS� /LYP[HNL� -PST� -LZ[P]HS� ¶��
was formally inaugurated on the 30th of September 2016 
in Évora (Portugal). The place chosen was the main hall of 
the 16th Century Palace of the University of Évora so-called 
Palacio Vimioso, that hosts the CIDEHUS (Interdisciplinary 
Center for History, Culture and Societies). The festival was 
VYNHUPaLK� I`� HU� PU[LYUH[PVUHS� [LHT� VM� YLZLHYJOLYZ� VM� [OPZ�
JLU[LY!� 5PJVSH� :JOPH]V[[PLSSV� �0[HS`��� 4HYxH� AVaH`H� �:WHPU���
Sonia Bombico (Portugal) and Armando Quintas (Portugal). 
The opening of the conference was led by Prof. Ana Cardoso 
KL�4H[VZ�� [OL� JVKPYLJ[VY� VM� [OL� MLZ[P]HS�4HYxH�AVaH`H�HUK�
1VZt�3\xZ�:HU[VZ��[OL�H\[OVY�VM�[OL�WOV[VNYHWOPJ�L_OPIP[PVU�
“Rota da Seda” (Fig. 1). To spread the urban philosophy of 
[OL�MLZ[P]HS��[OL�L]LU[�[VVR�WSHJL�PU�KPɈLYLU[�W\ISPJ�ZWHJLZ�VM�
the city: The Palace “Palacio Vimioso”, the church “Igreja de 
São Vicente” (Fig. 2), the Association “Sociedade Harmonia 
Eborense” (Fig. 3), the old religious house “Auditório Soror 
Mariana” (Fig. 4), the old convent “Convento dos Remédios” 
(Fig. 5) and the ancient building that hosted the Moite-
IHY� �-PN�� ���� +PɈLYLU[� SVJHS� HUK� PU[LYUH[PVUHS� PUZ[P[\[PVUZ�
^LYL� PU]VS]LK� HSVUNZPKL� [OL� VYNHUPaH[PVUZ� [OH[� Z\WWVY[LK�
the festival, these were: the town hall of Évora, “Camara 
Municipal de Évora”, CIDEHUS-UÉ, UNESCO-UÉ Chair, and 
the Regional Cultural Head of Alentejo “DRCA”.

The festival had a worldwide breadth with a local focus: more 
[OHU����N\LZ[Z�^LYL�PU]P[LK�IL[^LLU�ÄSTTHRLYZ��L_OPIP[VYZ��
professors and other specialists, animating debates of 
NYLH[�PU[LYLZ[�PU�]HYPV\Z�ÄLSKZ�YLSH[LK�[V�RUV^�OV �̂�TH[LYPHS�
culture and musical sociability. Although the festival was 
especially represented by authors from the Iberian Peninsula 
and Portuguese speaking countries, it also included stories 
from the Check Republic, United Kingdom, Italy and Middle 
,HZ[�HUK�,HZ[LYU�(ZPH��+PɈLYLU[�[VWPJZ�^LYL�L_WSVYLK�K\YPUN�
all the sessions of the festival ranging from historically 
based ethnological and anthropological documentaries to 
archaeology and popular culture. Various communication 
styles were presented, from more traditional media to new 
KPNP[HS� ]PZ\HSPaH[PVU� [LJOUPX\LZ� VM� HYJOHLVSVNPJHS� ZP[LZ� PU�
three dimensions.

The main event was concentrated in a long weekend (30 
:LW[LTILY� [V� �Z[� VM� 6J[VILY��� OV^L]LY� KPɈLYLU[� WHYHSSLS�
sessions took place over a month before and after the 
MLZ[P]HS�� HUK� WYV]PKLK� ÄST� WYVQLJ[PVU� HUK� KLIH[L� ^P[O� [OL�

WYLZLUJL� VM� [OL� H\[OVYZ� VM� [OL� ÄSTZ�� ;OLZL� TVTLU[Z� VM�
conversation turned out to be particularly engaging, and 
enriched the whole festival experience. For example, the 
WYVQLJ[PVU�VM�¸-SHTLUJV�KL�9Hxa¹�I`�=PJLU[L�7tYLa�/LYYLYV��
in the “Igreja de São Vicente”, had a very good response 
and the solemn atmosphere of the church in contrast with 
the chosen topic turned the event into an emotional learning 
moment about the real roots of the Flamenco dance (Fig. 7). 
Another very intense moment was the screening and debate 
in the presence of the author of the documentary “O Pão 
e o Vinho”, Ricardo Costa (Fig. 8). It showed the ways to 
make wine and bread in the region, ways of living linked to 
the songs of the peasants, “Cante Alentejano”, and the oral 
culture, “Poetas Repentistas”, recorded in 1980 just before 
[OL�MHSS�VM�[OL�:HSHaHY�KPJ[H[VYZOPW�

6[OLY� ZPNUPÄJHU[� ZJYLLUPUNZ� WYVWVZLK� K\YPUN� [OL� WHYHSSLS�
sessions that took place between the “Auditório Sóror 
Mariana” and the “Igreja de São Vicente” were: “Barokni 
Opera”, from circus creators sons of Milos Forman that 
recovered an opera of puppets of XVIIIth C. from Karel Loos, 
I`�-VYTHU�)YV[OLYZ"�¸=HJHZ¹��YLJYLH[PUN�H�WHY[PJ\SHY�]PL^�VM�
Spanish civil wars from the countryside in the Basc Country, 
IL[^LLU������HUK�� ����I`�1\SPV�4LKLT"�¸(�*VUZ[Y\sqV¹��
showing the construction of a dam which changed the culture 
VM�H� ]PSSHNL��I`�.VUsHSV�4V[H"� ¸6�;V\YULPYV�KH�4V\YHYPH¹��
the last wood craftsman of Évora who made door knobs, 
I`�;HRPZ��(UKYt�)PYRLU��-PN�� �"�[OL�WYLZLU[H[PVU�VM�[OL�ÄST�
¸(IYVSOV�Z¹� I`� 1HUHPUH� .VUsHS]LZ� 9PVZ� )HYYVZ�� ^P[O� 7YVM��
1VHV�)YPNVSH��^OV�VWLULK�[OL�ZLZZPVU���-PUHSS �̀�H�ZOVY[�ÄST�
by Carla Magro Dias, “Vladimir”, featured a puppet made in 
9\ZZPH�^OPJO�JHTL�[V�[OL�THNPJ�ÄUNLYZ�VM�4HULS�+PHZ�;Y\St��
This artist of the know-how culture brought “Vladimir” to the 
session to magically answer the questions of the public in 
the room.
Particularly outstanding was the presentation by Luis 
Guadaño, from Old Dominion University, entitled "Edwin 
Rousby, the pioneer of cinema in Portugal that stopped 
being one.” Guadaño explained the fascinating ways that 
this Hungarian entrepreneur brought his cinematography 
technique – with his orchestra and other spectacles 
associated with the origins of cinema – on a tour from Hungary, 
Portugal, and America. It took place at the XVI Century 
Library of the University of Évora, the old Former Room of 
the Civil Government (Fig. 10). The great atmosphere of the 
debate was complemented by the excellent wine sponsored 
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I`�[OL�OV\ZL�VM�̧ *HYTPT¹�VM�9LNLUNVZ�KL�4VUZHYHa��i]VYH���
which gave the perfect blend within a friendly conversation.

Conclusion
Overall, the main event had a great success especially on 
the Saturday afternoon. This was the session hosted by the 
Sociedade Harmonia Eborense, a club founded in 1849, 
situated in a XVI Century palace of the main square of Évora 
(Fig. 11). The variety of activities within the same space were 
the “urban receipt” for an interesting cocktail between an 
academic and a public cultural experience. These were for 
example: the exploration of an archaeological excavation in 
Virtual Reality by Ricardo Cabral and Martino Correia (Fig. 
���"� [OL�KPNP[HS�HY[�L_OPIP[PVU�¸(SJOPTPH¹�I`�7LKYV�(S]LZ�+H�
Veiga with a live platform that morphed the image of the 
WHY[PJPWHU[Z� PU[V� [OL� MHJLZ� VM� KPɈLYLU[� L[OUPJ� NYV\WZ� �-PN��
���"�¸,ZWLYWLU[VZ¹��H�ÄST�I`�[OL�:WHUPZO�KPYLJ[VY�1VZt�3\PZ�
.HYJxH�:mUJOLa��.VUH�7YVK\JLY���[OH[�UHYYH[LZ�[OL�Z[VY`�VM�
the “esperpéntico” characters from Valle Inclán within the 
ZJLUHYPV�VM�[OL�Å`PUN�JPYJ\Z��[OL�[OLH[YL��HUK�[OL�JPULTH��-PN��
14). Finally, the touching presentation of the entrepreneur 
.PUtZ�/HYV��¸@HZZ\Ux��.YLLU�.VSK¹�[OH[�YHPZLK�H^HYLULZZ�VM�
[OL�[YPILZ�SP]PUN�PU�[OL�(THaVUPHU�MVYLZ[�HUK�P[Z�LU]PYVUTLU[HS�
problems (Fig. 15).

