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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. 
Several participants emphasized the incompatibilities that 
TH`�HYPZL�^OLU�NYHɉ[P� HUK� Z[YLL[� HY[� HYL�KL]LSVWLK� PU� HU�
institutionalized manner. It was argued that these forms of 
urban creativity have a valuable capacity for resilience in 
adapting both to attempts to institutionalize, and attempts 
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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���0U[YVK\J[PVU
Street art images often come with an aura of resistance. In 
the media coverage of recent international protests, street 
art photographs illustrated the Occupy movement, the 
“Arabellion”�� VY� [OL� ,\YVWLHU� ÄUHUJPHS� JYPZPZ�� ;OL� Z[YLL[�
art produced during the Egyptian revolution is said to have 
played an important role in the protests (Abaza 2012). 
It is even thought that the civil war in Syria was triggered 
I`�H�WPLJL�VM�NYHɉ[P� PU�+HYH»H� �(ZOLY�:OHWPYV��������-VY� P[�
conveys knowledge and narratives – whether historical 
or contemporary – from the local level across linguistic 
borders, street art seems to serve as a tool for transnational 
JVTT\UPJH[PVU�HUK�WYV[LZ[�PU�[PTLZ�VM�WVSP[PJHS�JVUÅPJ[��

Street art has been recognized as a research subject 
in numerous academic disciplines (e.g., media and 
communication studies, cultural and urban studies, 
anthropology, sociology, and art history). Ironically, one of 
the few disciplines that does not seem to be interested in 
investigating the political potential of street art is political 
science. Even though street art is ubiquitous in urban 
spaces and is frequently used to convey political messages 
transnationally, often referring to international politics, 
political science and its sub-discipline International Relations 
(IR) – tend to marginalize it as a social phenomenon of youth 
and hip-hop culture. Although in IR the political impact of 
visual practices is gradually being considered (e.g., Bleiker 

2011; 2015; Hansen 2014), there is almost no research on 
street art as a means of transnational protest communication 
(one of the few exceptions is Ryan 2016).

In the light of the above, I am asking: What can we learn 
from street art about visual resistance in the interplay with 
political power structures? In doing so, I assume that 
resistance is rarely “pure” but rather stands in a dialectically 
entangled relationship with power and rule. “Looking is 
a practice [which] involves learning to interpret and […] 
involves relationships of power” (Sturken & Cartwright 2001: 
10). Thus, in the face of the political presence of street art, 
political science must investigate both how street art acts 
within power structures and how knowledge for critical 
interpretation can be produced. Because of its seemingly 
subversive aura, street art is not only being employed by 
civil society and resistance movements but also by powerful 
(commercial and state) players who make use of its hipness, 
street credibility, and resistance chic for propaganda and 
marketing reasons. It is thus constantly being negotiated 
between appropriation and re-appropriation. Both viewers 
HUK�WYVK\JLYZ�TPNO[�ÄUK�P[�OHYK�[V�PU[LYWYL[�[OL�ÄUL�U\HUJLZ�
of rule and resistance involved. They are at risk of falling 
into the trap of either (often subtle) political ideology and 
propaganda or neo-liberal appropriation and depoliticization. 
Either way, awareness must be increased. 

  Articles
 

Mind the trap: Street art, visual literacy, and visual resistance 

3PZH�)VNLY[Z
M.A., Goethe University Frankfurt, Germany 
bogerts@soz.uni-frankfurt.de
 
 
(IZ[YHJ[
Street art is used in political contexts by both powerful players and resistance movements. To understand how images make 
meaning and are constantly being negotiated between rule and resistance, a visual literacy must be fostered. I have therefore 
PU[YVK\JLK�HU�PU[LYKPZJPWSPUHY`�TL[OVKVSVN`�MVY�JYP[PJHS�]PZ\HS�HUHS`ZPZ�[OH[�HSSV^Z�MVY�[OL�KPɈLYLU[PH[LK�L_HTPUH[PVU�VM�PTHNLZ�
PU�[OL�PU[LYWSH`�VM�Y\SL�HUK�YLZPZ[HUJL�HUK�JVUZPKLYZ�[OL�ZWLJPÄJ�MLH[\YLZ�VM�Z[YLL[�HY[��;OPZ�HUHS`[PJHS�MYHTL^VYR�HPTZ�[V�MVZ[LY�
H�JYVZZ�MLY[PSPaH[PVU�IL[^LLU�]PZ\HS�J\S[\YL�HUK�WVSP[PJHS�ZJPLUJL�HUK�TVYL�ZWLJPÄJHSS �̀�0U[LYUH[PVUHS�9LSH[PVUZ�

 
Keywords: Resistance, Critical Visual Analysis, Visual Culture, Visual Literacy, Street Art, Political Science



In my research, I contribute to this aim in four ways. First, 
I introduce street art as a research subject of IR. Second, I 
PU[LUK�[V�YLÄUL�[OL�[OLVY`�VM�]PZ\HS�YLZPZ[HUJL��HUK�WV^LY���
which has been developed by scholars in visual culture 
�L�N��� 4PYaVLɈ� ������ [V� T\[\HSS`� LUYPJO� IV[O� YLZLHYJO�
ÄLSKZ� �09� HUK� ]PZ\HS� J\S[\YL��� ;OPYK�� 0� OH]L� KL]LSVWLK� HU�
interdisciplinary heuristic of critical visual analysis that allows 
MVY�H�KPɈLYLU[PH[LK�L_HTPUH[PVU�VM�OV^�PTHNLZ�^VYR� PU�[OL�
PU[LYWSH`�VM� Y\SL�HUK� YLZPZ[HUJL�HUK�JVUZPKLYZ� [OL�ZWLJPÄJ�
features of street art. Finally, I aim to shift the focus from a 
rather disempowering critical perspective towards one that 
stresses the agency of the social subject and, through visual 
literacy, empowers it for both an informed critical image 
consumption and (counter)production. 

���=PZ\HS�WV^LY��]PZ\HS�YLZPZ[HUJL
In academia, the increasing commercialization and 
incorporation of street art into the art market has attracted 
much attention. However, social science concepts of the 
dialectically entangled relationship between political rule 
and resistance – in particular from critical and postcolonial 
theory (e.g., Bhabha 1994; Foucault 1978: 95) – have rarely 
been applied. Nevertheless, I argue that the use of street art 
perfectly illustrates the constant negotiation between power 
and resistance.

Building upon critical theory and cultural studies, scholars 
PU� [OL� ÄLSK� VM� ]PZ\HS� J\S[\YL� HZZ\TL� [OH[!� ¸B[VD� L_WSVYL� [OL�
meaning of images is to recognize that they are produced 
within dynamics of social power and ideology” (Sturken & 
Cartwright 2001: 21). For visual culture abandons the former 

�
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Fig. 1: Avenida de Mayo, Buenos Aires; March 2016; artists: Red Sudakas, Fileteadores del Conurbano, Lucas Quinto, Sergio 
Condori, Pericles, Eric Chareun, Ruben Minutoli (photo: Lisa Bogerts).



discrimination between “high” and popular culture and blurs 
the lines between academic disciplines, I argue for further 
cross-fertilization between IR and visual culture.
However, critical theory can have a rather disempowering 
LɈLJ[�ILJH\ZL� P[� HZZ\TLZ� [OL� PULZJHWHISL� PU]VS]LTLU[�VM�
the social subject within power structures and dominant 
ideology – a perspective that leaves little hope for social 
change. Visual literacy must stress the agency of the social 
subject in the constant power struggle and assume that there 
is always room for counter-hegemonic action by political 
movements or subversive cultural tactics, especially with 
the help of images and popular culture (Hall 1993; Gramsci 
1971; Sturken & Cartwright 2001: 54, 69). 

���=PZ\HS�SP[LYHJ`!�(�TL[OVKVSVN`�
;V� MVZ[LY� ]PZ\HS� SP[LYHJ`� VUL� T\Z[� ÄYZ[� IL� H^HYL� VM� [OL�
KPɈLYLU[� SL]LSZ� VU� ^OPJO� HU� PTHNL� THRLZ� TLHUPUN� HUK�
subsequently assemble relevant context information. While 
one level indicates a resistant character, another level might 
reveal the simultaneous entanglement of the image within 
power structures. One must thus apply an interdisciplinary 
multi-level framework for critical visual analysis. Building on 
Gillian Rose´s (2016) four-level approach (production, the 
image itself, circulation, and audiencing) as well as other 
]PZ\HS�TL[OVKVSVNPLZ��0�Z\NNLZ[�[OL�KPɈLYLU[PH[PVU�VM�ZL]LU�
levels of analysis. 
First, on the legal level (L level), it is important whether the 
image is authorized or unlawful and thus self-authorized. 
Second, regarding the spatial dimension (S level), one 
examines the location and the architectural surface of the 
image, which might indicate a political purpose and/or 
symbolic occupation of space. Third, on the level of time 
(T level), one regards the historical moment in which the 
image was produced and displayed to identify possible 
political occasions. Fourth, on the material level (M level), 
it is considered whether the technique and the material of 
the image indicate a political meaning. Fifth, we consider the 
social position of the producer(s) (P level) which entails both 
[OL�H\[OVY�Z��HUK��PM�[OLYL�HYL�HU �̀�[OL�WYPUJPWHSZ�ÄUHUJPLYZ��
An anonymous artist might indicate an unauthorized and 
potentially subversive act in which the producer wishes 
to remain unknown. Sixth, the iconological content of the 
image (I level) is interpreted in view of the symbolic meaning 
of both what is depicted and how it is depicted. On the 
seventh level, one examines whether the image entails any 
social, political, or economic reactions by its audience, an 

aspect which Rose (2016) calls the audiencing of the image 
(A level).

���*YP[PJHS�]PZ\HS�HUHS`ZPZ!�(�IYPLM�L_HTWSL
To illustrate how this systematic way of approaching street 
art would work in a real world situation, I provide the example 
of a street art image� from Buenos Aires (Fig. 1). I will analyze 
the most important features of this image with respect to the 
seven levels mentioned above.�. 
Starting with the L level, the artwork depicted does not break 
the law because the owner of the building has been tolerating 
P[� ZPUJL� [OL� ^HSS� ^HZ� ÄYZ[� WHPU[LK� PU� �����3 Whereas the 
building is vacant and does not indicate a political meaning 
in itself (S level), it is located in downtown Buenos Aires on 
Avenida de Mayo (connecting Plaza del Congreso and Plaza 
de Mayo), which is the hub of political life in Argentina and 
one of the capital’s main routes for political marches. The 
image is dated March 24th, 2016 (T level), only a few months 
after the current center-right government led by president 
Mauricio Macri had ended 12 years of leftist Kirchnerism in 
Argentina. According to the artists, they repaint the wall every 
year on the anniversary of the coup d’état that started the 
last military dictatorship in Argentina (1976–1983).4 Looking 
at the material level (M-level), we see a large (approx. 12×7m) 
mural. In Latin America, political muralism is traditionally 
associated with the populist politics of socialist regimes 
(e.g., in the Mexican muralism of the 1930s). The mural was 
painted by several artists and art collectives (see caption 
Fig. 1) in a participatory community event (P level), and was 
supported by the state workers’ trade union, ATE. Whereas 
the artists claim to be institutionally independent and do 
UV[� YLJLP]L� ÄUHUJPHS� Z\WWVY[� MYVT� HU`� WHY[ �̀� [OL`� THPUS`�
identify with (Kirchnerist) Peronism and Latin American 
leftist regionalism, and are occasionally commissioned by 

1.  In this article, for the sake of simplicity, I employ the term street 
HY[�PU�H�IYVHK�ZLUZL�MVY�]LY`�KPɈLYLU[�]PZ\HS�TLKPH��PUJS\KPUN�T\-
rals. However, both artistic features and political self-conceptions 
vary widely.
2.  This example is taken from my PhD thesis (forthcoming) 
in which I am investigating the case of anti-imperialist visual 
resistance in Latin American metropolises, namely Buenos Aires, 
Bogotá, Caracas, and Mexico City. 
3.  Interview with members of Red Sudakas on Nov. 30, 2016, in 
Buenos Aires. 
4.  Interview with members of Red Sudakas and Lucas Quinto on 
Nov. 30, 2016, in Buenos Aires.