This cultural cocktail particularly represented the strength 
of the festival and meant that the public enjoyed the 
KP]LYZPÄJH[PVU� VM� [OL� KH �̀� ^P[O� WLVWSL� MYVT� -YHUJL�� 0UKPH��
Hungary, Spain and Portugal exploring the stimulating 
WLYMVYTHUJLZ�^P[OPU�[OL�KPɈLYLU[�YVVTZ�VM�[OPZ�LTISLTH[PJ�
building. Although the main objective of the festival was 
to capture the non-specialist public, such as the ones on 
the Saturday event, some of the activities were planned to 
YLHJO� H� TVYL� ZWLJPÄJ� H\KPLUJL�� Z\JO� HZ� [OL� ZLZZPVUZ� H[�

the “Convento dos Remedios”. This was the case of the 
VWLUPUN�ZLZZPVU�[OH[�^HZ�KLKPJH[LK�[V�UL^�LTLYNPUN�ÄST�
THRLYZ� PU� [OL� ÄLSK� VM� HU[OYVWVSVNPJHS� HUK� HYJOHLVSVNPJHS�
documentaries such as Hugo Morango, Diogo Vilhena and 
Antonio Campos, Carlos Carpetudo and Gonçalo Lopes, 
and Rui Pedro Lamy, who kindly donated to the festival's 
image, the teaser of their new upcoming work “Imago”. 
The closing session was on a Sunday morning and it was 
dedicated to children (Fig. 16). This was an opportunity 
[V� ZOV^� L_JLW[PVUHS� ZOVY[� HUPTH[LK� ÄSTZ� I`� 5\UV� )LH[V�
�:HYKPUOH� ,T� 3H[H��� I`� >LZSL`� 9VKYPN\La� �(YTVYPHZ[\KPV��
HUK� I`� (UH� *HYKVZV� �3\ZVMVUH� <UP]LYZP[`�"� HUK� SHZ[S`� H�
series of instructional archaeological animated narration 
I`�4HNVNH�7P|HZ�(aWP[HY[L� �4(5��5H[PVUHS�(YJOHLVSVNPJHS�
4\ZL\T� VM� :WHPU��� ;OLZL� ^LYL� HJJVTWHUPLK� I`� ÄYZ[�
person interpretation of Takis Panatainies, archaeologist of 
the Camara Municipal of Évora and Nicola Schiavottiello 
researcher at the CIDEHUS.

In conclusion, blending urban spaces with cultural screenings 
from around the world allowed us to show new facades of the 
JP[`�HUK�UL^�MHJLZ�VM�[OL�W\ISPJ��JYLH[PUN�H�KPɈLYLU[�^H`�[V�
exchange cinema experiences. The festival has the potential 
to become an icon of Cultural Heritage communication and 
dissemination in the South of Portugal when more parties 
may come forward to support the festival.

Heritales was funded by: 
Cátedra UNESCO-UÉ & CIDEHUS-University of Évora  
(Fundos FEDER, Programa COMPETE e FCT, «CIDEHUS-UID/ 
HIS/00057/2013» ande «POCI-01-0145-FEDER-007702».FCT, 
FACC: Refª. 440.02 . Proc: 17/1/227.  Also with the support of: 
-}Y\T�-,(��+9*("�*4,�
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Fig. 1: Opening of the festival at the Palacio Vimioso

Fig. 2: Exterior of the Igreja de São Vicente.Fig. 3: Historical photo of Sociedade Harmonia Eborense

Fig. 4: Exterior of te Auditorio Soror Mariana 
(Cinema Fora dos Leões)

Fig. 5: Building of Convento dos Remedios
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Fig. 6: Terraçe of Moi-te Bar -PN�� �!� :JYLLUPUN� HUK� KLIH[L� VM� ¸-SHTLUJV� KL� 9HPa¹�
=PJLU[L�7tYLa�/LYYLYV

Fig. 8: Screening and debate of “O Pão e o Vinho” by Ricardo 
Costa at the Igreja de São Vicente

Fig. 9: Screening and debate of “O Torneiro da Mouraria” by 
Takis Panas & André Birken at the Auditório Soror Mariana.

Fig. 10: Luis Guadaño, "Edwin Rousby, the pioneer of 
cinema in Portugal that stopped being one", within Library of 
the University of Évora, former room of the Civil Government

Fig. 11:  Public sessions at the Sociedade Harmonia 
Eborense on Saturday afternoon
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Fig. 12: Exploring an archaeological excavation in Virtual 
Reality by Ricardo Cabral and Martino Correia.

Fig. 13:   Exhibition by Pedro Alves Da Veiga.

-PN�� ��!� � :JYLLUPUN� VM� ,ZWLYWLU[VZ� H� ÄST� I`� [OL� :WHUPZO�
KPYLJ[VY�1VZt�3\PZ�.HYJxH�:mUJOLa

-PN����!��7YLZLU[H[PVU�VM�@HZZ\Ux��.YLLU�.VSK�I`�.PUtZ�/HYV��
at the Sociedade Harmonia Heborense.

Fig. 16: Kids session at the Convento dos Remedios.
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1. Introduction
The Made Corrections project had a dual focus on identifying 
HUK�KVJ\TLU[PUN�L_PZ[PUN�OPZ[VYPJHS�WYPZVU�IHZLK�NYHɉ[P�HUK�
WYVTV[PUN� `V\UN� VɈLUKLYZ»� WHY[PJPWH[PVU� PU� JVU[LTWVYHY`�
Z[YLL[� HY[�� ^P[OPU� [OL� 2H\UHZ� @V\[O�*VYYLJ[PVUHS� -HJPSP[ �̀� H�
3P[O\HUPHU�WYPZVU�MVY�Q\]LUPSL�THSL�VɈLUKLYZ�1 Lithuania was 
[OL�ÄYZ[�:V]PL[�9LW\ISPJ�[V�KLJSHYL� PUKLWLUKLUJL�MYVT�[OL�
Soviet Union, in 1990. While Kaunas’ current inmates were 
HSS� IVYU� HM[LY� [OPZ� ZPNUPÄJHU[� ZVJPV�WVSP[PJHS� [YHUZP[PVU�� [OL�
walls of the prison still bear visible traces of the lives of the 
`V\UN�VɈLUKLYZ�^OV�ZWLU[�[PTL�PU�[OPZ�JVYYLJ[PVUHS� MHJPSP[`�
K\YPUN�[OL�:V]PL[�LYH��;OL�L_PZ[PUN�NYHɉ[P�HUK�T\YHSZ�^P[OPU�
[OL�WYPZVU�^LYL�[O\Z�JVUZPKLYLK�[V�OH]L�J\S[\YHS�ZPNUPÄJHUJL�
HZ�OLYP[HNL�HUK�^LYL�PKLU[PÄLK�HUK�KVJ\TLU[LK�HZ�WHY[�VM�
this project. Figure 1, below, shows the faded remnants of 
an aspirational Soviet-era mural featuring pictograms from 
the 1980 Moscow Olympics. This was painted on the interior 
wall of the prison’s recreation yard.

1. Acknowledgements. The project involved invaluable contributions 
from David Ellis, Naringa Gudenaite, Marcus Tokavevas, Edita 
Simonaviciute, Donatas Stankevicius, Ernest Zacharevic, Inside Out 
Project, Tadas Simcus, Zygimantas Amelynas, Gediminas Banaitis, 
Rita Valiukonyte, Richard Carroll, Dean Stalham, Vaiva Katinaityte, 
Gabija Grusaite, Noemi Renevey, David Shaw and Gintaras 
Leoncikas.

In contrast, Figure 2 shows an example of a mural produced 
after Lithuanian independence. Here we can see a change in 
[OL�HZWPYH[PVUHS�PTHNLY`�VɈLYLK�[V�[OL�PUTH[LZ��MYVT�:V]PL[�
endorsed sport and recreational activities, to newly available 
objects for consumption (here, Adidas, Snickers, Mars and 
Nike). 

1\]LUPSL� VɈLUKLYZ� PU� 3P[O\HUPH�� SPRL� `V\UN� VɈLUKLYZ�
internationally, face particular challenges to their mental health 
and wellbeing, especially during periods of incarceration 
when they exhibit higher rates of depression, self harm, and 
suicide attempts than their non-incarcerated peers (Bradley, 
��� ��� +PYü`[Ȗ� L[� HS»Z� ������� Z[\K`� VM� [OL�TLU[HS� OLHS[O� VM�
Q\]LUPSL�VɈLUKLYZ�PU�3P[O\HUPH�MV\UK�[OH[��JVTWHYLK�[V�UVU�
VɈLUKPUN�ZLJVUKHY`�ZJOVVS�Z[\KLU[Z��`V\UN�VɈLUKLYZ�OLSK�
more negative beliefs about themselves, their relationships 
^P[O�V[OLYZ��HUK�[OL�̂ VYSK�H[�SHYNL��4HSL�VɈLUKLYZ»�̂ LSSILPUN�
^HZ� WHY[PJ\SHYS`� PUÅ\LUJLK� I`� [OLPY� HZZLZZTLU[� VM� [OLPY�
personal skills, abilities and achievements, whereas female 
VɈLUKLYZ�HWWLHYLK�[V�IL�TVYL�PUÅ\LUJLK�I`�[OL�Z\IQLJ[P]L�
evaluations of others. 

0U� ^VYRPUN� ^P[O� `V\UN� THSL� VɈLUKLYZ� P[� TH`� [OLU� IL�
particularly important to engage in interventions that have 
some practical basis, with an aim of enhancing their skill set, 
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stage of the project reproduced a selection of this work outside on the walls of the local city. Future work will involve a more 
MVYTHS�L]HS\H[PVU�VM�[OL�PTWHJ[�VM�[OL�PU[LY]LU[PVU�VU�[OL�`V\UN�VɈLUKLYZ��[OL�WYPZVU�Z[HɈ��HUK�[OL�SVJHS�JVTT\UP[ �̀
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Fig. 1. Soviet-era mural featuring sporting pictograms

Fig. 2. Post Soviet-era mural showing newly available brands
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abilities and achievements, and consequently their sense of 
ZLSM�^VY[O�HUK�JVUÄKLUJL��(JJVYKPUNS �̀�[OPZ�WYVQLJ[�ZV\NO[�
[V�JVSSHIVYH[P]LS`�LUNHNL�`V\UN�VɈLUKLYZ�PU�[OL�WYVJLZZ�VM�
design, layout and production of works of street art, such 
that they might acquire a sense of competence with this new 
creative skill set. 