8
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Kirchnerist-led institutions such as national ministries or 
municipalities.5 Some of the participating artists are involved 
in international cooperations to promote both their art and 
political convictions and have thus gained visibility beyond 
the borders of Argentina.6

Regarding the iconology (I level��� 0� VɈLY� [OL� MVSSV^PUN�
interpretation: the image depicts the struggle by “the people” 
of Latin America symbolized, inter alia, by a Madre de Plaza 
de Mayo and several symbols of native populations such 
HZ�[OL�Z\U�HUK�[OL�>PWOHSH�YHPUIV^�ÅHN� PU�ZVJPHSPZ[�YLHSPZ[�
style (on the left side). Their resistance is directed against the 
PU[LYUH[PVUHS� ÄUHUJL� JHWP[HS�� Z`TIVSPaLK� I`� [OL� SVNV[`WLZ�
of transnational corporations�, as well as an eagle (i.e., the 
USA) and vultures (i.e., vulture funds) operating President 
Macri like a marionette (on the right side). In the center of the 
image, the slogan “40 años – ni olvido ni perdón” reminds 
us of the anniversary of the coup d’état in 1976 as part of 
the anti-Communist and pro-neoliberal Operation Condor in 
Latin America, which was supported by the CIA and the US 
government. The slogan “América Latina – ahora o nunca” 
is the title of a 1967 text by ex-President Juán Perón, the 
founding father of Peronism, promoting Latin American 
regional integration for both the preservation and the 
defense of the continent´s natural resources.8 As the artists´ 

5.  Interviews with members of Red Sudakas and Lucas Quinto on 
5V]������������HZ�^LSS�HZ�^P[O�:LYNPV�*VUKVYP�HUK�=HSLYPH�6YÄUV�VU�
Nov 29, 2016, in Buenos Aires. A notable example of a government-
commissioned mural by Red Sudakas (and other artists) is the 50 m 
long “ALCArajo” mural at the Constitución train station in Buenos 
Aires, which depicts heroes of anti-colonialism/(neo)imperialism 
remembering the 2005 defeat of the Free Trade Area of the 
Americas (ALCA) in Mar de Plata led by Néstor Kirchner and other 
left-wing presidents such as Hugo Chávez and Evo Morales; http://
cuestionentrerriana.com.ar/urribarri-y-tomada-inauguraron-mural-
en-constitucion/ (6/19/2017)
6. See for example http://periodicosic.com.ar/2013/11/13/murales-
que-rescatan-la-identidad-latinoamericana/ (6/19/2017)
7. Namely Monsanto (agrochemical/-cultural biotechnology), 
Shell (oil and gas), JP Morgan (investment banking) and Barrick 
(gold mining) in addition to Clarín media group (for the battle 
over the Argentine media law, see http://www.telegraph.co.uk/
news/worldnews/southamerica/argentina/10413163/Argentine-
court-approves-media-law-forcing-breakup-of-key-critic.html; 
6/20/2017)) 
8. http://www.elciudadano.cl/politica/america-latina-ahora-o-
nunca-la-doctrina-ecologica-de-juan-domingo-peron/11/18/ 

own description suggests, the image is intended to express 
resistance against Argentina’s international debt (which was 
questioned by the Kirchner government but is acknowledged 
by ultra-neoliberal businessman Macri) and the “surrender” 
of the country – and the whole of Latin America – to the 
international capitalist market.9 With regard to audiencing 
(A level), photographs of the mural have been shared and 
commented online, not only by the artists themselves but 
also on social media platforms (with either touristic, artistic, 
or political backgrounds). According to the artists, the 
2015 version of the mural was vandalized by unknowns.�� 
In 2016, the repainting of the image was accompanied by 
the annual March 24 demonstration against the oblivion 
of the junta’s victims, which was also directed against US 
interventionism and international debt policy.�� Photographs 
of the mural appeared in both domestic and international 
media.�� Furthermore, the association of the Madres de 
Plaza de Mayo used a cutout of the angry madre (see I level) 
for several mobilization posters e.g., for a resistance march 
against Macri in August 2016.�� 
Without a doubt, there are – as always in both academia 
and art – various possible interpretations of the material. 
;V�WYV]PKL�YLSPHISL�ÄUKPUNZ��H�TVYL�KL[HPSLK�HUHS`ZPZ�VM�[OL�
complex content and context is required. Nevertheless, 
this summary provides an initial insight of how international 
politics (in particular, Latin American regional identity and 
integration as well as neo-imperialist political and economic 
interventionism), frequently interlinked with domestic 
politics, are negotiated in street art and how resistance is 
expressed by means of cultural identity. The example also 
illustrates that the resistant character of an image is often 
debatable and intertwined with power relations. Although the 

(6/19/2017)
9.  http://redsudakas.blogspot.com/2016/03/a-40-anos-del-golpe-
civico-militar.html (6/19/2017)
10.  Interview with members of Red Sudakas on Nov. 30, 2016, in 
Buenos Aires.
11.  Ibid.
12.  See for example http://www.cnbc.com/2017/05/04/argen-
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(6/20/2017)
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Kirchnerist party supported by some of the artists employed 
a discourse of resistance against external interventionism 
and is now in the opposition, it was in power of the highest 
government posts until only recently (and was, moreover, 
often accused of populism and even authoritarianism��). 

���4PUK�[OL�[YHW

>P[O� [OL� OLSW� VM� [OPZ� KPɈLYLU[PH[LK� TL[OVKVSVNPJHS�
framework, images can be analyzed with a special attention 
[V� [OL� ÄUL� U\HUJLZ� HUK� HTIPN\P[PLZ� [OH[� TH`� IL� JH\ZLK�
by the dialectically entangled relation between rule and 
resistance. It helps us to understand how street art images 
HYL� LTWSV`LK� MVY� KPɈLYLU[� WVSP[PJHS� W\YWVZLZ� HUK� OV^� [OL�
trap of misreading or, more precisely, “mislooking”, can be 
avoided. That is not to say that there are “right” and “wrong” 
interpretations. Image perception varies according to the 
individual experiences and knowledge of the observer. The 
meaning is thus literally in the eye of the beholder. However, 
P[�PZ�ZVTL[PTLZ�KPɉJ\S[�[V�\UKLYZ[HUK�[OL�JVU[L_[��PU[LUKLK�
message, and purpose of an image and to decide upon 
possible interpretations and reactions. It can thus be helpful 
to understand how images create meaning(s) of the world. 
6U� [OH[� IHZPZ�� VUL� JHU� L_WSVYL� [HJ[PJZ� [OH[� ¸TPNO[� VɈLY�
resistant practices to dominant hegemonic readings of 
cultural products” (Sturken & Cartwright 2001: 69) i.e., ways 
of oppositional looking or even counter-action (Hall 1993).

6M�JV\YZL��SPRL�L]LY`�YLZLHYJO�ÄUKPUN��[OPZ�TL[OVKVSVN`�JHU�
also turn against resistance practices. It can be applied by 
those powerful players who employ knowledge of street art 
for their own purposes or even aim to oppress resistance. 
The German Armed Forces recently asked me to advise their 
Department of Strategic Communication on street art and 
NYHɉ[P�PU�(MNOHUPZ[HU�[OH[�¸TPNO[�JVU[HPU�OPKKLU�TLZZHNLZ�
for the troops”. Researchers must always be aware of 
unintended consequences that can put emancipatory 
activism at risk and thus strengthen forces of control and 
domination. 

Shifting the focus towards the agency of social subjects, 
this critical approach will help to explore possibilities of how 
people can challenge or resist dominant ideology with the 
help of the visual and, in turn, foster awareness for the risk 

14.  https://www.dissentmagazine.org/blog/bad-vibes-on-populism-and-

crisis-denial-in-argentina (6/19/2017).

of both subtle depoliticization and propaganda. Please mind 
the trap.
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���0U[YVK\J[PVU
;OPZ� WHWLY�� º>OPZWLY� ÄUKLYZ!� 3LHYUPUN� MYVT� :OVYLKP[JO»��
borrows its title from the book ‘Learning from Las Vegas’ 
(Venturi, et al., 1972). It is the result of ten years of research 
HUK� WLYZVUHS� YLÅLJ[PVU� HIV\[� [OL� (Y[� /PZ[VY`� VM� :[YLL[�
Art in London, mainly focusing on its development and 
evolution within the area of the East End, taking Brick Lane 
and Shoreditch as the centre of the investigation. For this 
research, the equivalent of the Summa Artis would be 
Hookedblog (www.hookedblog.co.uk) and Vandalog (www.
vandalog.com); the main libraries would be The Black Rat 
Press, Pure Evil Gallery, and the Stolen Space; and the 
school, Shoreditch Street Art Tours with NoLionsInEngland1 
as the tutor. For that reason please allow me to depart 
from my academic tone of Art Historian for the prestigious 
University Complutense of Madrid, and be a little bit more 
casual in this paper.

(M[LY� Ä]L� `LHYZ� PU� [OL� Z[\K`� VM� [OL� /PZ[VY`� VM� (Y[�� HUK�
three of a traditional doctorate in Contemporary Art, all in 
[OL�<UP]LYZP[`� *VTWS\[LUZL� VM�4HKYPK�� [OPZ� YLZLHYJO� Ä_LK�
3VUKVU�HZ�[OL�JLU[YL�VM�[OL�TH[[LY�VM�Z[\K �̀�;OL�ÄLSK^VYR�
was established there because there was something special 
happening particularly in the East part of town. Over time, 
/PW�/VW�.YHɉ[P�NH]L�IPY[O� [V�7VZ[�.YHɉ[P�TV]LTLU[Z� �P�L��

(IZ[YHJ[�.YHɉ[P��*HSSPNYHɉ[P�� VY�/`WLY�YLHSPZ[PJ�.YHɉ[P�� HUK�
other bastard sons, more disrespectful to the non-written 
Y\SLZ�VM� [YHKP[PVUHS�NYHɉ[P�� [OH[� [VNL[OLY�Z[HY[LK�[V�JYLH[L�H�
visual landscape closer to the paintings that could be studied 
at a university degree in history of art. Also, there was this 
artist called Banksy doing very unusual artistic interventions. 
Several interesting circumstances were showing that, 
following the humanistic spirit, it was necessary to know more 
about this entire social and artistic panorama. Moreover, to 
reach an understanding of the Iconological level (Panofsky, 
1939)2 it is necessary to understand the culture, in a holistic 
sense, of that art movement. And why Shoreditch? Because 
it was considered as one of the international capitals of street 
art (Schacter, 2013)3, and thanks to its level of pieces, and 
pictorial quality of the artists who painted there, it is easy to 
believe that.

���(�[V\Y�HYV\UK�:OVYLKP[JO
When talking about Shoreditch and street art, the next 
word that usually comes to mind is tours. So, please allow 
yourself to be taken for a tour in Shoreditch so we can talk 
about the things happening there and why this is relevant 
[V�\Z� [VKH �̀�;V�\UKLYZ[HUK�^O`� [OPZ�HY[�TV]LTLU[�ÄUKZ�H�
place in the East End we need to understand a little bit of 
the history of Shoreditch. At the Old City of London extra 
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muros, legend (and Wikipedia) says it owes its name to Jane 
Shore, mistress of a king, who was buried in a ditch in this 
part of town4. Shoreditch was also known as Suburbs of 
Sin during Shakespeare’s times, who as a member of the 
Lord Chamberlain’s Men would have walked the streets of 
Shoreditch. Next to both The Theatre and The Curtain is now 
a wall with street art.