����:[YLL[�HY[��NYHɉ[P��JYLH[P]P[ �̀�HUK�JYPTPUHSP[`
(U� HZZVJPH[PVU� PZ� JVTTVUS`� THKL� IL[^LLU� NYHɉ[P� HUK�
criminality: 

.YHɉ[P�^YP[LYZ� BHYL�JSHPTLK� [VD�LUNHNL� PU�H�IYVHK�
range of crimes (such as theft, interpersonal 
violence, and drug possession and dealing) 
�@V\UN������!������

However it was not until the end of the 19th century 
[OH[� NYHɉ[P� ^HZ� ÄYZ[� JVUZPKLYLK� HZ� H� Z`TW[VT� VM� ZVJPHS�
deviance. “Secret hieroglyphs” or coded visual messages 
only intelligible to insiders were then described as “a form 
of social protection used by outcast classes as a weapon 
HNHPUZ[� ZVJPL[`¹� �,SSPZ�� � ��!� ������ ;OL� NYHɉ[P� VM� WYPZVULYZ�
was seen both as a degenerate compulsion, and more 
positively as the product of a universal creative human 
instinct: that when isolated from society, one will experience 
“the need of embodying some artistic expression” that is 
“scarcely distinguishable from the instinct which leads to the 
production of heroic works of art” (Ellis, 1901: 211). These 
contrasting historical discourses continue to inform the ways 
that we understand the creative expressions of prisoners 
¶� PU� [OH[� VɈLUKLYZ»� \UZHUJ[PVULK� NYHɉ[P� [LUKZ� Z[PSS� [V� IL�
perceived as vandalism that is symptomatic of criminality 
and disorder (Hansen, 2016). Conversely, the art of prisoners 
is now an established art brut – or outsider art – sub-genre, 
and art therapy programs are widely regarded as therapeutic 
PU�YLSLHZPUN�[OL�SH[LU[�\UP]LYZHS�JYLH[P]L�KYP]L�VM�VɈLUKLYZ�

Art-based activities and creative practice have been long 
HYN\LK�[V�IL�[OLYHWL\[PJ�MVY�H[�YPZR�̀ V\[O�HUK�̀ V\UN�VɈLUKLYZ��
Prescott et al (2008: 156) assert that creativity is a “critical 
component of resiliency in the lives of [at risk] youth.” They 
suggest that there are clear links between young people’s 
participation in creative activities and their life achievement 
and ‘healthy’ lifestyle choices. However, most art therapy 
programs are based on a traditional approach to creativity, 
and encourage individual expression through drawing and 

painting with traditional media, under the close direction of 
an art therapist. 
The majority of existing art-based interventions tend to be 
designed to operate at an individual or small group level, 
and do not often encompass the opportunities for creativity 
in the wider prison environment, nor do they take account of 
the impact of the often bleak and threatening environment 
on the well-being of prisoners, and the potential for 
inmates’ creativity to collectively augment this detrimental 
environment. While mural programs are sometimes employed 
in an attempt to ‘brighten up’ prison environments, these 
tend to be imposed on the prisoners, with scant opportunity 
for consultation, collaboration, or involvement in the creative 
process of their design and production.

Outwith the prison environment, there is a parallel tradition 
of community-based mural programs for at risk youth and 
`V\UN�VɈLUKLYZ� �=LUHISL�� ������� �4\YHSZ�OH]L�VM[LU�ILLU�
used in attempts to connect with at risk youth in deprived 
LU]PYVUTLU[Z�� 1\KP[O� )HJH»Z�.YLH[�>HSS� VM� 3VZ� (UNLSLZ� PZ�
an early monumental instance of such an endeavor. This 
ambitious program successfully engaged a large group of 
minority ethnic and underprivileged youth over the seven-
year period of the mural’s production from 1976 to 1983 
(SPARC, 2017). Notably, this period coincides with the 
LTLYNLUJL�VM�NYHɉ[P�HZ�HU�HWWHYLU[�ZVJPHS�WYVISLT�PU�5VY[O�
America.

:L]LYHS� `LHYZ� SH[LY�� PU� � ���� 1HUL� .VSKLU� MV\UKLK� [OL�
City of Philadelphia’s Mural Arts Program (Golden, Rice & 
Kinney, 2002). This was originally conceived as part of the 
JP[`»Z�(U[P�.YHɉ[P�5L[^VYR��^OPJO�ZV\NO[� [V�LUNHNL�`V\UN�
WLVWSL� ^OV� OHK� ILLU� WYVZLJ\[LK� HZ� NYHɉ[P� ]HUKHSZ� [V�
work in collaboration with professional artists to produce 
murals in the city. Although the program is no longer 
MVJ\ZLK�L_JS\ZP]LS`�VU�LUNHNPUN�`V\UN�VɈLUKLYZ��P[�YL[HPUZ�
a focus on youth through its engagement with local high 
schools in mural making, and employs over 300 artists per 
year, including more than 100 young people who had been 
WYVZLJ\[LK�HZ�NYHɉ[P�]HUKHSZ��

4\YHS� WYVNYHTZ� HYL� HU� LɈLJ[P]L� ^H`� [V� LUNHNL� H[� YPZR�
`V\[O� HUK� `V\UN� VɈLUKLYZ�� LZWLJPHSS`� ^OLU� [OL`� PU]VS]L�
a level of collaboration. However, these murals are most 
often articulated on community walls, rather than in the 
JVYYLJ[PVUHS�PUZ[P[\[PVUZ�VJJ\WPLK�I`�`V\UN�VɈLUKLYZ��:[YLL[�
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Fig. 4. Earlier inspirational murals in an isolation unit 

Fig. 3. Internal door of isolation unit
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art increasingly intersects with contemporary muralism 
in the form of large-scale permissioned public murals. 
/V^L]LY�� Z[YLL[� HY[� OHZ� H� JV�SPULHNL� ^P[O� \UH\[OVYPaLK�
forms of public image making and youth subcultures, such 
HZ�NYHɉ[P� ¶�HUK�TH �̀�HZ�Z\JO��OH]L�H�WHY[PJ\SHY�HWWLHS� [V�
young people. Despite street art’s collaborative democratic 
L[OPJ�HUK�JHWHJP[`� [V�WYVK\JL�ZP[L�ZWLJPÄJ�JVTTLU[HY`� PU�
environments otherwise regarded as deprived or threatening, 
[OPZ�JVU[LTWVYHY`�\YIHU�HY[�MVYT�OHZ�̀ L[�[V�IL�\[PSPaLK�̂ P[OPU�
JVYYLJ[PVUHS�MHJPSP[PLZ�MVY�`V\UN�VɈLUKLYZ�

���(�WYPZVU�IHZLK�Z[YLL[�HY[�WYVQLJ[�MVY�`V\UN�VɈLUKLYZ
The Made Corrections project sought to a) identify and 
KVJ\TLU[� L_PZ[PUN� OPZ[VYPJHS� WYPZVU�IHZLK� NYHɉ[P"� HUK� I��
LUNHNL�`V\UN�VɈLUKLYZ�PU�[OL�JV�WYVK\J[PVU�VM�H�ZLYPLZ�VM�
collaborative large-scale street artworks within the Kaunas 
@V\[O�*VYYLJ[PVUHS�-HJPSP[ �̀�H�3P[O\HUPHU�JVYYLJ[PVUHS�MHJPSP[`�
MVY�Q\]LUPSL�THSL�VɈLUKLYZ��:VTL�VM�[OLZL�^VYRZ�^LYL�HSZV�
reproduced outside the prison, on the walls of the local city. 
The latter aim is the focus of the current paper. 

Prior to this intervention, the only opportunity for the young 
men to make marks on the walls was in the isolation units, 
or ‘holding pens’, that they pass through when being 
admitted to the larger correctional facility. Figure 3, below 
shows existing tags and messages gouged into the door 
VM�HU�PZVSH[PVU�\UP[��7YPZVU�VɉJPHSZ�YLWVY[LK�[OH[�[OL�`V\UN�
VɈLUKLYZ�L_WLYPLUJLK�[OL�H[TVZWOLYL�VM�[OL�PZVSH[PVU�\UP[Z�
HZ� [OYLH[LUPUN� HUK� PU[PTPKH[PUN� HUK� ZWLJPÄJHSS`� YLX\LZ[LK�
that the isolation units be included in the areas of the prison 
addressed by the project. In the interior environment of the 
prison, some of the isolation units displayed fading ‘enforced’ 

PUZWPYH[PVUHS�T\YHSZ��YLÅLJ[PUN�LHYSPLY�H[[LTW[Z�I`�[OL�WYPZVU�
VɉJPHSZ�[V�IYPNO[LU�[OL�H[TVZWOLYL�VM�[OLZL�LU]PYVUTLU[Z��
-PN\YL����HIV]L��ZOV^Z�H�ÄN\YH[P]L�T\YHS�[OH[�HSZV�MLH[\YLZ�
an inspirational message/poem. Translated, this reads:

That! On the top of trees the hope would land
That winds would blow all the good from the home
That rain would wash away the pain and the guilt
That the snow wouldn’t fall on the souls and the 
hearts. That everything would begin from the new
That everything is good and everything is beautiful
(trans. Laima Nomeikaite)

;OL� `V\UN� VɈLUKLYZ� HZZPZ[LK� PU� [OL� YLWHPU[PUN� VM� [OL�
isolation units with murals designed by the artists Tadas 
Symcas and Zygimantas Amelynas. The young men who 
volunteered to work with the artists in this area were pre-trial, 
HUK�OHK�ÄYZ[�OHUK�L_WLYPLUJL�VM�[OPZ��MVYTLYS`��[OYLH[LUPUN�
and intimidating environment.

The other sites within the prison encompassed by the 
project included the outdoor recreation areas (seen earlier 
in Figures 1 and 2) that bore the remnants of dilapidated 
T\YHSZ�MYVT�IV[O�[OL�WYL��HUK�WVZ[�:V]PL[�LYH��;OL�ÄYZ[�VM�
the recreation areas was co-produced as part of an Inside 
Out Project Group Action. Photographs were taken (by 
local photographer Donatas Stankevicius) of the 39 young 
VɈLUKLYZ� ^OV� HNYLLK� [V� WHY[PJPWH[L� PU� [OPZ� WYVQLJ[�� ;OL�
young men then chose the photograph that they wished to 
represent them. 

The initial plan for Recreation Area 1 is presented in Figure 
5, below. 

Intangible Heritage:(<*���1V\YUHS�=����5��

Fig. 5. The isolation unit during and post intervention



  The systematic layout of the photographs on the walls of 
the recreation area was designed in advance by the project 
team. However, when it came to installing the work, the young 
VɈLUKLYZ�PU[LY]LULK�HUK�[VVR�JVU[YVS�VM�[OL�HYYHUNLTLU[�VM�
their photographs on the wall. 

The order of the groupings in which the photographs appear 
YLÅLJ[Z� [OL� `V\UN� TLU»Z� V^U� HJRUV^SLKNLTLU[� VM� IV[O�
friendships and hierarchical social networks within the 
correctional facility (see Figure 7, below).

Intangible Heritage:(<*���1V\YUHS�=����5��

Fig. 6. Plans for Recreation Area 1

Fig. 7. Co-producing the wall in Recreation Area 1
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The second recreational area was co-produced with the 
HY[PZ[�,YULZ[�AHJOHYL]PJ��;OL�`V\UN�VɈLUKLYZ�LUNHNLK�^P[O�
the production of this work assisted the artist and learned 
stenciling techniques in the process.

This intervention involved working with the existing Soviet-
era murals on the walls. Zacharevic incorporated these earlier 
sporting pictograms into his design, thus acknowledging 
and retaining a sense of the heritage of the correctional 
facility and the lived experience of its prior occupants. The 
reworked mural featured young men and boys with wire 
cutters engaged in an apparent attempt to escape from the 
WYPZVU�¶�LTWOHZPaPUN�[OL�JVU[YHZ[�IL[^LLU�[OL�`V\[O�VM�[OL�
inmates and the reality of their isolation and incarceration.

;OL�ÄUHS�Z[HNL�VM�[OL�WYVQLJ[�^P[OPU�[OL�WYPZVU�HSSV^LK�[OL�
`V\UN� VɈLUKLYZ� MYLL� ^HSS� ZWHJL� HUK� JYLH[P]L� SPJLUZL� [V�
produce their own autonomous stenciled and free hand 
works. Outside the prison, in the city center of Kaunas, the 
photographs from the recreation area wall were reproduced 
on the former Police Headquarters, mirroring the prison walls 
on the outside. Although some residents objected to the 
placement of the young men’s photographs in public space 
– a few people even attempted to pull down the paste-ups 
immediately after they were posted – many others were 
WVZP[P]L�HIV\[�[OL�O\THUPaPUN�PTWHJ[�VM�[OL�WYVQLJ[��
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Fig. 9. The reworked mural in Recreation Area 2

Fig. 10. The Recreation Area 1 wall mirrored on Kaunas Former Police Headquarters
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3. Conclusion
The Made Corrections project was successful in engaging 
`V\UN� VɈLUKLYZ� PU� [OL� WYVJLZZ� VM� KLZPNU�� SH`V\[� HUK�
production of works of street art – giving them a sense 
of mastery with a new creative skill set. The project also 
documented and incorporated existing murals, as a form 
of living heritage, within the prison walls. Informal feedback 
MYVT�IV[O�[OL�̀ V\UN�VɈLUKLYZ�HUK�MYVT�[OL�WYPZVU�H\[OVYP[PLZ�
was uniformly positive, and the project received an award 
from the Head of Lithuanian Prisons. 

In future work, we seek to develop a version of the Made 
Corrections project that incorporates a more rigorous 
evaluation process, so that we may formally assess the 
impact of this project on the mental health and wellbeing 
VM� `V\UN� VɈLUKLYZ� HUK� Z[HɈ� ^P[OPU� [OL� WYPZVU�� HUK� VU�
JVTT\UP[`�H[[P[\KLZ�[V^HYKZ�`V\UN�VɈLUKLYZ�
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(TVUN� YLZLHYJOLYZ�^P[OPU� [OL� ÄLSK� VM� Z[YLL[� HY[� Z[\KPLZ�� H�
discussion crops up repeatedly, both in publications and in 
JVU]LYZH[PVUZ�H[�JVUMLYLUJLZ��0[�PZ�\Z\HSS`�ZL[�VɈ�I`�ZVTLVUL�
asking one or more interrelated questions, including the 
MVSSV^PUN!�/V^�KV�^L�KLÄUL�Z[YLL[�HY[&� 0Z� P[� Z[PSS� Z[YLL[�HY[�
PM� P[� PZ�ZOV^U�PU�H�NHSSLY`�VY�T\ZL\T&�(UK�^OH[��WYLJPZLS �̀�
THRLZ�ZVTLVUL�H�Z[YLL[�HY[PZ[&

The latest time I took part in such a discussion was during a 
session at the 2017 Street Art & Urban Creativity conference 
in Lisbon. Afterwards it struck me that while I have had 
numerous conversations about these issues over the years, 
both with other researchers and members of the wider 
public, some of my thoughts have never been put in writing. 
With this brief text, then, I want to sum up those thoughts. 
My hope is that this will be helpful – perhaps especially to 
[OVZL�^OV�HYL�UL^�[V�[OPZ�NYV^PUN�ÄLSK�VM�YLZLHYJO�HUK�^OV�
TH �̀�\UKLYZ[HUKHIS �̀�ÄUK�[OL�V]LYSHWWPUN�HUK�PUJVUZPZ[LU[�
terminology confusing.

+LÄUPUN�Z[YLL[�HY[�PZ�I`�UV�TLHUZ�HU�LHZ`�[HZR��0UZWPYLK�I`�
the American sociologist Howard S. Becker (1982) and his 
concept art world, in previous publications I have proposed 
that the meaning of the term “street art” is evolving 
continuously and is dependent on its use by artists, critics, 
academics, fans, curators and everyone else who in some 
way engages with what they call street art. A consequence of 
this understanding of the term as socially constructed is that 
its meaning will never be settled once and for all (Bengtsen 
2014). In this respect, the term “street art” is much like the 
term “art”.

Taking the position that we will never reach a universal 
consensus about the meaning of the term does not imply that 
researchers should disregard the importance of terminology. 
8\P[L�[OL�VWWVZP[L"�ZPUJL�[OL�[LYT�¸Z[YLL[�HY[¹�OHZ�T\S[PWSL�
meanings, it becomes all the more important to clarify what it 
means when each of us use it in our work. For my own part, I 
generally take street art to mean expressions in urban public 
space (including privately owned, but publicly accessible, 
space) that are of an unsanctioned, open and ephemeral 
UH[\YL��)LUN[ZLU��������;OPZ�PZ�Q\Z[�[OL�^VYRPUN�KLÄUP[PVU�0�
tend to apply in my research. I understand and accept that 
there exist other ideas about what street art is, just as there 
exist other terms that other researchers use to describe the 
phenomena I call street art.

0U� KPZJ\ZZPVUZ� HIV\[� KLÄUP[PVUZ� HUK� KLSPTP[H[PVUZ�� [OL�
ZWLJPÄJ�X\LZ[PVU�HIV\[�^OL[OLY�VY�UV[�HY[^VYRZ�WYLZLU[LK�
in galleries and museums can be labeled as street art often 
arises. I have at times heard the response (both implicitly 
and explicitly) that artworks in these contexts are indeed to 
IL�JH[LNVYPaLK�HZ�Z[YLL[�HY[�ZPUJL�[OL`�HYL�JYLH[LK�I`�Z[YLL[�
artists. On the surface this may seem like a compelling 
argument. It does, however, immediately raise another 
X\LY`!�^OH[�THRLZ�ZVTLVUL�H�Z[YLL[�HY[PZ[&

Most artists engage in multimodal and multifaceted 
WYHJ[PJLZ��;OPZ�TLHUZ�[OH[�HU`�H[[LTW[�[V�Ä[�H�JLY[HPU�HY[PZ[�
– and by extension all of their work – into a single, neatly 
labeled box is problematic. When writing about street art, I 
have found it more helpful to focus on individual expressions 
HUK�� PTWVY[HU[S �̀� [OLPY� ZWLJPÄJ�JVU[L_[�HUK� [OL�UL[^VYR�VM�
expressions they are part of, rather than the people who 
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created them. In fact, over the years I have come to believe 
that the designation “street artist” for the most part is 
misguided. 

My reasoning, by way of analogy, is as follows:  Pablo 
7PJHZZV� ^VYRLK� PU� H� YHUNL� VM� KPɈLYLU[� TLKPH�� PUJS\KPUN�
ceramics, but is arguably best known as a painter. The fact 
that he is foremost known as a painter, however, does not 
TLHU�[OH[�OPZ�JLYHTPJ�^VYRZ�HYL�JH[LNVYPaLK�HZ�WHPU[PUNZ��
Following this line of thought, the fact that an artist creates 
work in the street does not mean that this encapsulates 
their entire artistic practice. It therefore seems reductive and 
misrepresentative of the artist’s practice to call them a “street 
artist”. Likewise, their studio output – whether it is displayed 
in galleries and museums, or is sold directly to collectors – 
cannot, as a rule, convincingly be labeled “street art”. 

This is the case even if the studio artworks replicate motifs 
from street works or incorporate materials or techniques 
commonly associated with street art. Some, myself included, 
have taken to calling such studio work by people who also 
create work in the street (and have a presence within the 
Z[YLL[�HY[�^VYSK��¸\YIHU�HY[¹��0�^V\SK�LTWOHZPaL��[OV\NO��[OH[�
the term “urban art” is also frequently used synonymously 
with “street art”. Things become especially muddy in, for 
example, a French- or Spanish-speaking context where 
the term “street art” often is translated, respectively, to 
“art urbain” and “arte urbano”. As with “street art”, I do not 
expect that we will ever arrive at a consensus about the 
meaning of the term “urban art”, and I believe our energy as 
researchers is better spent on things other than attempting 
[V�OVTVNLUPaL�V\Y�[LYTPUVSVN �̀

When discussing street art, an advantage of focusing on the 
individual expression and its context, rather than the creator 
of the expression, is that this allows us to sidestep the 
issue of intentionality. Instead of deliberating on whether an 
expression was intended to be seen as an artwork, it is left to 
[OL�PUKP]PK\HS�]PL^LY�PU�H�ZWLJPÄJ�ZVJPHS��ZWH[PHS�HUK�[LTWVYHS�
context to decide whether or not something is street art. 
Thus, even expressions that were not initially created as 
artworks may come to be seen as art in the meeting with 
a viewer. Since we cannot create a generally applicable 
summary of all the variable traits and conditions that may 
cause someone to experience something as street art, the 
ILZ[�^L�JHU�KV�HZ� YLZLHYJOLYZ� PZ� [V� MVJ\Z�VU� [OL�ZWLJPÄJ�

expression at hand – as well as its context and, perhaps, 
other viewers’ experience of both – in order to convey as 
clearly as possible to the audience what is interesting about 
it.