0[� PZ� PTWVY[HU[� [V� [HSR� HSZV� HIV\[� [OL� KPɈLYLU[� ^H]LZ� VM�
immigration that made this area special. If we talk about 
Street Art, the map is not just the Shoreditch that is 
actually part of Hackney Council, but also the Brick Lane 
area, that belongs to Tower Hamlets Council. The fact 
of their separation by council does not take the feeling of 
being part of the same place. The Old Nichol, the slum 
that hosted Boundary Estate, which is one (or the) oldest 
council estates in the world, was perhaps also part of this 
same neighborhood. Obviously, it is not the same Old Street 
as Heneage Street but the whole area feels connected 
somehow. That area around Brick Lane historically has 
received several waves of immigration (Cox, 2013). First 
were the Huguenots, then the Jewish community, after them 

the Bangladeshi one, and nowadays, among many other 
young people, are the Europeans (many of them Spaniards) 
who populate those streets, at least until Brexit. The fact of 
being one of the most historically deprived neighborhoods 
in the United Kingdom doesn’t help the traditional popular 
perception of the neighborhood as a dangerous place. As an 
excuse for that opinion, the sole mention of Jack the Ripper 
makes sense but it is not only the legendary killer who used 
this area for his crimes. Prostitution and drug dealing were 
historically present around Brick Lane. In fact, the infamous 
gangsters, the Kray twins had their local pub, The Blind 
Beggar, just around the corner. Near there is Bethnal Green 
Station, “the worst civilian disaster of World War II” that 
was actually not a bombing - some still consider it a case 
of public negligence5. This was an area full of industry. The 
silk weaving of the Huguenots and the small leather factories 
of the Bangladeshi community, plus the big complex of the 
Truman Brewery made the traditionally working class spirit 
of Bethnal Green extend around this area. Many of these 
small and big factories will become artist’s studios over time 
(Fig. 1).

��
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Fig. 1. Artists studios, Old Truman Brewery, London 2013. Will Edgecombe.
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When a neighborhood is perceived as dangerous, the rent 
PZ�JOLHWLY�HUK�[OLYLMVYL�TVYL�HɈVYKHISL�[OHU�PU�V[OLY�WHY[Z�
of town, and this is an area that was a clear example of that. 
Also, the limited public investment in an area with traditional 
JYPTPUHS�HJ[P]P[`�SLM[�YVVT�[V�THUL\]LY�MVY�[OL�NYHɉ[P�^YP[LYZ�
and street artists who prefer to practice without having to 
ask for permission, (with the philosophical, logistical and 
WYHJ[PJHS� LɈLJ[Z�^OPJO� P[� PTWSPLZ��� (SS� [OLZL� JPYJ\TZ[HUJLZ�
make this Old Nichol a perfect breeding ground for this 
artistic movement. However, something else is needed. 
:VTL[PTLZ� P[� PZ� [OL� PUKP]PK\HS� HUK� JVSSHIVYH[P]L� LɈVY[� VM�
several individuals or groups that makes all of this possible. 
It would be worth mentioning here Jonathan and The 
Foundry, now Ew Leal and The Red. This is necessary 
because to understand Street Art in London, to understand 
[OL�L_OPIP[PVUZ� PZ� PTWVY[HU[��(UK� [OL�ÄYZ[�VULZ�\ZLK� [V�IL�
at The Foundry. Then the phenomenon of the artist-run 
galleries started in the area with the Stolen Space of D*Face, 
Pure Evil and the Pure Evil Gallery, Dale H Grimshaw and 
the Signal Gallery… And Pictures on Walls, maybe also with 
artists involved (as Steve Lazarides says in the program: 
“Rear Window: Art for Everyone? Elite Art in Age of Populism 

by Professor Julian Stallabrass)6. Artist-run galleries are 
essential to understanding why Shoreditch has such an 
important place in this art movement. And it’s because, while 
in Barcelona or Berlin there are always walls, there were not 
so many places to do art exhibitions, or at least not in the 
same conditions as in London. International artists came to 
London to do amazing shows, and from there the sky was 
the limit.

���(�KPɈLYLU[�^H`�VM�HY[
Artist-run galleries are very special places. When you 
go to see art you usually go to museums and it is almost 
like going to the temple, to the church. These are spaces 
where people behave politely and sometimes kids don’t 
feel very comfortable, unless the gallery, like the wonderful 
Whitechapel Gallery, actively welcomes children. You 
also have the chance to go to commercial art galleries. 
Commercial art galleries tend not to be very welcoming 
places either. If you look like someone who might not have 
the budget to buy art there, sometimes the personnel are 
not very nice. An anonymous visitor might complain that 
they are looked at judgmentally and asked if they are a friend 

Fig. 2. Martha Cooper at Stolen Space, London, 2016. Will Edgecombe.



of the artist. But artist-run galleries, especially around this 
mentioned area usually tend to enjoy a much more relaxed 
and welcoming approach. This is especially present during 
the openings of new exhibitions when fans could have the 
chance to meet the artist while asking their questions and 
taking photos with them (Fig. 2).

.YHɉ[P�HUK�:[YLL[�(Y[�HYL�HSZV�]LY`�ZWLJPHS�PU�[OPZ�ZLUZL��(UK�
it is because when things are in the streets they are special. 
Why do some people come to Shoreditch and freak out? 
Why do they love it so much? Probably because in this small 
world, art is not just for the few. Art is something you go to 
see in museums and art galleries and the general neighbors 
of deprived areas like Tower Hamlets don’t usually pay a 
visit to these kinds of places because they don’t feel very 
welcomed there. If you go to see contemporary art without 
having any previous knowledge of what are you going to see, 
it could happen that you get stuck in front of a painting until 
you get a meaning, but it usually doesn’t really work that way. 
When art historians developed high modernism, conceptual 
art, and the way to talk about it, they also created a big gap 
between Art History and society.

And suddenly art is there, in the street, visiting you without 
prior notice, or even permission, and you are a participant in 
an artistic experience. Suddenly art is part of your day. There 
is a special magic in that feeling. Comparing art to sound, 
sometimes the art piece is as big as a shout, other times it 
is what some like to call whispers, small hidden pieces that 
to be experienced you have to keep your eyes peeled - like 
Javier Abarca’s mention in Urbanario of Lachlan McDowall’s 
Pokemon Go article (MacDowell, 2016). That is a nice thing 
to try to teach when doing street art tours: to show the guests 
how to keep their eyes opened. To do that the metaphor of 
[OL�4H[YP_�ÄST�PZ�H�NYLH[�L_HTWSL!� PTHNPUL�ZLLPUN�^P[O�[OL�
tour guide’s eyes. It usually works, the guests then come to 
a new world, where they talk about many things related to 
:[YLL[�(Y[�HZ�HU�HY[�TV]LTLU[��6UL�VM�[OL�TVZ[�M\SÄSSPUN�WHY[Z�
of doing street art tours is to have the chance to talk with 
guests from all backgrounds, for example, a conversation 
^P[O�NYHUKTHZ�HIV\[�[OL�KPɈLYLUJL�IL[^LLU�H�[HN��H�[OYV^�
up, and a piece; apart from the fact that usually, the guests 
clap at the end. Also at the end, talking about Banksy, it is 
good to talk about poking bubbles. Artists use a sense of 
humor to help us process the social critique, like the sugar 
coating of the pill. They poke the bubbles of our comfort 

zones, to make us awake. That awakening is not only social 
and political, it is also physical. It refers to our relationship 
with the street. 

In the modern urbanism where places of play and meeting 
like the square and the park are replaced gradually by 
shopping centres and commercial interests, it is harder 
[V� ÄUK� ¸[OL� \YIHU� ÅoUL\Y¹� [OH[� 1H]PLY� (IHYJH� TLU[PVULK�
PU� OPZ� JVUMLYLUJL� HIV\[� .YHɉ[P� HUK� WZ`JOVNLVNYHWO`� VU�
May 2016 at the Facultad de Bellas Artes of Universidad 
Politécnica of Valencia. Cities are usually perceived as 
dangerous and their non-commercial streets as hostile. 
Fear is a major part of the relationship of general society 
with the streets. That perception of the space changes 
when you have art on it. And if you can relate to that piece 
of artwork the experience can be even more powerful and 
pleasant. Don Francisco Calvo Serraller used to explain in 
his classes of Impressionist Painting at the Complutense 
University of Madrid, how to look at art showing the alumni 
the beauty of a single asparagus. If you can see the paint 
over the matter, the beauty over everything else, you are in 
[OH[�4H[YP_�TLU[PVULK�ILMVYL�� 0[� ZLLTZ�KPɈLYLU[�^VYSKZ� [V�
[HSR�HIV\[�4HUL[�HUK�.YHɉ[P��I\[� [OL`�ILSVUN� PU� [OL�ZHTL�
world. It is a world where we can see deeper and where the 
human experience is more human, and so are we. 
There is something special in transmitting that experience, 
in transmitting your passion. Art historians tend to be very 
passionate, maybe because when you are an art historian 
there is not much of another option. You have to be 
passionate about art. Why the passion? Because it is a very 
KPɉJ\S[�WYVMLZZPVU��`V\�OH]L�[V�Z[\K`�H�SV[�HUK�P[�PZ�UV[�VUL�
of the most demanded ones, usually there are not so many 
(even minimally paid) relevant job vacancies for art historians. 
So you really need to love art. If you are just a traditional 
art historian you will be someone that does not create art 
yourself. So you have to be “really, really, really passionate, 
crazy about art” to become an art historian. If so, you have 
to be madly passionate to be into Street Art. We - critics and 
art historians - tend to be perceived as very snobby people. 
We like our big words; we like to use them at all possible 
times. We feel an almost “internal pleasure” in showing how 
intelligent we are, and how cultured we are, and how much 
we dominate language and knowledge. But I understand art 
and I understand knowledge as a language, a language that 
the more you know the better you talk. And at the end talking 
is transmitting a message (thoughts or feelings)7.
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;YHKP[PVUHS� /PZ[VY`� VM� (Y[� OHZ� JYLH[LK� H� IPN� KPɈLYLUJL�
between high culture and low culture, and we are now 
moving in a very close line between them both. For that 
reason sometimes we need to revisit our relationship with 
what was considered low culture and touch it to embrace 
it. To make us remember that we are here not only for the 
ones that would read our papers and the other art historians, 
if not for the interest of the general public, for the society in 
general, and society as a whole. Post-modernist discussion 
created a kind of high snobbism in contemporary art that 
changed the way art historians speak to people. Creating a 
contemporary art full of codes which if you don’t understand 
you are lost. Maybe art historians can take some of those 
codes away. It seems a cry of attention: we need to be able 
to transmit our knowledge. But for that we need people to 
understand us. 

���7HVSVaaP�HUK�[OL�ZLWHYH[PVU�IL[^LLU�OPNO�HUK�SV^�HY[
It is not necessary to go too far from Brick Lane to better 
understand the tension between high and low culture. In this 
[OLVYL[PJHS�[V\Y��H�]PZP[�[V�[OL�>OP[LJOHWLS�(Y[�.HSSLY`�JHU�Ä[�
properly. Created next to the Whitechapel Library, a “lantern 
for learning” in the East End8, and always dedicated to the 
showing of Contemporary Art, the Whitechapel Gallery has 
in its list of exhibitions some of the greatest artists of the 
SHZ[�O\UKYLK�`LHYZ��;OL�ÄYZ[�L_OPIP[PVU�VU�9V[ORV�PU�)YP[HPU�
was there. Frida Kahlo had a show with Tina Modotti there 
too, and even the most famous painting of Picasso, The 
Guernica, was shown there in 1938 (and visitors paid with 
boots)9. Following a more recent exhibition list that includes 
Gillian Wearing and Sarah Lucas, and just after William 
Kentridge’s ‘Thick Time’ exhibition, the Whitechapel Gallery 
presented a retrospective with over 300 pieces of artwork by 
Sir Eduardo Paolozzi. 