Over the last decade or so, street art studies has really 
Z[HY[LK� [V� JVTL� PU[V� P[Z� V^U� HZ� HU� HJHKLTPJ� ÄLSK� �MVY�
more on this, see Bengtsen 2016). As the body of scholars 
focused on street art and other forms of urban creativity 
has grown, so has the number of ways in which terms like 
“street art”, “street artist” and “urban art” are being used. 
Understandably, this can be confusing to newcomers and 
more established researchers alike. I believe, however, that 
the confusion mainly stems from the tacit presumption that 
we should all use the terms in the same way. What I am 
suggesting is that we lift this burden of expectation from 
our collective shoulders. As long as we use a given term 
JVUZPZ[LU[S`�^P[OPU�[OL�MYHTL^VYR�VM�H�ZWLJPÄJ�W\ISPJH[PVU��
and as long as we make clear to the audience what we take 
the term to mean in that publication, we can safely abandon 
the notion of a need for consensus and focus instead on 
producing interesting scholarship.
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1. Introduction
Ficto-criticism emerges as a genre of writing in the 1990s, 
driven by a range of cultural forces such as strands of 
feminism and the advent of the Public Internet (Gibbs, 
2005).1�0U�ÄJ[V�JYP[PJPZT��[OL�LYHKPJH[PVU�VM�JSLHY�IV\UKHYPLZ�
between public and private selves under the conditions of 
OPNOS`�TLKPH[PZLK� SH[L� JHWP[HSPZ[� ZVJPL[PLZ� PZ� YLÅLJ[LK� PU� H�
breakdown in strict generic demarcations between forms of 
ÄJ[PVU��LZZH`Z�HUK�JYP[PJPZT�HUK�IL[^LLU�Z[VYPLZ��YLÅLJ[PVUZ�
and arguments. Ficto-criticism is also the product of a space 
created for more marginal voices in publishing enabled by 
shifts in the economic models of electronic publishing and 
the institutional consolidation of creative writing programs 
in a global University system, particularly in the Anglophone 
world.

;OPZ�WHWLY�HYN\LZ�[OH[�ÄJ[V�JYP[PJHS�HWWYVHJOLZ�OH]L�H�YVSL�
to play in cultural heritage, particularly in responding to 

����:LL�HSZV�:JO\RUL�HUK�)YL^Z[LY��������W��� ��� �"�>VY[O��
2014, p. 8.

NYHɉ[P�HUK�Z[YLL[�HY[��0U�[OL�JHZL�VM�NYHɉ[P��[OL�JVTIPUH[PVU�
of illegality, the ephemerality of the physical product and the 
seeming-longevity of its digital products (its “Second Lives”, 
to quote Utah and Ether’s collaborator Good Guy Boris) 
mean that traditional heritage approaches may struggle to 
capture its true value. After all, in an era of highly-mediatised 
NYHɉ[P��[OLYL�PZ�UV�ZOVY[HNL�VM�PTHNLZ��I\[�VM[LU�H�KLHY[O�VM�
contexts, narratives and emotions

Utah and Ether are a female/male duo of American train 
painters, who skipped parole following arrests in the US and 
JVTTLUJLK�H�ZWYLL�VM� PU[LYUH[PVUHS�NYHɉ[P� �2UPNO[���������
;OL`�OH]L�WHPU[LK�NYHɉ[P� PU�KVaLUZ�VM�JV\U[YPLZ� PUJS\KPUN�
[OYV\NO� (ZPH� HUK� OH]L� ILJVTL� RL`� ÄN\YLZ� PU� [OL� NSVIHS�
NYHɉ[P� TV]LTLU[�� KVJ\TLU[PUN� [OLPY� V^U� HJ[P]P[PLZ� ^P[O�
]PKLVZ��IVVRZ�HUK�ºaPULZ��ZLL�\[HOL[OLY�JVT��

+LZWP[L� [OLPY� WYVTPULUJL� HUK� PTWVY[HUJL� [V� NYHɉ[P�� <[HO�
and Ether were excluded from my forthcoming study of the 
THQVY�NYHɉ[P�HUK�Z[YLL[�HY[�0UZ[HNYHT�HJJV\U[Z�HZ�[OL�KH[H�
driven algorithmic methods did not register their popularity 
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embarked on a long term “probation vacation”, painting subway networks across Europe and Asia. Their exploits were carefully 
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In 2016, Ether was again arrested and jailed while placing stickers on a Melbourne street. This paper considers the implications 
VM�<[HO�HUK�,[OLY»Z�NYHɉ[P�WYHJ[PJL��<ZPUN�ÄJ[V�JYP[PJHS�^YP[PUN�[LJOUPX\LZ��P[�H[[LTW[Z�[V�ÄSS� PU�[OL�NHWZ�VM�<[HO�HUK�,[OLY»Z�
MHU[HZ`�SPML�VU�[OL�Y\U�HUK�[OPUR�[OYV\NO�P[Z�PTWSPJH[PVUZ�MVY�J\S[\YHS�OLYP[HNL�HUK�NYHɉ[P�YLZLHYJO�PU�H�SH[L�JHWP[HSPZ[�^VYSK�

Keywords: 
.YHɉ[P��-PJ[V�JYP[PJPZT��3H �̂�3P[LYH[\YL��9LZLHYJO�TL[OVKZ��<[HO��,[OLY��¸7YVIH[PVU�=HJH[PVU¹

106



107

HUK� PUÅ\LUJL�� ;OLPY� 0UZ[HNYHT� HJJV\U[� HSZV� Z\ɈLYLK�
suspensions and cancellation, likely as a result of the illegal 
nature of their activities. The omission and methodological 
failure in my Instagram study has driven this methodological 
innovation. 

As Anna Gibbs (2005) notes: “Fictocriticism is a way of 
writing for which there is no blueprint and which must 
be constantly invented anew in the face of the singular 
problems that arise in the course of engagement with what 
is researched” (Gibbs, 2005: n.p.). Ficto-criticism as it is 
practiced here is not a form of self-expression but rather 
a careful transcription of the multiple texts produced by 
NYHɉ[P� ^YP[LYZ� HUK� HU� PU]LU[VY`� VM� [OL� JVU[L_[Z� PU� ^OPJO�
NYHɉ[P�TPNO[�HWWLHY�� PUJS\KPUN� [OL� MVYTZ�VM� HɈLJ[� P[�TPNO[�
NLULYH[L�� ;OYV\NO� P[Z� JHYLM\S� Z[HNPUN� VM� UHYYH[P]L�� ÄJ[V�
critical approaches are also designed to register the many 
connections – both institutional or coincidental – that 
ZOHWL�NYHɉ[P»Z�WYVK\J[PVU�HUK�P[Z�JVUZ\TW[PVU��[OL�ZWH[PHS��
temporal and cultural networks in which it appears. Through 
its capacity to simulate an inner voice or to mark emotions 
VM�WSLHZ\YL��MLHY��KLZPYL��IVYLKVT�VY�KPZN\Z[��ÄJ[V�JYP[PJPZT�
JHU�NL[�JSVZLY�[V�KPTLUZPVUZ�VM�NYHɉ[P�[OH[�HYL�HIZLU[�MYVT�
its visual simulacra.

Ficto-criticism is also appropriate for a terrain involving 
secrecy, lies, rumour, machismo and dissembling. When the 
subjects are engaged in ongoing criminal activities, risking 
jail or other punishments and are subject of surveillance, any 
documentation can threaten their freedom or, as was the case 
with the New York Times reporting of Utah and Ether, draw 
unwanted and unhelpful attention to the actors. However, 
PU�H�ÄJ[V�JYP[PJHS�HWWYVHJO��^OLYL�H�ZPUNSL�H\[OVYPHS�]VPJL�PZ�
HIZLU[��MHJ[Z�HYL�UV[�PKLU[PÄLK�HUK�[Y\[OZ�HYL�TPUNSLK�^P[O�
lies and speculation, the risk of jeopardy to the protagonists 
is minimised.

-PUHSS �̀� ÄJ[V�JYP[PJPZT� PZ� H� OLSWM\S� HWWYVHJO� ^OLU� [OLYL�
already exist a wide range of public documents that can be 
drawn on, including the extensive documentation produced 
by the artists themselves.

;OPZ� ÄJ[V�JYP[PJHS� HWWYVHJO� OHZ� THU`� HU[LJLKLU[Z�� (� RL`�
one, necessary in thinking through the gender dynamics of 
their relationship is the writing of Chris Kraus, particularly 
Summer of Hate (2012), which includes an extended 

section on the US prison system. A broader tradition of 
popular terrorist literature has also contributed to this piece: 
Bret Easton Ellis’ Glamorama (1998), for its registering of 
international mobility and self-conscious mediatisation and 
1HYL[[�2VILR»Z�ATTA� ��������H�ÄJ[PVUHS�ÄYZ[�WLYZVU�HJJV\U[�
of the 9/11 hijacker, published by Semiotexte press, of which 
Kraus is a co-editor.

2L`�ZV\YJLZ�MVY�[OPZ�^VYR�PUJS\KL�4PJOHLS�4VVYJVJR»Z�1LYY`�
Cornelius quartet and, as mentioned in the piece, fellow Sci-
Fi New Waver Harry Harrison’s Stainless Steel Rat series, 
as well as two novels on the Kennedy assassination: Don 
DeLillo’s Libra� �� ���� HUK� P[Z� RL`� WYVNLU`� 1HTLZ� ,SYV`»Z�
American Tabloid (1995) which develops a hallucinogenic 
account of place and conspiracy. The opening sentence 
of Libra also pay tribute to the teenage fascination with the 
Z\I^H`Z�VM�5L^�@VYR��[OH[�NH]L�IPY[O�[V�[OL�Z\I�J\S[\YL�VM�
train painting that Utah and Ether have taken to new heights. 
As a teenager, we are told of DeLillo’s Lee Harvey Oswald: 
“This was the year he rode the subway to the ends of the 
city, two hundred miles of track.”

4`�ÄYZ[�\ZL�VM�ÄJ[V�JYP[PJHS�TL[OVK�^HZ�PU�H�JVTTPZZPVULK�
LZZH`� HIV\[� H� NYHɉ[P�[OLTLK� T\YHS� PU� PUULY� 4LSIV\YUL��
which was published as “The Grandmaster Protocol”. What 
MVSSV^Z�PZ�HU�L_[YHJ[�VM�H�SVUNLY�ÄJ[V�JYP[PJHS�HJJV\U[�VM�[OL�
adventures of Utah and Ether.

���;OL�IHSSHK�VM�<[HO�HUK�,[OLY
;OPZ�PZ�H�^VYR�VM�ÄJ[PVU��4VZ[�VM�[OL�L]LU[Z�PU�[OPZ�Z[VY`�KPK�
take place, but not in the way I describe. I wasn’t there.

¨¨¨

1PT�*SH`�/HYWLY�ZS\TWLK�PU�H�ZLH[�H[�+LWHY[\YL�.H[L����VM�
Singapore Airport. The gate was empty. No planes would 
leave here for the next few hours. Four oil workers in dirty 
overalls and high-vis vests were sleeping on the rows of 
seats near the windows. The carpet smelt new, the high 
ceiling of delicate white steel glowed, repeating endlessly in 
huge glass panels. 

Across the cavernous passage of the empty terminal, an 
eight-year old boy playing on the furniture slipped a cracked 
OPZ� OLHK�VU� [OL� V]LYZPaL� IVS[Z� VM� H� Z[LLS� WPSSHY�� ;OLYL�^HZ�
a little bit of blood, then a lot of blood. His parents started 
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ZJYLHTPUN��1PT�^H[JOLK�HZ�[OL�WHYLU[Z�`LSSLK�HZ�[OL`�[YPLK�
[V�Z[H\UJO�[OL�ÅV �̂�;OL�IV`�[\YULK�^OP[L��;̂ V�HPYWVY[�Z[HɈ�
ZO\ɊLK�ULY]V\ZS �̀�I\[�UV�VUL�JHTL�[V�OLSW�

+HUPLSSL�)YLTULY�^HP[LK�H[�.H[L�����:OL�^HZ�Å`PUN�V\[� [V�
(\Z[YHSPH�^P[O�1PT�I\[�[OL`�UL]LY�ZH[�[VNL[OLY�H[�HPYWVY[Z��;LU�
hours earlier she and Harper had crept through a bamboo 
grove, scaled a concrete wall, hid in the shadows cast by 
the sodium lights of the train yard, cut through a fence and 
ÄUHSS �̀�ZWYH`�WHPU[LK�H�:PUNHWVYL�JVTT\[LY�[YHPU��;OLU�[OL`�
went to a nightclub. Then in the morning, to the airport. Her 
shoes were still damp.

:P[[PUN�ZLWHYH[LS`�H[�KPɈLYLU[�KLWHY[\YL�NH[LZ�ZLLTLK�ZPSS`�
I\[�P[�JV\SK�IL�[OL�KPɈLYLUJL�IL[^LLU�MYLLKVT�HUK�WYPZVU��
1PT�OHK�ÄYZ[�SLHYULK�[OPZ�̂ H`�VM�[OPURPUN�MYVT�H�UV]LS�OL�YLHK�
as teenager in Boston. Invented in the 50s, novelised in the 
� ��Z�HUK�ZL[� PU� [OL� [^LU[`�ÄYZ[� JLU[\Y �̀�/HYY`�/HYYPZVU»Z�
book The Stainless Steel Rat was the story of an outlaw, who 
hacked, scammed, sneaked his way across the galaxy.

3PRL�/HYWLY��[OL�9H[»Z�YLHS�UHTL�^HZ�HSZV�1PT��:SPWWLY`�1PT�
+P».YPa��(UK� [OL�9H[»Z�^PML�(UNLSPUH�WYV]PKLK� [OL� [LTWSH[L�
for his future relationship with Bremner, a sexy, post-
psychopathic co-conspirator. Growing up in Melbourne, 
The Stainless Steel Rat�^HZ�HSZV�1\SPHU�(ZZHUNL»Z�MH]V\YP[L�
book. In the early 1990s, Assange used Harry Harrison as his 
pseudonym on his OK Cupid�KH[L�WYVÄSL�

1PT�UL]LY�SPRLK�[V�YLHK�I\[�/HYYPZVU»Z�HU[P�OLYV�OHK�L_LYJPZLK�
a fascination over him as a fourteen year old. Was it possible 
the powers-that-be were that impotent, that the army of 
ZLUZVYZ��YVIV[Z��WVSPJL�HUK�WVSPJPLZ�^HZ�ZV�LHZ`�[V�L]HKL&�0[�
turned out that it was true.

It was a little over a month before he would be arrested and 
go to trial.

¨¨¨

On the last day of May 2016 in Room 5 of the Melbourne 
4HNPZ[YH[LZ�*V\Y[� 0�TL[� VUL� VM� [OL�TVZ[� UV[VYPV\Z� NYHɉ[P�
^YP[LYZ� PU� [OL� ^VYSK�� [OL� (TLYPJHU� 1PT� *SH`� /HYWLY�� HRH�
“Ether”. Short, slender and white-faced with close-cropped 
KHYR� OHPY� HUK� ^LHYPUN� HU� V]LYZPaLK� KHYR� NYLLU� WYPZVU�
tracksuit, Harper sat silent and distracted for the 30-minute 

contest hearing, though he was facing a likely six-month jail 
term in Australia, before being immediately deported to the 
US to face a second sentence for violating parole in Riker’s 
0ZSHUK��5L^�@VYR�

6U�OPZ�HYYLZ[��PU�H�OLHKSVJR�VU�)Y\UZ^PJR�:[��-P[aYV �̀�/HYWLY�
was found in possession of a Canon camera, a blue box-
cutter and numerous paint cans and markers. His grey 
QHJRL[�HUK�JHTV\ÅHNL�OH[�HSZV�JVU[HPULK�WHPU[�YLZPK\L��;OL�
7YVZLJ\[VY�YLWVY[Z�[OH[�[YHUZP[�WVSPJL�PU[LSSPNLUJL�JVUÄYTLK�
[OH[�,[OLY�^HZ�HU�PU[LYUH[PVUHS�NYHɉ[P�]HUKHS�HUK�[OH[�^P[OPU�
NYHɉ[P�J\S[\YL��[HNZ�JV\SK�IL�]PL^LK�HZ�\UPX\L�HUK�WLYZVUHS�
identifying markers.

¸(YL� [OLYL� HU`� WYPVY� TH[[LYZ&¹� HZRLK� [OL� 4HNPZ[YH[L�� ¸0�
assume because he has just arrived in Australia there’s no 
WYPVY�TH[[LYZ&¹

“No, your honour,” said the Prosecutor, “but I do have some 
American priors,” she said, searching through her papers. 

¸(TLYPJHU�WYPVYZ&¹�ZHPK�[OL�4HNPZ[YH[L��¸0»T�UV[�Z\YL�^OH[�0�
can do with those….”

Through whispers in the courtroom I realise that Harper is 
calm and disinterested because he knows things that the 
police and Magistrate do not. Danielle Bremner, “Utah”, was 
still on the run.

The night before Harper’s trial, she had purchased an 
airline ticket from Brisbane and checked in online for the 
L]LUPUN� ÅPNO[� [V� 4LSIV\YUL�� 7VSPJL� ^HP[LK� H[� [OL� HPYWVY[�
but Bremner did not appear. Like a Stainless Steel Rat, she 
OHK�ZPT\S[HULV\ZS`�W\YJOHZLK�[PJRL[Z�^P[O�JHZO�MVY�H�ÅPNO[�
[V�/VUN�2VUN��JSLHYPUN�J\Z[VTZ�^OPSL�OLY�4LSIV\YUL�ÅPNO[�
was still in the air.

¨¨¨

At the Singapore departure gate, the child was still bleeding. 
1PT�^H[JOLK�[OPZ�WHYHISL�VM�TVKLYU�[PTLZ�WSH`�V\[�PU�MYVU[�
of him: a badly injured tourist in an empty, multi-million 
KVSSHY�HPYWVY[�[LYTPUHS�^P[O�[^V�`V\UN�Z[HɈ�VU�^HSRPL�[HSRPLZ��
\UHISL� [V� Z\TTVU� H� KVJ[VY�� ;OL� I\PSKPUN� PZ� I\aaPUN� ^P[O�
technology, humming with money, at the centre of the city 
but as remote as village life. The mother is screaming at the 
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HPYSPUL�Z[HɈ�I\[�UV[OPUN�OHWWLUZ��;OL�SPML� PZ�KYHPUPUN�V\[�VM�
the boy and no one comes.

;OPZ�PZ�[OL�SVNPJ�[OH[�1PT�HUK�+HUPLSSL�JVUMYVU[�PU�LHJO�JP[`�
they visit – vast new, expensive empty infrastructure with 
screens and cameras but no people in sight – whatever 
terrible event of crime takes place, there is only silence, 
waiting. The glistening face of the control society is a mirage. 
In India, famously, they paint at a virgin train lay-up so new 
[OH[�TVKLYUP[`�HUK�NYHɉ[P�PZ�`L[�[V�HYYP]L��;OL�ZWHYRSPUN�UL^�
trains have never been used. They are wrapped in heavy 
plastic. With their trusty boxcutters, Utah and Ether cut them 
open like Christmas presents.

¨¨¨

The bleeding child in the empty airport and the crime 
or emergency where no one comes is part of a larger 
understanding. Like the Wikileaks founder, they are led 
I`�H�ZJPLUJL�ÄJ[PVU�OLYV�IVYU� PU�� ���� [OL�:[HPUSLZZ�:[LLS�
Rat, like the 9/11 hijackers with everyday stationary knives 
for cutting cardboard becoming a makeshift weapon, like 
Edward Snowdon, they choose to evade authorities in Hong 
Kong, an international city that is also part of an old empire 
and a New Century, out of reach of American warrants and 
extraditions.

;OPZ�PZU»[�Q\Z[�HIV\[�NYHɉ[P�VY�HIV\[�(ZPH��<[HO�HUK�,[OLY�HYL�
MVSSV^PUN�[OL�SVNPJ�VM�H�5L^�(NL��H�UL^�;YPHK��H�[^LU[`�ÄYZ[�
century Alphabet: A is for Assange. B is for Box-cutters. C 
is for China.
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In the context of Lisbon Street Art & Urban Creativity 
International Conference 2017, I would like to congratulate 
[OL�VYNHUPaH[PVU�VM�[OL��[O�,KP[PVU�VM�[OPZ�L]LU["�[OL�-HJ\S[`�
of Fine Arts of the University of Lisbon for hosting once 
HNHPU�[OPZ� PUP[PH[P]L"�[OL�V[OLY�WHY[ULYZ�VM�[OPZ�TLL[PUN�� 0[� PZ�
with great pleasure that the Ministry of Culture, through the 
Directorate-General for the Arts, supports this Conference.