That closeness between high art and low art has a strong 
presence in the art of Sir Eduardo Paolozzi. As seen in this 
retrospective exhibition during 2017, Paolozzi had a deep 
taste for primitive art. He used to complain about the lack of 
understanding for that kind of art in Britain in his introduction 
to the exhibition ‘Lost Magic Kingdoms and Six Paper Moons 
from Nahuatl. An exhibition at the Museum of Mankind’ 
in 1985 in London titled ‘Primitive Art, Paris and London.’ 
There, Paolozzi commented:

“In those days most people in England were just not 
PU[LYLZ[LK� PU� JHY]PUNZ� MYVT� (MYPJH� HUK� [OL� 7HJPÄJ� HUK� HY[�
students were rarely (..) encouraged to go and look at such 
things. (…) This neglect of the primitive was, I feel, part of 
a wider English insularity. It is that insularity, for example, 
which still feels that such things are- with the exception of 
Henry Moore not part of the history of modern art. There was 
and is a dislike for both the primitive and the modern.”
(Paolozzi, 1985)

7HVSVaaP�� HZ� JVTTLU[LK� PU� [OL� LZZH`� 7VW� (Y[� 9LKLÄULK�
by Daniel F. Herrmann, curator of the Whitechapel show, 
was an “avid reader of Amédée Ozenfant’s ‘Foundations of 
Modern Art’, an introduction to art that did away with stylistic 
genealogy. Instead, it posted structural semblances between 
all cultural forms of the centers of artistic production (..). Here 
art (..) was to be found in the vast repository of “everyday life 
experience” from aerial photography to mechanical drawing” 
(Herrmann, 2017) 

Paolozzi himself commented in the catalog of Lost Magic 
2PUNKVTZ� HIV\[� ÄUKPUN� H� JVW`� VM� [OL� VYPNPUHS� IVVR� PU�
the public library while stationed at Buxton “that was a 
revelation”. (…) “There was that special French sensibility 
^OPJO�^HZ�HISL�[V�LTIYHJL�HSS�[OVZL�KPɈLYLU[�ZVY[Z�VM�[OPUNZ�
at once, at the same time, each with each.” (Paolozzi, 1985)
That is the contemporary spirit in Paolozzi, that holistic 
understanding. That is what gives him a seat in the glorious 
list of talents that advance History of Art: 

0� Z[PSS� ÄUK� [OH[� -YLUJO� HWWYVHJO�� [OL� ULLK�� [OL�
passion, to consider and handle things at the 
same time quite endearing, and very necessary for 
TL��(UK� P[�HSZV� Q\Z[PÄLZ� [OL� YLHZVU� 0�OHK� [V� SLH]L�
London in the 1940’s and go to France - just to 
show I was not such an oddball. And I have lived by 
[OH[�L]LY�ZPUJL��[OL�JVUJLYU�̂ P[O�KPɈLYLU[�TH[LYPHSZ��
disparate ideas and to me that is the excitement: it 
became almost a description of the creative art to 
juggle with these things. (ibid)

It is probably this sensibility for all things at once that gave to 
Paolozzi the “primogeniture” (Herrmann, 2017) of Pop Art as 
an art movement. When talking about Street Art it is normal 
to mention Pop Art and compare both art movements. The 
ZHTL�OHWWLUZ�^P[O�[OL�HY[PZ[PJ�ÄN\YLZ�VM�)HURZ`�HUK�(UK`�



Warhol that have been compared in several exhibitions and 
that share the understanding of how society works and how 
to talk back to it. But in Paolozzi the level is deeper. Pop 
for Paolozzi references popular culture, but in the bigger 
sense of the term, popular culture as general culture. And 
general culture as all forms of culture, from the primitive to 
the futurist, from science to fantasy, from bronze to screen 
WYPU[��MYVT�ÄZOLYTLU�[V�WPU�\W�NPYSZ��7HVSVaaP�RUV^Z�OV^�[V�
ÄUK�ILH\[`�PU�[OL�HZWHYHN\Z�HUK�PZ�[Y`PUN�[V�ZOV^�\Z��

With his taste for ‘non-art’ shared with Independent Group 
friends and his “drive” in the Bunk! lecture, with “his 
method of collaging sculpture that blatantly disregarded 
the sculptural dogma of older generations” (ibid), with 
‘Patio and Pavilion’ at the This is Tomorrow exhibition at the 
Whitechapel Gallery in 1956, and the Hammer Prints Ltd 
(1954), Paolozzi acted as a hidden Picasso, an artist who 
opened many doors for following artistic generations. He 
would be a great street artist. His taste for the wall can be 
HWWYLJPH[LK� PU�OPZ� SHYNL�T\YHSZ� �SPRL� [OL�VULZ� PU�2PUNÄZOLY�

Shopping Centre, Redditch done in 1981)10, and his love for 
the tube in the designs for Tottenham Court Road (Image 3). 
He also left us a nice collection of public sculptures, so he 
shared our taste for art in the streets. 

���*VUJS\ZPVU!�(Y[�MVY�L]LY`IVK`
Maybe it is from Paolozzi that we can understand how to 
ÄUK�H�UL^� [VUL��4H`IL��ZVTL[PTLZ��HZ�HJHKLTPJZ�^L�NV�
to our very high chairs in our very high academic places and 
^L�MVYNL[�[OH[�[OPZ�RPUK�VM�HY[��NYHɉ[P�HUK�Z[YLL[�HY[��PZ�TLHU[�
to be for people in the streets. For everybody. To make us 
realize that it is important to know that we are living in very 
special times. When I’m in the tour I usually tell people that 
when I was a student I used to imagine how cool it would 
be to live in Velazquez’s time and seeing The Meninas for 
[OL�ÄYZ[�[PTL�HUK�[OPUR�¸VO��OV^�YPZR`�¹��VY�SP]PUN�PU�7PJHZZV»Z�
[PTL� HUK� ZLLPUN� [OL� .\LYUPJH� MVY� [OL� ÄYZ[� [PTL� HUK� ÄUK�
`V\YZLSM� [OPURPUN� ¸^OH[� PZ� [OPZ&¹�HUK�ZLLPUN� [OL�ÄYZ[� [YHPUZ�
crossing New York in the Subway and saying “why does it 
say Dondi there?, why is there a Mickey Mouse on a train 
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Fig. 3. Paolozzi murals at Tottenham Court Road Station, London 2017. Dave Stuart.
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ZH`PUN�4LYY`�*OYPZ[THZ&¹��HUK�HSS�[OPZ�JYHa �̀�THNPJHS�Z[\Ɉ��
Ladies and Gentlemen, allow me to confess, I really think 
we are living in Banksy’s time. I really think we are very, very, 
very lucky arty people. Because we are living through one 
of the most amazing art movements of all times. When Ben 
Eine is interviewed for the video of OUTSIDE IN Art in the 
:[YLL[Z�46*(�L_OPIP[PVU��OL�ZHPK�[OH[�.YHɉ[P�¸PZ�IPNNLY�[OHU�
Pop. (…) it is the biggest art movement ever” (OUTSIDE IN 
The Story of Art in the Streets, Ben Eine- min 2.40)11.

And I always think that this is the quotation that I’m going 
to put on the cover of my doctoral thesis. Because I truly 
believe it. I truly believe that we are very lucky arty people 
who are living a very special time. A time when art doesn’t 
need to be in the temple, doesn’t need to be in the market, 
suddenly it is on the streets, and suddenly we can relate to 
P[�PU�H�]LY`�KPɈLYLU[�^H �̀�Z\KKLUS`�P[�JHU�JH[JO�\Z�VɈ�N\HYK�
like the bronze sculptures of British artist Jonesy (Image 
4), those whispers as we called them before. All these new 
artistic experiences make a really new generation with a 
]LY`�KPɈLYLU[�]PZ\HS�SHUKZJHWL��(UK�OVWLM\SS �̀�SL[»Z�[Y`�[V�IL�
positive, I want to believe, that all that we have passed from 
[OL� OPZ[VY`� VM�.YHɉ[P�^P[O� ;HRP����� HUK�+VUKP� HUK�-\[\YH��
and to the 90s generation, and the 2000s, and Banksy, and 
Faile, and El Mac, and Swoon… to all of these wonderful 
artists making their art on the streets for the enjoyment of 
the general public, have created a new way of art. That is 
a massive call from society to get down from our chairs, to 
change our tone, and be able to transmit our knowledge 
because this world needs art historians, this world needs 
us, this world needs academics… this world needs art. We 
also need to poke their bubbles. To wake them up. We are 
creating zombie societies that are only driven by commercial 
status, or forces. During one of the most exciting moments 
of the universal history of art a large percentage of society 
is unaware. Panem et circenses have created an over 
stimulated, over saturated society that has lost surprise, 
imagination, and empathy. 
As art historians it is also our job to educate the public. To 
make them realize what is happening and how they can 
participate in all of this. And we, art historians, academics 
and public in general, need to be people of our time, and we 
need to participate in our culture. It is important to go to your 
local art gallery, to join their mailing list, to support your local 
or international artist, to buy some artwork. If I can do it, you 
can do it too.

-PUHSS �̀� 0� ^V\SK� SPRL� [V� [HRL� 4Y�� 1LɈYL`� +LP[JO� HZ� HU�
example. Deitch is the mastermind behind the prestigious 
art organization Deitch Projects (www.deitch.com), one 
of those projects was the ‘Street Market’ of Barry McGee, 
Steve Powers, and Todd James. He is also the curator 
along with Aaron Rose and Roger Gastman as associate 
curators, of the 2011 Art in The Streets exhibition at the 
Museum of Contemporary Art in San Francisco, while he 
was also the director of the museum. That exhibition helped 
to raise the level not only of display and the transmission of 
knowledge that an art exhibition presents, but also the deep 
understanding of an art movement and all those aspects of 
intangible culture that comes with it. Those aspects that are 
essential to its being. These two being the main topics of 
this Urban Creativity III congress call for papers, I feel the 
VISPNH[PVU�[V�HJRUV^SLKNL�1LɈYL`�+LP[JO�W\ISPJS`�PU�H�MVY\T�
like this, someone who might not be a Ph.D. laureate but is 
a master for all of us who have the chance to learn from his 
work, to learn how to take this art movement to the place 
that it deserves in Art History, to the place where it belongs 
in society.

Because again, as Eine said in that video for Art in The Streets 
at MOCA (OUTSIDE IN The Story of Art in the Streets, Ben 
Eine- min 2.40):

>OLU�0�ÄYZ[�NV[�PU[V�NYHɉ[P�HUK�P[�̂ HZ�SPRL�[OV\ZHUKZ�
of kids all over the world doing it. I was like - This 
is such a massive art movement, it is unbelievable. 
And it has taken, like, 25 years for it to get here. And 
reading one of the posters in the art gallery and it 
said “possibly the largest art movement since pop”, 
and it is bigger than pop art. And it is gonna, yeah, 
it is the biggest art movement ever.  



(JRUV^SLKNLTLU[Z
Thank you to Dave Stuart a.k.a. NoLionsInEngland for being 
[OL�THZ[LY�:[YLL[�(Y[�[V\Y�N\PKL��HWHY[�MYVT�HU�L_JLSSLU[�.YHɉ[P�
and Street Art photographer. (www.shoreditchstreetarttours.
co.uk)
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Fig. 4. Jonesy sculpture, London 2017. Dave Stuart.
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���7YLZLU[PUN�[OL�ZJLUL!�
7YPTL�4PUPZ[LY�PU�WVSP[PJHS�[\YI\SLUJL
Walking on a narrow street in the neighborhood of Lavapíes, 
which is an active painting zone in Madrid, I suddenly saw a 
painted dog between two store doors. 

The dog had a plasma display in his head. My interest 
was provoked immediately by this particular work and this 
painting felt like a puzzle I had to resolve (Figure 1). 
Mariano Rajoy became Prime Minister in 2011, about three 
years after the Spanish economy collapsed. To improve 
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Power of paint: Political street art confronts the authorities
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(IZ[YHJ[
In the context of Spain’s economic crisis, waves of protests have transformed the streets of Spanish cities into sites of place-
ZWLJPÄJ� ZWH[PHS� HJ[P]PZT��*P[`� ZWHJL� OHZ� ILLU� ZOHWLK� [OYV\NO� WYV[LZ[��THYJOLZ�� ZX\H[[PUN� HUK� Z[YLL[� HY[�� +\YPUN� :WHPU»Z�
austerity years, street art has become an important part of political participation. Based on artists’ interviews and on my 
visual ethnographic research in the Spanish cities of Madrid (2013–2016) and Valencia (2016), this paper seeks to illuminate 
how political street art forms a part of social expression toward the authorities. Street art is a media through which artists can 
question decision-makers and challenge policies made by statesmen. The examples of political street art highlight how creative 
contestations become barometers of dissatisfaction and how street art confronts institutional power. Ultimately, political street 
art is argued in Spicca and Perdue’s (2014) term as ‘spatial citizenship’ producing more polyphonic space.

Keywords: Political Street Art, Protest, Political Participation, Visual Ethnography, Spain

Fig. 1. A dog with a plasma display in his head. Artist unknown. Photographed in Madrid, May 2014.
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Spain’s economic situation, Rajoy has implemented vast 
cuts on public services, including education, health and 
social care and impaired employment rights and conditions. 
;OL� LɈLJ[Z� VM� [OLZL� HJ[PVUZ� OH]L� OHK� HU� PTWHJ[� VU� [OL�
daily lives of the citizens, who then began to protest against 
[OLZL�H\Z[LYP[`�TLHZ\YLZ��(M[LY�ZP_�`LHYZ�VM�WYHJ[PJPUN�ÄLYJL�
austerity politics, Spain is still struggling economically, 
socially and politically. The unemployment rate at the end of 
2016 was the second highest in Europe (Eurostat, 2017) and 
a large number of protests and demonstrations are held in 
Spain every day.