Considering the intense programme announced for these 
[OYLL�KH`Z�VM�^VYR�� P[� PZ�LHZ`�[V�JVUÄYT�[OL�YLSL]HUJL�[OH[�
[OPZ�Z\IQLJ[��JVUULJ[LK�^P[O�NYHɉ[P�HUK�Z[YLL[�HY[��OHZ�JVTL�
to gain as an object of study, for a very diverse academic 
LU]PYVUTLU[�� PUJS\KPUN� ZL]LYHS� ZJPLU[PÄJ� HYLHZ�� ^OPJO� 0�
would classify as a multinational one, taking into account 
the origins of the participating researchers.

The subject is approached from many analytical perspectives 
HUK� T\S[PWSL� WSHZ[PJ� YLHSP[PLZ�� ^OPJO� JVUÄYT� [OL� J\YYLU[�
richness of the urban art phenomenon, both in terms of its 
aesthetic, patrimonial, social, economic and political impact 
and of the fast pace characteristic of its evolution. 

4\[H[PVUZ� K\L� [V� HU� LɈVY[� VM� V]LYJVTPUN� OH]L� HS^H`Z�
been crucial in the development of the visual arts. In the 
JVU[LTWVYHULP[ �̀� (Y[� /PZ[VY`� PKLU[PÄLZ� T\S[PWSL� J\YYLU[Z��
movements, genres, techniques, materials, creating a 
ground for a profound aesthetic renewal that results from 
a certain sense of questioning of the inherent conditions of 
creativity.

There is an expansion of the self-awareness of discourses 
HUK�[OL�LTLYNLUJL�VM�TL[HSHUN\HNLZ"�[OL�X\LZ[PVUPUN�VM�[OL�
H\[OVYZOPW�HZ�H�ZL[�VM�PUKP]PK\HSPZ[PJ�HUK�]PY[\V\Z�NLZ[\YLZ"�
the rupture with the process of consigning the work of art 
through the institutional dimension, among other rupture 
positions that projects such as those by Marcel Duchamp or 
1VZLWO�)L\`Z�LWP[VTPaL�

The latter author, by considering that each man is potentially 
an artist, by determining that the artistic is intrinsic to the 
nature of each individual, widens the spectrum of creativity, 
IYPUNPUN� P[� [V�[OL�KVTHPU�VM�JP[PaLUZOPW�� [V� � [OL�ÄLSK�VM�HY[��
that asserts itself as an intervention of political nature.

In some ways, it may be in this context that the genesis of 
expressions associated with urban art is inscribed. Born 
in the late 1960s, early 1970s, in the cities of Philadelphia 
HUK�5L^�@VYR��NYHɉ[P�LTLYNLK�HZ�H�ZLSM�[H\NO[�HUK�`V\[OM\S�
medium, claiming for itself a status of subversive act, 
practiced on the street, illegally, and thus in anonymity, with 
the aim of territorial demarcation.

Initially distant from the conventionality of institutional 
places, these forms of expression claimed a presence in 
the public space, demanding for themselves the right of 
expression of those who, while not coming from the high 
culture world, wanted to give visibility to their work that 
^V\SK�TH[LYPHSPaL��H[�[OL�ILNPUUPUN��PU�ZVTL[OPUN�HZ�ZPTWSL�
as a name, a signature, a tag.
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@L[�[VKH`�^L�HYL�KPZ[HU[�MYVT�[OPZ�WYPTVYKPHS�YLHSP[ �̀�ILJH\ZL�
[YHUZMVYTH[PVUZ�PU�[OL�\UP]LYZL�VM�NYHɉ[P�Z^PM[S`�JHTL�[V�SPNO[��
New iconographies were outlined, new media were adopted, 
new techniques were aligned, generations of authors were 
positioned and the phenomenon became global.

4VYL� L_WHUKLK� ÄLSKZ�� Z\JO� HZ� Z[YLL[� HY[� HUK� L]LU� TVYL�
IYVHKS`�\YIHU�HY[��ILNHU�[V�IL�KLÄULK��;OL�[YLUK�NLULYH[LK�
by these manifestations became an urban subculture and 
HSTVZ[� PUL]P[HIS`�LTLYNLK�H�WYVNYLZZP]L� PUZ[P[\[PVUHSPaH[PVU�
of these plasticisms, marked by their presence in galleries 
and museological spaces, and even being exhibited in some 
of the most prestigious institutions worldwide.

The proliferation of research, publications and events 
dedicated to these artistic practices has reinforced the 
interest of city governments, sometimes through the 
openness to support urban art, as a strategy that could 
contribute to heritage safeguard, the improvement of the 
W\ISPJ�ZWHJL�HUK�[OL�KLTVJYH[PaH[PVU�VM�HJJLZZ�[V�J\S[\YL�

And here I could not fail to mention all the work developed 
I`� 3PZIVU� *P[`� *V\UJPS�� JVUNYH[\SH[PUN� 4YZ�� *H[HYPUH� =Ha�
Pinto, City Councillor for Culture, for the project of the 
Urban Art Gallery. I believe that even at international level 
this is an emblematic case of a consistent and multifaceted 
investment on these expressions, with a relevant impact on 
the City of Lisbon.

;OL� Z\WWVY[� VɈLYLK� I`� [OL� 4PUPZ[Y`� VM� *\S[\YL� [V� [OL�
International Conference of Street Art and Urban Creativity 
through the Directorate-General for the Arts, as mentioned 
HIV]L��YLÅLJ[Z�[OL�Z[YLUN[O��[OL�YHUNL��[OL�KP]LYZP[`�HUK�[OL�
notoriety that these expressions and their community have 
conquered in the present time. 

>L� HYL� LɈLJ[P]LS`� JVTTP[[LK� [V� [OL� TVZ[� YLJLU[� ]PZ\HS�
manifestations, to a particular attention to the transformations 
of the cultural environment, to a desire for updating and 
JVTWYLOLUZP]LULZZ��;OPZ� PZ�HU�HY[PZ[PJ�ÄLSK�[OH[�^L�JHUUV[�
fail to observe, seeking to reach its authors and the entities 
that have promoted a productive performance.

As a part of the visual arts landscape in the present, this 
should mean supporting more initiatives in the universe 
of urban art. For that, it would be important to have more 
applications to the support programmes for artistic activities 
promoted by the Directorate-General for the Arts, as part of 
a new model that will be launched in the second half of this 
year.

We believe that we can contribute to dignify and strengthen 
the careers within an artistic context as young and emergent 
HZ�[OH[�VM�Z[YLL[�HY["�[V�[OL�YLPUMVYJLTLU[�VM�[OL�]P[HSP[`�HUK�
OL[LYVNLULP[`�[OH[�JOHYHJ[LYPaL�[OLPY�SHUN\HNLZ�[VKH`"�[V�[OL�
YLÅLJ[PVU�HUK�KLIH[L�[OL`�PU]VS]L"�[V�[OL�YVSL�[OL`�J\YYLU[S`�
play in the aesthetic experience of urban landscapes and 
HSZV� [V� [OL� KLTVJYH[PaH[PVU� VM� WYVK\J[PVU� HUK� HJJLZZ� [V�
culture that urban art can clearly achieve.

 
Miguel Honrado

The Secretary of State for Culture of Portugal
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Dear Vice President of the Faculty of Fine Arts, PhD Program 
+PYLJ[VY�� VYNHUPaLY� HUK� WYVTV[LY� VM� [OPZ� JVUMLYLUJL��
attendees, other institutional representatives, students and 
WYVMLZZPVUHSZ�OLYL�[VKH`"

(Z�KPYLJ[VY�VM� [OL�UH[PVUHS�VYNHUPaH[PVU� [OH[�OHZ�H�TPZZPVU�
to promote the value and support the arts in Portugal I am 
honored to share this moment in this event that will undertake 
discussion about some of the paradigmatic approaches to 
arts and society in our present times. 

Direção-Geral das Artes (General Directorate of Arts) is a 
W\ISPJ�VYNHUPaH[PVU�MYVT�[OL�7VY[\N\LZL�4PUPZ[Y`�VM�*\S[\YL��
[OH[� JVVYKPUH[LZ� [OL� WVSPJPLZ� VM� HY[� M\UKPUN� MVY� [OL� ÄLSKZ�
of architecture, digital arts, visual arts, dance, design, 
photography, music and theater.  We cover a diverse 
range of disciplines and professional activities. Among our 
main attributes are the management of various funding 
programmes to support the arts, the promotion of art and 
artists resident in Portugal, both across the country and 
abroad at an international level, the fostering of international 
cultural exchange and institutional cooperation, and ensuring 
regular and widespread access to culture as well as new 
audiences outreach.

We are an institution that monitors, regularly, to good extent, 
and for quite a few years, the arts scene. We receive a lot of 

applications for projects every year, and many requests to 
inform the audience about such projects almost daily, and 
^L�ÄUK� [OL�HYLH�VM�WYHJ[PJL�HUK�LUX\PY`�OLYL^P[O�H[�Z[HRL�
fairly unexplored.  

Indeed, within the projects that we fund (circa 500 a year), 
those that are particularly devoted to street art endeavours 
are fairly unusual. Street art practices appear embedded in 
proposals of a wider scope, dedicated to cross art-forms, 
often mixing ephemeral performance with mixed media,  
“soundscapes” and visual imprinting in public space. But 
the applications to develop proposals that are clearly under 
the headline that names this international conference – 
\YIHU� JYLH[P]P[`� ¶� HUK� WHY[PJ\SHYS`� [OVZL� [OH[� HɉSPH[L� ^P[O�
KLZPNUH[PVUZ�HUK�NYV\WZ�Z\JO�HZ�Z[YLL[�HY[��NYHɉ[P�HUK�Z[YLL[�
performance, or urban dance, are rare and appear to be 
out of context of the mainframe of the funding system that 
DAGARTES is responsible for managing.