Several corruption charges against Rajoy’s immediate 
entourage and party members have diminished his 
popularity, and the unpopularity of the Prime Minister has 
grown during his administration period. By the end of 2016 
about 76% of the Spaniards respected him very little or 
not at all as a politician (CIE, 2017: 60). The dog in Figure 
1 refers to Rajoy’s unpopularity. In February 2013 Rajoy 
held a press conference about his party’s Partido Popular 
members’ alleged corruption and bribery charges. What was 
not expected by the journalists, was that Rajoy presented 
his speech via a plasma display in front of the media. During 
his press conference The Prime Minister did not accept any 
questions from the journalists. He was present in the same 
building just a few meters away but in another room. The 
headlines from this press conference was not the content 
of Rajoy’s speech but the use of plasma display which 
was interpreted as “craziness” and “medieval” towards 
journalists (Periodista Digital, 2013). The press conference 
turned into an historical event. 

The word ‘dog’ in Spanish language is ‘perro’ and is used as 
a negative description of a person. Perro refers to ‘worthless, 
unpleasant and rotten person’. The passers-by who know 
about Rajoy’s exceptional press conference are able to 
catch the meaning of the wall painting. The image does not 
need any words to clarify the painter’s deep disapproval of 
the Prime Minister’s actions. For me, as an outsider of Spain, 
ÄN\YPUN� V\[� [OL�TLHUPUN� VM� [OPZ� WHPU[PUN� Z[HY[LK� [V� YL]LHS�
itself by typing ‘plasma display spain’ in Google search. 

(� KPɈLYLU[� WPLJL� HIV\[� 4HYPHUV� 9HQV`� ^HZ� WSHJLK� VU� H�
building in another popular street art district of Malasaña in 
Madrid. Compared to Figure 1, this poster is easier to place 
in its context: Rajoy’s face is recognizable and the artist has 

left clues for passers-by to catch the meaning of the work. 
*S\LZ�·�[OL�,\YVWLHU�<UPVU»Z�ÅHN�VU� [OL�ZOPY[�JVSSHY�HUK�
the big canines — indicate that the poster is a commentary 
VU� 9HQV`»Z� H\Z[LYP[`� TLHZ\YLZ�� ;OPZ� YLHKPUN� PZ� JVUÄYTLK�
with a text ‘menos es menos’ (less is less) (see Figure 2). 
+\YPUN� :WHPU»Z� ÄUHUJPHS� JYPZPZ� [OL� ,\YVWLHU� <UPVU� OHZ�
demanded Rajoy’s government to implement more austerity 
measures in order to pay Spain’s foreign debt. Rajoy’s 
Z[Y\J[\YHS� HKQ\Z[TLU[Z� OH]L� HɈLJ[LK� [OL� :WHUPZO� ^LSMHYL�
state especially on pension, health care and education. Also, 
due to Rajoy’s labor reform, the average annual salaries have 
fallen back to year 2001 levels (Barbero, 2015: 271). With 
more than a third of children at risk of poverty, Spain is one 
of the worst developed countries in childhood inequality. The 
rate of people at risk of poverty or social exclusion in Spain 
has increased by 5% between 2008 and 2015 and is now 
one of the highest in Europe (Eurostat, 2016: 2).

Fig. 2. Menos es menos (Less is less). Artist: Noaz. 
Photographed in Madrid, April 2013. 



The poster in Figure 2 is a work by Noaz who is a Madrid 
IVYU�HUK�IHZLK�HY[PZ[��4VZ[�VM�OPZ�^VYRZ�JV\SK�IL�JSHZZPÄLK�
as political or social street art. His focus during the last few 
years has been on EU politics and Spanish administrative 
actors1. Noaz says his works target the political establishment 
and especially people whose “ideological or economic 
interests ruin the lives of those who have the least” (Archivo 
de Creadores de Madrid, 2010). 

Noaz’s poster is a comment to the series of austerity 
measures Rajoy has implemented: Spanish people have less 
jobs, less money and less high-quality public services. There 
seems to be no end to the cuts that the Spanish government 
is making. In Figure 2 Rajoy has a cross in his forehead 
which I assume is a reference to the Catholic Church. 
Mariano Rajoy’s right-wing, conservative party has a close 
relationship with the Catholic Church. Commentary from the 
artist himself, Noaz, supports my interpretation:

The Spanish state is non-denominational and the 
Catholic Church should not be present in public 
institutions. Yet its coexistence within the legislative, 
judicial and executive powers as an accomplice 
has carried out the most conservative legislative 
decisions we have had in Spain over the last 38 
years. Currently many members of the government, 
like judges and prosecutors of the Spanish State, 
belong to the Catholic sect of Opus Dei. The image 
of Mariano Rajoy with the cross responds to the 
characteristic that distinguishes this government 
MYVT� [OL� WYL]PV\Z� VUL!� UV^� [OL� PUÅ\LUJL� VM� [OL�
Church is more direct. The hyena face (scavenger 
predator) represents our president: after its 
passage all that it leaves behind is carcass and 
death. A health care less and less equal and with 
less quality. An educational system emphasizing 
support on the private rather than the public sector. 
Teachers with less tools and equipment and with 
poor academic level.2

The poster is provocative: the prime minister Rajoy is 
portrayed as a predator. It is indicating that Rajoy makes 
cuts from the Spanish citizens in the name of the EU in an 
unjust manner and with drastic outcomes. Rajoy’s actions 
result in Spaniards having ‘less’ of everything. Due to Rajoy’s 
austerity implementations the proverb ‘Less is more’ does 

not apply here. These two examples of street art (Fig. 1 and 
-PN�����^OPJO�0�OH]L�WYLZLU[LK�HIV]L�PSS\Z[YH[L�[OH[�KPɈLYLU[�
forms of street art can provide an opportunity to question the 
decisions made by the Spanish prime minister.

���7VSP[PJHS�JYPZLZ�HUK�Z[YLL[�HY[�PU�:WHPU
Ryan (2017: 5) describes political street art in the following 
manner: 

a loose category for interventions whose creative 
and material use of street is in some way tied 
to their political meaning... it holds that to be  
political is not just to express political expressions 
but rather to be oriented toward society and to 
engage with its variegated terrains of power3. 

I also agree with de Neve and Olteanu (2011: 79) who 
have stated that street art is used as a form of political 
WHY[PJPWH[PVU� PU� ¸VYKLY� [V� JSLHYS`� HUK� IYPLÅ`� WYLZLU[� VY�
JVTTLU[� VU� WVSP[PJHS� WVZP[PVUZ¹�� 0� PUJS\KL� PU� [OL� KLÄUP[PVU�
VM�WVSP[PJHS� Z[YLL[� HY[� HSZV�HU�VIQLJ[P]L� [V� ¸PUÅ\LUJL�W\ISPJ�
opinion, policy, or government decision making” (Waldner & 
Dobratz, 2013: 378). 

Many researchers before me have studied the relationship 
IL[^LLU� Z[YLL[� HY[�NYHɉ[P� HUK� WVSP[PJHS� JYPZPZ�� -VY� L_HTWSL�
Goalwin (2013) has analyzed the situation in Northern 
Ireland; Hanauer (2004/2011), Rolston (2014) and Peteet 
(2016) have focused on the issues on the West Bank; Abaza 
(2016), Khatib (2013) and Smith (2015) have paid attention 
to the Arabic Spring; Tsilimpoudini (2012/2015) and Tulke 
(2014) have both researched street art in Athens during times 
of crisis. 

In Spain, political street art has a long history as a 
communication tool in times of political changes. There are 
recorded examples from the beginning of the last century 
�ZLL�*OHɈLL���  �!���¶�����(J[P]PZ[Z��HY[PZ[Z�HUK�WHY[PJPWHU[Z�
of social movements have always been aware of the political 
WV^LY�VM�Z[YLL[�HY[��+PɈLYLU[�Z[YLL[�HY[� MVYTZ�� MYVT�WVZ[LYZ�
to murals, have been utilized to express political ideas, to 
make claims and project opinions. Political street art has 
been present during periods of political turbulence such as 
dictatorship, elections and in the birth of Spanish democracy. 

The latest boom in political street art in Spain began with the 
ÄUHUJPHS�JYPZPZ� PU�������(Z� 0�OH]L�KLTVUZ[YH[LK�LSZL^OLYL�
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(see Tolonen, 2016), political wall writings, street art and 
NYHɉ[P�JHUUV[�IL�JVUZPKLYLK�HZ�ILPUN�ZLWHYH[L�MYVT�[OL�YPZL�
of the anti-austerity 15M-movement in Spain. For example, 
political stencils had an important communication role in the 
ongoing movement. They have been used as tools to inform, 
activate as well as mobilize people and to strengthen the 
collective spirit (Tolonen, 2016: 214–224). Crisis can also 
motivate people to begin creating political street art. Madrid-
based street artist Por Favor started painting street art 
because of the 15M-movement: “First, I was pasting posters 
in favor of 15M, but soon I needed to say in the streets what 
I was thinking” (Por Favor, 2015). 

Political street art establishes new alterative spaces into 
the city. As Youkhana (2014: 174) describes it: “Thereby, 

the artists reframe a public debate and sensitize for social 
KYH^IHJRZ�HUK�WVSP[PJHS�JVUÅPJ[Z� PU�VYKLY� [V�JOHSSLUNL� [OL�
hegemonic discourses and to mobilize a broader public”. 
This is important especially with issues that are excluded from 
the media. The Spanish public service media is struggling 
with its media transparency since it has both political and 
economical ties with the Spanish government (Arriza Ibarra 
& Nord 2014: 73, 81). This complex relationship has had an 
LɈLJ[�VU�[OL�>VYSK�7YLZZ�-YLLKVT�0UKL_�VM�:WHPU��:WHPU�̂ HZ�
ranked at number 29 and the government was criticized for 
exercising an unusually bold control over the news program 
of the state radio and TV (Reporters Without Borders, 
2017). Some street artists see this situation as a motive to 
spread criticism toward the political elite through their work: 
“The Spanish mass media is completely controlled by the 

Fig. 3. Portrait of Rita Barberá. Artist unknown. Photographed in Valencia, October 2016



government” (Por Favor, 2015). In Spain, political street art 
has established its place as a medium for communication 
and contestation.

���;HYNL[!�=HSLUJPHU�4H`VY�9P[H�)HYILYm
At some point in their careers city authorities all around the 
^VYSK�ZLLT�[V�IL�RLLU�VU�[Y`PUN�[V�I\Ɉ�JP[`�̂ HSSZ��:WHPU�KVLZ�
not make an exception to this. For example, former Madrid 
4H`VY��(UH�)V[LSSH��^HU[LK�[V�NL[�YPK�VM�NYHɉ[P�I`�W\ZOPUN�
through restrictive legislation and hardening sanctions for 
PSSLNHS� NYHɉ[P�� (Z� H� YLHJ[PVU� [V� [OPZ�� 4HKYPK�IHZLK� HY[PZ[Z�
formed a group called Ana Botella Crew. The group created 
pieces based on photos of Botella and criticized the mayor 
and her statements (ABC 2011; Ana Botella Crew, 2013)4.

Also the former Mayor of Valencia, Rita Barberá5, was 
determined to clean up the  streets of Valencia. During her 
NV]LYUHUJL�ZOL�VYNHUPaLK�Z`Z[LTH[PJ�I\ɉUN�VWLYH[PVUZ�PU�
the city but the painters and artists fought back: 

As soon as the pieces were covered over with grey 
paint, several more would soon pop up to the same 
spots. It was impossible for them to overpower 
us. It was a war between Valencian painters and 
Rita Barberá. But since we were determined not to 
Z\YYLUKLY��[OL�JP[`�H\[OVYP[PLZ�ÄUHSS`�NH]L�PU�¹6

Rita Barberá was a popular subject to street artists not only 
ILJH\ZL� VM� OLY� HU[P�NYHɉ[P� H[[P[\KL� I\[� HSZV� ILJH\ZL� VM�
her colorful political career. She was, among other things, 
investigated for money laundering. Valencian artists and 
writers have dedicated pieces to Rita. The messages in 
some works are faster to catch than others. For example, 
a small stencil of Rita Barberá in the old city of Valencia, in 
a popular nightlife street, is located in a small corner near 
ground level (Figure 3). By the staining and the odor in the 
JVYULY��P[�PZ�LHZ`�[V�JVUÄYT�[OH[�9P[H»Z�WVY[YHP[�ZLLTZ�[V�IL�
designated as a urinating spot. 