We sense however, that the more artists and cultural agents 
are concerned with the social dimension of their work and the 
more they are engaged with social cohesion within the scope 
VM�\YIHU�JVTT\UP[PLZ��[OL�TVYL�^L�ÄUK�[OH[�JVSSLJ[P]LZ�HUK�
individual practitioners are working towards opening their 
work to the unframed space of the city, as an alternative to 
galleries, theatres, and concert halls.  Conventional spaces 
support the codes of production and reception which in 
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turn help to consolidate, but also to perpetuate, aesthetic 
fashion and creative processes that are less permeable to 
[OL�LɈLJ[Z�VM�W\ISPJ�PU[LY]LU[PVU��ZV�PM�^L�KV�UV[�TV]L�V\Y�
attention to artistic practices developing elsewhere, we may 
not be able to capture the change that might be undertaken 
in urban creative communities.  And while in the funding 
system these practices may not have visibility, we are 
aware of a community of people who have been developing 
HY[PZ[PJ�ZRPSSZ��L]LU[\HSS`�[V�OPNOS`�WYVMLZZPVUHSPaLK�Z[HUKHYKZ�
(despite their real income from this activity and institutional 
recognition), who are well settled and key players in the 
terrain. 

>L�KV�ZLUZL�H�[LUZPVU�IL[^LLU�KPɈLYLU[�HWWYVHJOLZ�[V�HY[�
and society reliant in these alternative models of working, 
which have a political stance, and still require that we look 
at them and renew perspectives which have long ago 
ILLU�PKLU[PÄLK���HZ�[OL�SV^�HY[�HUK�OPNO�HY[�KPZ[PUJ[PVUZ�MVY�
example, the popular and the elite - in the middle of other 
debates about social and territorial cohesion that have to 
ZVTL�L_[LU[� OLSWLK� [V� ÄUHUJL�HUK�WVSP[PJHSS`�WYVTV[L� [OL�
value of street art.

(�ZPNUPÄJHU[�ZPNU�VM�[OL�WLY[PULUJL�VM�[OPZ�Z\IQLJ[�PZ�[OH[�^L�
are gathering within an international conference, in the realms 
of the university, with the support of the major national arts 
funding body for independent professionals.  It is extremely 
stimulating that we can witness such an encounter, because 
in fact it reveals the consolidation of another paradigm in 
terms of the role and the appreciation of art, for people, for 
society, and for the professionals themselves. 

0UOLYLU[� [V� [OPZ� NH[OLYPUN�� ZV� ^L� ÄUK�� PZ� HU� PTWVY[HU[�
acknowledgement that creative propositions, emerging 
MYVT�VYNHUPaH[PVUZ�HUK�VM[LU�PUKP]PK\HSZ�VY�PUMVYTHS�NYV\WZ�
within civil society, have an innovative approach to urban 
space development and social experience. A space and 
society shaped by the hectic and sometimes chaotic design 
VY� \UWYLKPJ[HISL� W\SZL� VM� JP[`ZJHWLZ�� ^OLYL� OPNOS`� Ä_LK�
routines and behavioural codes overlap with variable sorts 
of exceptional events, economic conditions and cultural 
backgrounds.  The street is the public space, both ruled 
and un-ruled, which creative endeavour is addressing to 
transform and to integrate in the form of both liberated and 
committed artistic practice. 

As we can read from the topics of the conference programme, 
this is a theme that gathers aesthetic, social, political 
and economical issues that are at the forefront of various 
agendas, amongst which artists play a distinctive and 
innovative role that is here to be highlighted and debated. 
-VY�V\Y�V^U�PUZ[P[\[PVU�[OPZ�PZ�H�YPJO�ÄLSK�VM�JVU]LYNLUJL�[V�
be closely followed and that hopefully gains the attention of 
TVYL�VM� [OL�VYNHUPaH[PVUZ�HUK� PUKP]PK\HSZ� [OH[�HYL�^VYRPUN�
with public funding for making art a public experience.

I am particularly grateful to Pedro Soares Neves for taking 
the initiative to gather such a rich programme of speakers, 
projects and debates and challenging us to be here together 
under this umbrella today.

Paula Varanda
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In recent decades, Urban Art has become one inescapable 
reality in the public space of cities throughout the world. It is 
Z\JO�H�ZPNUPÄJHU[�[YLUK�[OH[�^L�JHU�UV^�[HSR�HIV\[�P[�HZ�VUL�
of the main artistic movements of the 21st century, not only 
because of its geographical profusion, but also because of 
the diversity of artists, techniques, medium, discourses and 
languages that  it embraces.

It is a phenomenon that is as global as it is singular, very 
relevant in the History of Art, by the complexity, creativity, 
ephemerality and paradoxes it implies. These characteristics 
THRL� P[� KPɉJ\S[�� VU� [OL�VUL�OHUK�� [V�KLÄUL�� [V� Z[\K`�HUK�
YLÅLJ[��I\[�VU�[OL�V[OLY�OHUK�WYVTV[L�H�]LY`�Z[YVUN�HY[PZ[PJ�
production and the renovation of the plastic discourse in the 
urban landscape.

In this context, the municipality of Lisbon created the 
Urban Art Gallery, or GAU, in 2008. The Urban Art Gallery 
PZ� H�T\UPJPWHS� WSH[MVYT� KLKPJH[LK� [V� NYHɉ[P� HUK� Z[YLL[� HY[�
X\LZ[PVUZ�� >P[O� [OPZ� NLZ[\YL� [OL� JP[`� W\ISPJS`� YLJVNUPaLZ�
Z[YLL[� HY[� HUK� NYHɉ[P� HZ� L_WYLZZPVUZ� VM� \YIHU� HY[�� HZ� H�
subculture globally existing in the city, and also provides 
ZWHJLZ� [OYV\NOV\[� KPɈLYLU[� HYLHZ� MVY� HY[PZ[PJ� PU[LY]LU[PVU�
along the urban mesh.

When GAU was created, we knew it would be necessary to 
look at the urban art phenomenon in a holistic way, adopting 
strategies that would promote not only artistic production 
and the enrichment of the city landscape, but also other 
dimensions, such as the divulgation and awareness for the 
PTWVY[HUJL� VM� J\S[\YHS� OLYP[HNL�� YLÅLJ[PVU� HUK� YLZLHYJO��
inventory methodologies, support for the edition of new 
publications, cultural animation and pedagogy, international 
relations.

Since 2008, and over the last 9 years, we developed many 
WYVQLJ[Z� PU� [OPZ� HY[PZ[PJ� ÄLSK"� ^L� OH]L� ^VYRLK� ^P[O� THU`�
artists and authors and we can see Lisbon art works of the 
most relevant and prestigious national and international 
artists in the global street art scene.
In particular we would like to highlight the work that we have 
been doing in social neighborhoods and that has become 
one of the priorities of GAU in recent years, since urban art 
can be a very important tool to promote dialogue between 

KPɈLYLU[� NLULYH[PVUZ�� ;OL� JYLH[PVU� VM� \YIHU� HY[� WPLJLZ�
can be a source of cultural and artistic value, enriching 
neighborhoods and contributing to the appreciation of the 
territory and sense of belonging.

In this context, we have decided to create an Urban Art 
Festival in the city – Muro – that has already had 2 editions. 
;OL� ÄYZ[�^HZ� PU� ����� PU� )HPYYV� 7HKYL�*\Ya� ULPNOIVYOVVK"�
the second in 2017 in Marvila. The success of these events 
OHZ� JVUÄYTLK� [OH[� WLYPWOLYPLZ� JHU� ILJVTL� UL^� JLU[LYZ�
VM� PU[LY]LU[PVU�� JVU[YPI\[PUN� [V� YL]P[HSPaL� [OL� L_WLYPLUJL� VM�
public space, to the creation of new identity features and the 
deepening of the sense of belonging between its residents 
and the territory.
In this way we reinforce the dimension of Urban Art and 
Community intervention in the municipal strategy of urban 
art, as well as the role of GAU as a project from the city of 
the city, reasserting the municipality as an entity that invests 
in proximity policies, giving value to life experience in the 
ULPNOIVYOVVKZ�� WYVTV[LZ� KLTVJYH[PaH[PVU� HUK� HJJLZZ� [V�
culture, reinforces social and creative inclusion, working with 
everybody, with all those who wish to intervene through an 
H\[OVYPaLK�^H �̀�PU�W\ISPJ�ZWHJL�

Because of all this we are very happy to witness national and 
international recognition of Portuguese artists and urban art 
in Lisbon, nowadays considered one of the most relevant 
JHWP[HSZ� PU� [OL� ÄLSK� VM� � NYHɉ[P� HUK� Z[YLL[� HY[� WYVK\J[PVU�� 0�
want to express my gratitude and admiration to the municipal 
team that has been leading this area of city policy, with 2 of 
them also participating in this conference, Sílvia and Inês.
It is also our great satisfaction to participate in spaces for the 
KPZJ\ZZPVU�HUK� YLÅLJ[PVU�VM�\YIHU�HY[�HUK�J\S[\YHS�WVSPJPLZ�
such as in this conference. The research and understanding 
of this plastic universe is another priority of GAU intervention. 
0[�PZ�VM�NYLH[�PTWVY[HUJL�MVY�[OL�YLÅLJ[PVU�HUK�KLIH[L�HIV\[�
urban art between researchers and academics, artists, 
JVTT\UP[PLZ�HUK�HSS�[OL�JP[PaLUZ�[OH[�LUQV`�[OL�W\ISPJ�ZWHJL�

Dialogue and heritage awareness are fundamental premises 
MVY�[OL�KL]LSVWTLU[�VM�NVVK�WYHJ[PJLZ�HUK�MVY�[OL�KLÄUP[PVU�
VM� LɉJPLU[� Z[YH[LNPLZ� PU� VYKLY� [V� OH]L� H� TVYL� JYLH[P]L��
balanced and harmonious experience of the artistic and 
cultural patrimony of our city.

 

:[YLL[�(Y[��<YIHU�*YLH[P]P[ �̀�17.07.07
Catarina Vaz Pinto, Council women for Culture, Lisbon City Council 
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