Rita Barberá is the topic of another noteworthy piece too, 
even if not so obvious. The mural is by Valencian street artist 
Escif. The painting in El Carmen, in the old city of Valencia, is 
unavoidable for the passers-by. It is a car with the text: ‘Todo 
lo que sobra’ (Everything in excess). (Figure 4)

The story behind Escif’s work is that Rita Barberá had her 
own personal car parked for free for more than two decades 
in the city premises. The car was parked in a garage from 
1991, which was the beginning of her period as mayor. 
During this time, the car was not used at all, it just stood there 
in the same spot. When photographs of Barberá’s dusty car 
^P[O�ÅH[�^OLLSZ�JHTL�V\[��ZVTL�TLTILYZ�VM�[OL�=HSLUJPHU�
town hall wanted her to pay the parking fee for the 23 years 
and called the car a symbol of Barberá’s way of ruling: “She 
KVLZ�UV[�ZLLT�[V�THRL�HU`�KPɈLYLUJL�IL[^LLU�[OL�W\ISPJ�
and private funds or property and continues to take personal 
ILULÄ[�MYVT�TVZ[�VM�[OL�ZP[\H[PVUZ¹��,S�+PHYPV��������

Escif’s piece ‘Everything in excess’ is yet another comment 
to the ones in political power: even in the era of economical 
JYPZPZ�[OL�WVSP[PJHS�LSP[L�JHU�HɈVYK�[V�OH]L�H�JHY�^P[OV\[�\ZPUN�
it. They are also exploiting the public assets in order to make 
WYP]H[L�ILULÄ[Z��;OL�T\YHS�^HZ�THKL� PU�4HYJO�����7, but 
K\L�[V�J\[Z�PU�[OL�HU[P�NYHɉ[P�WYVNYHT�PU�HU�LYH�VM�ÄUHUJPHS�
crisis, the works tend to have a long lifespan. The piece 
does have some tags on the edges of it and when looking 
closely, it seems that Escif himself has recently done some 
touch-ups to the mural. Escif continued with the ‘Everything 
in excess’ theme and built a life-size replica of Barberá’s car 
and burnt it as part of the traditional Valencian festival, ‘Las 
Fallas’ (The Falles)8. The original idea of the celebration is 
]LY`�Ä[[PUN�[V�,ZJPM»Z�^VYR�·�[V�I\YU�HSS� [OPUNZ�[OH[�HYL�UV�
longer needed. 

Valencia’s former Mayor Rita Barberá may also be the only 
WVSP[PJPHU�PU�[OL�^VYSK�[V�OH]L�H�NYHɉ[P�JVSVY�UHTLK�HM[LY�OLY��
0U������[OL�:WHUPZO�NYHɉ[P�JVSVY�JVTWHU`�4VU[HUH�*VSVYZ�
YLSLHZLK�H�UL^�NYHɉ[P�WHPU[�PU�VYKLY�[V�YLTLTILY�)HYILYm»Z�
H[[LTW[�[V�I\Ɉ�[OL�JP[`�VM�=HSLUJPH��;OL�PKLH�MVY�[OL�UHTPUN�
came from Escif and it is an appropriately grey color called 
Gris Rita (Rita Grey). It is “an ironic tribute to the Mayor 
Rita Barberá who was responsible for the disappearance of 
JV\U[SLZZ�HTV\U[Z�VM�NYHɉ[P¹��4VU[HUH�*VSVYZ���������

These two street art pieces that I have introduced above 
JYP[PJPaL� [OL� ZHTL� WLYZVU�� 9P[H� )HYILYm�� I\[� PU� H� KPɈLYLU[�
way (see Fig. 3 and Fig. 4). The image used in Figure 3 is 
based on a photograph of Barberá but the reading relies 
heavily on the location of the work. The content in Figure 
4 – a car with a text ‘Everything in excess’ – is probably 
incomprehensible for most passers-by and it needs some 

��

Knowledge TransferSAUC - Journal V3 - N2



��

Knowledge TransferSAUC - Journal V3 - N2

background information in order to reveal the rather complex 
meaning of it. Still, both pieces illustrate the ways that street 
art confronts institutional power. Furthermore, Figure 4, 
if partly painted with color ‘Rita Grey’ as I suspect9, takes 
another stand. By painting the city of Valencia with grey – as 
Barberá intended – Escif is also demonstrating how the color 
can be used in the city in a more sophisticated way than 
I\ɉUN�NYL`�ISVJRZ�PU[V�[OL�^HSSZ�

���3HZ[�I\[�UV[�SLHZ[!�2PUN�7OPSPW�=0�HUK�OPZ�ZOLLWSL
Near Valencia’s main beach La Malvarrosa in the historic 
ÄZOLYTLU»Z�X\HY[LY�VM�*HIHU`HS�� 0� ZWV[[LK�H�O\THU�ÄN\YL�
whose head is replaced by a power plug. The text around it 
contains Spanish words ‘país’ (country), ‘borregos’ (sheep) 
HUK�ºYL`»��RPUN��I\[�0�OHK�KPɉJ\S[PLZ�\UKLYZ[HUKPUN�[OL�V]LYHSS�
meaning of it (Figure 5). It seemed I had yet another puzzle 
to solve.
 

:[YLL[� HY[� HUK� NYHɉ[P� WPLJLZ� VM[LU� WSH`� ^P[O� ZSVNHUZ� VY�
sayings. The text in Figure 5 is actually a twist from an old 
proverb that says: “In the country of the blind, the one-eyed 
THU�PZ�RPUN¹��;OPZ�ZH`PUN�YLMLYZ�[V�KPɉJ\S[�ZP[\H[PVUZ�PU�^OPJO�
“someone with only a few skills is in a better position and 
more successful than those who have none” (Cambridge 
Dictionary, 2017). The word ‘el enchufado’ means ‘plugged 
in’ but in slang it is also an expression that refers to a person 
who gets something  “without a merit, because he knows 
someone or by family favoritism” (see e.g. ELL, 2016). 

The stencil in Figure 5 is based on a portrait of Spanish 
King Felipe VI in his General Captain of the Army uniform. 
;OL�HY[^VYR�ZLLTZ�[V�IL�HU�L_HJ[�JVW`�VM�[OL�RPUN»Z�VɉJPHS�
photograph with his royal medals and ribbons (see e.g. Casa 
Real 2014). In the stencil the head of Felipe is replaced with a 
power plug. This seems to suggest that the current Spanish 
king has gained his status only because he was born as a son 

Fig. 4. Todo lo que sobra (Everything in excess). Artist: Escif. Photographed in Valencia, November 2016.



of King Juan Carlos I. It was in no way measured or tested if 
he was particularly capable for this powerful position. Kings 
are not selected by democratic elections, the position is 
inherited by blood. The word ‘el enchufado’ refers to this. 

The Spanish form of government has not always been 
monarchy. It was a republic between 1873–1874 and 1931–
1939. In 2014 when former king Juan Carlos informed about 
his abdication in favor of his son Felipe, questions about 
the future of the Spanish monarchy were raised. There were 
demonstrations both on behalf of the ‘Third Spanish Republic’ 
as well as the monarchy. Around 36–44% of the Spaniards 
Z\WWVY[LK� [OL�:WHUPZO� YLW\ISPJ��+\YPUN� [OL� ÄUHUJPHS� JYPZPZ�
the Spanish monarchy has received questionable publicity, 
for example on Juan Carlos 10,000 euro-a-day hunting 
safaris and Felipe’s 10-year-old daughter’s 100,000 Euros 
annual salary (see The Guardian 2014a). Almost two-thirds 
of the Spaniards wanted a referendum on the future of the 

monarchy but it was rejected by prime minister Mariano 
Rajoy. He appealed to the Spanish constitution which would 
have needed a legal revision in order to execute a referendum 
(see The Guardian, 2014b).

The handwritten text around the stencil calls Spaniards 
‘sheep’ (see Figure 5). Sheep is used as a metaphor for 
‘mindless mass’. The artist behind the work is taking a stand 
both questioning the reasoning of the Spanish citizens and 
the competence of the ruling King Philip VI. It is as if the 
artist is disappointed in the Spaniards’ lacking their own will 
to think and accepting blindly the blood rights of monarchy. 
The text is written in blue to emphasize the royal ‘blue’ blood. 
The work in Figure 5 is a pro-republic piece that reveals what 
the creator thinks about monarchy and its supporters.
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Fig. 5. En el país de los borregos el enchufado es el rey (In the country of sheep, the well-connected is the king). 
Artist unknown. Photographed in Valencia, November 2016.



��

Knowledge TransferSAUC - Journal V3 - N2

���4HUPMLZ[V!�:[YLL[�HY[�PZ�Z[YLL[�WVSP[PJZ
The recession has turned Spain into an interesting 
observatory point from which to analyze street art during 
times of economical, social and political crisis. During my 
L[OUVNYHWOPJ�ÄLSK�[YPWZ�PU�4HKYPK�HUK�=HSLUJPH��H�U\TILY�VM�
questions came to my mind about the relationships between 
statesmen, street artist, and political participation. As seen 
in the analysis of the artworks (Fig.1–Fig.5), street art poses 
alternative political understandings that are not present 
within conventional media outlets. 

>HSKULY�HUK�+VIYH[a������!������KLZJYPIL�NYHɉ[P�HZ�¸TPJYV�
level political participation” and I include political street art 
PU� [OPZ� KLÄUP[PVU� [VV�� 0� ZLL� WVSP[PJHS� Z[YLL[� HY[� HZ� IV[[VT�
up activism that creates more polyphonic and therefore 
more democratic space. I also agree with Ryan’s (2017: 8) 
statement that political street art can be an alternative way 
of doing everyday politics. It is a way to take part in the 
political debate and to contest those in power. Generally 
speaking, political participation is divided into legal forms 
(e.g. voting, petitions, boycotts) and illegal forms of action 
(e.g. illegal demonstrations, sit-ins, squatting buildings) 
(Christensen, 2011: 16). Unauthorized political street art can 
be seen as an illegal form of political participation (Kopper, 
2014: 444; Tolonen, 2016: 31–32). The objective is to have an 
impact on people: “Political participation is understood as 
HJ[PVUZ�JVUK\J[LK�I`�JP[PaLUZ�PU�VYKLY�[V�PUÅ\LUJL�KLJPZPVUZ�
VU� KPɈLYLU[� SL]LSZ� VM� [OL� WVSP[PJHS�� LJVUVTPJ� HUK� ZVJPL[HS�
system” (de Neve & Olteanu, 2011: 77). Therefore, many 
street artists do not just paint randomly, they set objectives 
for their political pieces.
      
As illustrated in this paper’s artworks, austerity measures 
HUK�JVYY\W[PVU�ZJHUKHSZ�OH]L�OHK�HU�LɈLJ[�VU�[OL�JYLKPIPSP[`�
of Spanish political representation. Citizens have brought 
out in the open their dissent toward the ones in power by 
protesting. I would call political street art in Spicca and 
Perdue’s (2014) term spatial citizenship. Usually citizenship 
is seen as a set of rights and responsibilities. Spatial citizens 
attempt to produce a more democratic environment by 
reclaiming space. Unauthorized political street art is a way of 
achieving it. It expresses thoughts, ideas, dissatisfaction and 
demands justice. The idea of citizenship containing illegal 
and lawbreaking attributes which political street art contains, 
is slightly radical. On the other hand, Isin (2008) claims that 
sometimes citizenship might include questioning laws, even 

violating them in order to convert passive citizenship into an 
active one. 

This paper seeks to reveal some of the relationship between 
street art and politics. The artworks that I have presented 
serve as a diagnosis for political confrontations. As I have 
stated elsewhere (Tolonen, 2016), writers and street artists 
JHU�OH]L�KPɈLYLU[�RPUKZ�VM�TV[P]LZ� MVY� [OLPY�^VYR��7VSP[PJHS�
street artists are often strongly politically motivated and 
OH]L� H� ULLK� [V� L_WYLZZ� [OLTZLS]LZ� PU� [OL� KPɉJ\S[� ZVJPV�
political situation that Spain is currently facing. Artists are 
not necessarily active members in political parties but they 
want to manifest with their pieces that they have a clear 
political message. This message is usually undermining 
the ruling powers, and against the discourse submitted in 
the mainstream media. (Tolonen, 2016: 223; see also Tulke, 
2004: 105) Strongly politically motivated artists, like Noaz 
and Escif, whom I have introduced in this paper, are well 
known and their works respected by others so their pieces 
do not usually get painted over. Therefore, political pieces 
made by well-known artists tend to last longer on city walls. 
In this sense, this illegally reclaimed space is communicating 
and having an impact on people for some time.

Returning to this paper’s original claim – political street art 
confronting institutional power – the issue of street art’s 
communication power becomes a central consideration. 
Political street artist Noaz has stated: “I hope to make some 
kind of an impact on everyone. The advantage with the street 
is that you can reach 100% of the public and you can use the 
ZPTWSLZ[� HUK� [OL�TVZ[� LɈLJ[P]L� JVKLZ�VM� JVTT\UPJH[PVU¹�
(Archivo de Creadores de Madrid, 2010). Ultimately, I think 
WVSP[PJHS�Z[YLL[�HY[�VɈLYZ�H� [VVS� [V�HUHS`aL� [OL�TVKL�VM� [OL�
citizens’ views on political representation and serves as a 
platform to practice spatial citizenship. Political street art 
pieces are like small bombs – spray can bombs as illustrated 
around King Felipe in Figure 5 – saturated with meanings of 
dissent.

(JRUV^SLKNLTLU[Z
All photographs taken by the author. All Spanish translations 
by the author except Fig. 5 by Dr. Juan Antonio Canales 
/PKHSNV�^OVT�0�^V\SK�SPRL�[V�[OHUR�MVY�OPZ�[PTL�HUK�LɈVY[��
I also would like to thank Leo Taneli Jarva for the English 
language revision of the manuscript.
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5VHa»Z�WYVÄSL�VU�0UZ[HNYHT��^^ �̂PUZ[HNYHT�JVT�UVHa
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3. This article does not make any judgment of the artistic 
qualities of the works presented in this paper. I focus on 
unauthorized political street art for three reasons. First, 
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���;OL�7VY[\N\LZL�ZWLHRPUN�^VYSK
The Portuguese-speaking world, also known as the 
Lusophone world, can only be understood within the 
complexity of the Portuguese Empire and its colonial 
system. Over centuries, Portugal’s global empire used and 
distributed the natural and human resources of the colonies, 
and functioned as a melting pot of diverse lusophonic 
territories and cultures. As Cunha refers (2012, pp. 215) “it is 
worth recalling that the former Portuguese Empire spanned 
four main areas: the mainland and its adjacent islands 
(Europe), Africa (Angola, Cape Verde, Guinea-Bissau and 
Mozambique), Brazil and Asia (Portuguese India, Macau and 
Timor).”

This colonial system had ensured the supply of natural 
HUK� TH[LYPHS� YLZV\YJLZ� ÅV^PUN� [V� [OL� TV[OLYSHUK�� HUK� P[�
^HZ� H� JH\ZL� VM� [OL� PUÅV^� HUK�TP_PUN� VM� V[OLY� J\S[\YLZ� PU�
Portugal. This process had long functioned by the time the 
country became one of the richest provinces of the Roman 
Empire as well as Islamic territory (Birmingham, 1993). The 
geographic and geopolitical history of the country, the age-
old authoritarian empire-building rhetoric, the civilizational 

mission and exceptionalism are all prime examples of how 
Portugal’s lusophone, European and tropical character 
appears as a symbolic and unique unit; other European 
entities never reached similar symbiosis (Szilágyi, 2013). 
Over the decades it was an issue for the motherland to 
strengthen the notion of a “Lusophone space”, which was 
greatly formed by the press, “thus allowing it to attain greater 
vividness than through language and culture alone, it also 
created the conditions for the eventual independence of 
colonial territories, such as Brazil (1822).” (Cunha, 2012:  
215).

After Brazil’s declaration of independence (1822), the 
mainland’s aim was to consolidate its areas in Africa and 
to keep its territories of Portuguese India and East Timor in 
(ZPH��)`�[OL�ZOHKV^�VM�[OL�ÄUHUJPHS�JYPZPZ�PU�[OL�SH[L�� ��Z��
a new policy emerged which was later also essential for 
Salazar:  Portugal should maintain control over its overseas 
areas. In 1930, the Colonial Act declared that colonies were 
not separable from the mother country. (Szilágyi, 2015: 56).
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The purpose of this paper is to discuss the creative city, and thus urban creativity in the Portuguese-speaking world, through 
LPNO[�PU�KLW[O�PU[LY]PL^Z�^P[O�SLHKPUN�ÄN\YLZ�VM�JYLH[P]L�JP[`�WYHJ[PJLZ�PU�:qV�7H\SV�HUK�3PZIVU��)V[O�JP[PLZ�ZOHYL�H�JVTTVU�
language, similarities in history and culture, and in recent years they have been facing serious economic, political and social 
problems. Over the last few decades, various initiatives have been created with aims of involving and collaborating with locals 
PU�VYKLY�[V�KPYLJ[S`�PUÅ\LUJL�[OL�X\HSP[`�VM�\YIHU�SPML��;OPZ�YLZLHYJO�L_WSVYLZ�OV^�JOHUNLZ�PU�WV^LY�HUK�WVSP[PJHS�HUK�LJVUVTPJ�
JPYJ\TZ[HUJLZ� PUÅ\LUJL�IV[O� [OL�JP[`�HUK�[OL� SP]LZ�VM� SVJHSZ�� 0�L_HTPUL�OV^�ZWLJPÄJ�IV[[VT�\W� PUP[PH[P]LZ�HKKYLZZ�]HYPV\Z�
problems in society; I assess the best practices of urban creativity and how current problems and solutions arise in a contem-
porary metropolis. The research is based on study trips to São Paulo and Lisbon in 2016 where a number of interviews were 
conducted with representatives active in innovative creative economy organizations, routinely providing solutions to the needs 
of people in urban public spaces.

Keywords: Creative City, Urban Creativity, Lusophone, São Paulo, Lisbon
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The foreign policy of the New State (Estado Novo) is 
determined by colonial objectives. In 1933, the Constitution 
declared African colonies as overseas territories, considered 
the internal markets of the mother country. As such, Portugal 
is not a colonial, but rather a multi-continental empire 
(Szilágyi, 2015). After the Second World War, despite the 
international integration, Portugal did not want to give up 
its colonial empire, although a more loose federation image 
had appeared when words colony and empire were taken 
out of the 1951 Constitution (Szilágyi, 2013). In the 1960s 
colonial wars began to consume a huge number of human 
and material resources (particularly in comparison to the size 
of the country) which the system could not handle (Salgó, 
1990, p. 215). The war eroded almost half of the GDP, and 
subsequently 1.5 million people emigrated from Portugal 
between 1958 and 1974 mainly from rural areas (in 1973 
alone 123,000 people left Portugal) (Tóth, 2004). On April 
25, 1974, the Captains movement overthrew the dictatorial 
regime (Salgó, 1990). After that, with the independence 
of the colonies and the new left-liberal political system, 
the previous international isolation began to dissolve. 
Portugal opened to European and Atlantic countries, and 
started to form strong partnerships with the former colonial 
countries based on common interests and values as well as 
language and cultural heritage. In 1996, this shift led to the 
formation of CPLP, the Community of Portuguese Language 
Countries (Comunidade dos Países de Língua Portuguesa) 
(Szilágyi, 2013). This cooperation is also contributing to 
the lusophone cosmopolitanism, which allows the free 
ÅV^� VM� WLVWSL�� NVVKZ� HUK� J\S[\YLZ�^P[OPU� [OL� 7VY[\N\LZL�
speaking territories (Cunha, 2012). During the conquests 
the civilizational, cultural and religious heroic mission was 
LTWOHZPaLK��^OLYL�IL[^LLU�JVU[PULU[Z�UV[�VUS`�[OL�ÅV^�VM�
trade, but also of the arts, education and languages were 
provided by Portugal. The economic and cultural exchanges 
had become internationalized, which contributed to the 
establishment of a state where culture is born outside the 
country’s borders (Saraiva, 2000). 

Brazil experienced a dictatorial regime between 1937 to 
1945:  the New State (Estado Novo) and later a military regime 
from 1965 on over 20 years. In regard to broadcasting media 
as a source of culture, language, interest and knowledge, 
Cunha states that the organization of the Portuguese-
speaking world “was founded on cultural, historical, political, 
economic and human ties and includes a potential market 

of 300 million consumers and producers of media” (Cunha, 
2012: 216). According to Cunha (2012), the Lusophone world 
is a virtual territory of mobility based on common interests 
HUK� HɉUP[PLZ�� ^OPJO� HYL� ZOHWLK� I`� SHUN\HNL�� J\S[\YL� HUK�
media consumption.  

���*YLH[P]L�LJVUVT`�HUK�[OL�JP[`
The theory of creative economy and the creative industries 
HYL�H�YLSH[P]LS`�UL^�ÄLSK�VM�ZJPLUJL��^P[O�L_[YLTLS`�KP]LYZL�
approaches and explanations. Despite its novelty, creative 
economies and industries give regions a competitive 
HK]HU[HNL�K\L�[V�[OL�LɈLJ[Z�VM�NSVIHSPaH[PVU�HUK�PUJYLHZLK�
accumulation of knowledge; as a result, concentrations of 
information and innovation can be found.

The theory of creativity in economics emerged in the 1980s in 
the works of Törnqvist (1983) and Andersson (1985). With the 
decline of industry and the development of the information 
society and information technology, not only the structure 
of society has been transformed but also the world of work. 
In addition to the emergence of multinational corporations, 
SVJHS� L_WLYPLUJLZ� JHU� TLHU� ZPNUPÄJHU[� JVTWL[P[P]L�
advantage (Farkas, 2002). As thus, there is greater emphasis 
on local knowledge base and informal relationships, and 
atypical forms of work become more widely accepted work 
�L�N��� ÅL_PISL� ^VYRPUN� OV\YZ�� JV^VYRPUN� VɉJLZ�� PUJ\IH[VY�
houses). The dynamics of innovation development, the lower 
transaction costs, the role of institutions that are providing 
specialized environmental and competitive advantages of 
social capital (e.g., universities) are factors that show the 
importance of local advantages (Lengyel, 2003). These 
aspects are concentrated in cities, where the expression of 
knowledge society is completed with creativity, increasing 
the utility and value of knowledge (Kao, 1999). Especially 
after the global economic crisis, creativity in economy 
was valued as a given response to the uncertain situation. 
��� �^HZ�[OL�VɉJPHS�`LHY�VM�JYLH[P]P[`�HUK�PUUV]H[PVU�VM�[OL�
European Union. According to the United Nations, creativity 
from the point of view of economy can be derived from 
human resources. These appearances are developed in the 
areas of arts, science and economics (United Nations, 2008). 
Individual creativity itself is an attribute that we can interpret 
in large measure. This appears in the system of creative 
industries and creative economy as the basic property of 
being human, as an activity of economy that creates value, 
as the background of culture and arts (Ságvári, 2005).



One of the approaches of creativity states that without 
social recognition and without space, creative production 
cannot exist. According to this concept, Howkins’s (2002) 
claim that using the creative adjective for a person creating 
something new should be added to Csíkszentmihályi’s 
(2008) explanation. He goes further, arguing that any kind of 
individual production must be a creation. A product or service 
is considered to be creative, whether it will be accepted by 
[OL� ÄLSK� HUK� [OL� KVTHPU�� :VJPHS� L_WLY[Z� KL[LYTPUL� �P�L���
PUÅ\LU[PHS� PUZ[P[\[PVUZ� HUK�VY� WLVWSL�� ^OH[� [OL� PUKP]PK\HS�
idea may be in the cultural environment. This means that the 
individual should be immersed in the symbolic range of the 
J\S[\YHS�LU]PYVUTLU[�PU�VYKLY�[V�ÄSS�P[�^P[O�UL^�JVU[LU[��^OPJO�
JHU�WHZZ�[OYV\NO�[OL�ÄS[LY�VM�ZVJPHS�KVTHPU�L_WLY[Z��0U�[OPZ�
respect, the creativity of someone’s production is a common 
product determined by the cultural environment and social 
actors.

According to Kao (1999) individual creativity is a factor that 
increases the usefulness of knowledge. The expression of 
cultural economy is necessary for the expression of creative 
economy (Scott, 1997) and cultural services and products 
are pieces of cultural economy. Cultural services are services 
that have been maintained by the state such as education, 
public education and arts services.

To summarize, the characteristics of the creative industries:
- include among others the cultural industries,
- have a creative value and include the arts, in addition to 
economic ability,
- create and distribute products and services produced and 
consumed by society,
��ILNPU��ÄYZ[�PUW\[��HZ�JYLH[P]P[`�HUK�PU[LSSLJ[\HS�JHWP[HS�

���;OL�WSHJL�HUK�[OL�JYLH[P]L�JSHZZ
Because of the criteria mentioned above (e.g., information, 
innovation, networks, concentrations of informal relations and 
knowledge), the ideal place for creative economic activities 
are large cities (Florida, 2002). Florida (2002) argues that 
the real competitive advantage for cities lies in the creative 
society that uses information and knowledge as tools, and 
in which creative industries stand in the cross-section. In 
his book The rise of the creative class (2002) Florida points 
out that the driving force of creativity is knowledge and 

information, and, as thus, innovation can be produced. He 
argues that local values have been reevaluated, and the 
success lies beyond the realization of creative cities, whose 
cornerstones are the 3 T’s: namely technology, talent and 
tolerance. Technology refers to economic-technological 
development, talent stands for the quality of available human 
resources, and tolerance ZPNUPÄLZ�[OL�PUJS\ZP]L�ZVJPV�J\S[\YHS�
environment (Florida, 2002). The economic importance of 
cultural and creative activities and their relation toward the 
level of urban development and competitivity are some of 
the aspects where urban creativity can be examined (Costa 
et al., 2009).

In the context of the international project Accommodating 
Creative Knowledge (ACRE), between 2006 and 2010 in 13 
European large cities the factors of establishment of creative 
activities were investigated (Musterd et al., 2007).

The factors are as follows:
Dependence of the road: to understand the current 
economic situation, we must investigate the 
development roads in this explicit area of the city. 
From the point of view of the creative industries, it is 
favorable if the site has international recognition of 
cultural history and education and training (Boschma 
and Martin 2007), if it has decision making political-
economical functions, if there are economic activities 
[OH[� ULLK� OPNO� X\HSPÄJH[PVU�� HUK� PM� ZLY]PJLZ� HYL�TVYL�
important than heavy industry (Eckert et al., 2010). 

Agglomerate theory: One of the characteristics 
of the creative industries is the grouping of 
companies and workers, which is related to 
regional development (Scott, 2000). Clusters are 
important because of competitiveness (Porter, 2000). 

Theories of localization: existence of raw materials, 
availability of adequate labor, infrastructure, capital, 
institutions, regulation (Lengyel and Rechnitzer, 2004). 

*VUÄN\YH[PVU� M\UJ[PVU� MHJ[VYZ� Z\JO� HZ� O\THU�
resources, knowledge society, networks, environment, 
quality of life, tolerance, quality and diversity of cultural 
life are complemented by the physical function factors, 
such as land, labor, and capital. What is essential is 
that with the emergence of atypical work, individual 
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creativity and these incentive stimuli are appreciated. 

Individual factors: social networks, experiences, 
organizational links (Bontje et al., 2011).

According to the ACRE project the creative economy can 
be divided into sectors. The parties to this are the creative 
and cultural industries, and industries with an intensive 
knowledge base, which has relatively strong content, such 
HZ� PUMVJVTT\UPJH[PVUZ�� ÄUHUJL�� SH �̂� I\ZPULZZ� ZLY]PJLZ��
research and development, and higher education. The 
recent study assumes that the above mentioned elements 
are essential for the creation of a creative city like Lisbon or 
São Paulo. 
 
���4L[OVKVSVN`
;OL�ÄLSK^VYR�^HZ�JHYYPLK�V\[� PU�:qV�7H\SV�HUK�3PZIVU� PU�
������0U[LY]PL^Z�^LYL�OLSK�^P[O�SLHKPUN�ÄN\YLZ�MYVT�WYVQLJ[Z�
from both cities. The semi-structured interviews were led 
in English and/or Portuguese languages. In total, twenty-
four exploratory interviews were completed, twelve in each 
city. The interviews were recorded and processed. In this 
paper four interviews from each city were selected and 
analysed (see Table 1). This selection was made according 
to the relevance of the Lisbon Street Art & Urban Creativity 
International Conference 2017 and along the call Intangible 
heritage and knowledge transfer.

In the research the urban creativity aspects of the Portuguese-
speaking countries are investigated and questioned to 
explore whether, in addition to the common language, there 
exists a common Lusophone identity and if so, whether it 
can be seen in urban creativity methods and added to the 
creation of the creative city model. As such, the study also 
researches city and governmental policies and the tolerance 
factor, which could be crucial for dynamics in the city 
(Florida, 2002), as well as the identity of a common language 
as background. Following the structure and analysis of the 
conducted interviews, the aim of the research is to make an 
empirical comparative structure between the selected cities 
in the Lusophone world, and map innovative and creative 
spaces and the characteristics of each city. 

;OL� ÄLSK� YLZLHYJO� LTWSV`Z� ZLTP�Z[Y\J[\YLK� PU[LY]PL^Z��
focusing on companies, organisations, actors, policy 

makers (of models of creative economy and creative city), 
and incentives and venues (which currently or operated 
or operated at some point in one of the cities). Field 
researchers also collected and researched the literature 
VM� [OL� ÄLSK� �ZP[\H[PVU� VM� JYLH[P]L� LJVUVT`� HUK� JYLH[P]L�
industries; regulations and examples to enhance variety of 
urban creativity; population and characteristics of the city). 
Through the interviews the aim is to answer the following 
questions: 

Ɣ� +VLZ�OPZ[VYPJHS�IHJRNYV\UK�PUÅ\LUJL�[OL�[VSLYHUJL�
and urban creativity development in the city? 

Ɣ� What is the role of the political decision makers in 
urban creativity development?   

Ɣ� How can urban creativity be boosted? 

Ɣ� Does something like a common Lusophone 
identity exist? If so, what does it mean and in 
which ways does it occur? Does this identity 
impact urban creativity? How does this identity 
appear in creative economy? How does 
3\ZVWOVUL�PKLU[P[`�HWWLHY�PU�NLU[YPÄJH[LK�HYLHZ�
and reclaimed buildings with new functions? 

Ɣ� Are there measures/steps from organizations of 
Lusophone identity (e.g., CPLP), which could 
PUÅ\LUJL�\YIHU�JYLH[P]P[`& 

Ɣ� If historical, Lusophone background can 
strengthen the tolerance factor of Florida’s 3T’s, 
and whether it helps the settlement of a creative 
JSHZZ��HɈLJ[PUN�\YIHU�JYLH[P]P[`& 

Ɣ� What is the city image? If and how urban creativity 
appears in this? 

Ɣ� >OH[�RPUK�VM�PUÅ\LUJL�KVLZ�\YIHU�JYLH[P]P[`�OH]L�
on economy, tourism, and international relations? 

���<YIHU�JYLH[P]P[`�PU�3PZIVU 
After the world economic crisis in 2008, many urban creativity 
initiatives were started in Lisbon. Examples are projects in 
the scale of street art, when city hall started to renovate 
downtown’s Bairro Alto area, and thus, providing street 
artists with legal walls to paint. This project was organized 



by Galeria de Arte Urbana, an agency operating within the 
frames of Lisbon City Hall. Other examples are initiatives 
of start-up culture and transformation of old warehouses, 
factories into creative and cultural hubs, recreation of old 
spaces, and adapting them to current day demands and 
needs (see Table 2). Many of these projects were born with 
the help of local policy makers (e.g., city hall, government). 
In 2013, the Department for Innovation and Economy of 
Lisbon City Hall published a comprehensive study of the 
city’s creative industry, in which strategic directions are 
determined until 2020. In the study, creative operators and 
related economic development and tourism dynamism 
are detailed, emphasizing that Lisbon is a multicultural, 
inclusive and tolerant city, where in addition to well-trained 
and talented manpower, the appropriate technological 
background is also provided.

(SS� PUP[PH[P]LZ� [OH[� IYPUN� H� UL^� ÅH]V\Y� [V� [OL� \YIHU� ZWHJL�
I\PSK�\YIHU�JYLH[P]P[ �̀�HUK�Z[HY[LK�[V�ÅV\YPZO�[V^HYKZ�[OL�LUK�
of the 2000s:

I believe Portuguese people are creative. I think 
Lisbon 20 years ago was not the same as today. 
Now is about creativity, innovation, and people who 
live here can feel it, that is a creative hub and they 
can participate. Before it was more like a village. 
(Joana Gomes) 

All the interviewees mention that the support of city hall was 
important in urban development and in their own projects, 
HUK� [OLZL� ZW\YYLK� H� ZWPU�VɈ� LɈLJ[� MVY� V[OLY� PUP[PH[P]LZ��
Urban creativity plays an important role when we talk about 
a growing economy or tourism. There is a huge investment 
in start-ups and co-working places and Lisbon is a European 
leader in urban creativity, which results in recreating parts 
of the city. Like LX Factory in Alcântara, which has a big 
PUÅ\LUJL�PU�[V\YPZT��VU�ZVJPHS�YLSH[PVUZ!

Alcântara is an old neighbourhood and did not 
have any investments. But after the opening of LX 
Factory in 2008, many tourists are coming here to 
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Table 1. List of interviewees
City 5HTL 6YNHUPaH[PVU�WVZP[PVU

São Paulo Carlos Augusto Machado Calil Professor at Department of Cinema, 
Radio and Television, Universidade de 
São Paulo; former Secretary of Culture 
of São Paulo; Founder of Project Virada 
Cultural

Baixo Ribeiro Choque Cultural Street and Urban Art 
Gallery; founder

Ricardo Ruiz Laboratory of Cidades Sensitivas; leader

Alex Romano .YHɉ[P�HY[PZ[

Lisbon Catarina Mendonca Ferreira Time Out Market/Time Out Magazine; 
journalist, curator 

Joana Branco Gomes LX Factory/ Mainside Investment; PR, 
Communication, Project Management

Luís Pousinho Galeria de Arte Urbana, Lisbon City Hall; 
event producer

Vasco T.  Rodrigues Street Art Lisbon - The real street art tour; 
journalist and tour guide

Source: The author, 2016
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visit us. Also outside the Factory, shops, restaurants 
started to open up, young people started to move 
here. (Joana Gomes)

Another example of urban creativity and tourism is the street 
art project in Quinta do Mocho run by Loures City Hall (see 
Figure 1), which is a result of Lisbon’s City Hall initiative Galeria 
KL� (Y[L� <YIHUH�� ;OLZL� Z[YLL[� HY[� PUP[PH[P]LZ� MYVT� KPɈLYLU[�
*P[`�/HSSZ�HYL�YLÅLJ[PVUZ�VU�[OL�PTWVY[HUJL�VM�OV^�WVSP[PJHS�
decision makers are promoting street art, as well as using 
urban creativity as a tool for restructuring neighbourhoods 
HUK� PU]VS]PUN�JVTT\UP[PLZ��;OLYL� PZ�H�ZPNUPÄJHU[�WYLZLUJL�
of Portugal’s historical colonizing background especially in 
urban art, as evidenced in the Amilcar Cabral painting in 
Quinta do Mocho or 40 anos 40 murais project. Urban and 
street art is no longer considered vandalism, but an artistic 
movement supported by the authorities. 

Two years ago, there was no reason to visit Quinta 
do Mocho, people went there only to buy drugs. 
Now people visit that neighbourhood because 
there was an artistic rehabilitation of the place. 
There was the artistic creation, the change of the 
scenario. It didn’t solve the problems of the people 
who live there, but something has started. In Quinta 
KV�4VJOV�[OLYL� PZ�H�I\aa�UV �̂�*VɈLL�ZOVWZ�HUK�
restaurants are beginning to open. Nothing like that 
existed before. Now you have 65-80 walls painted 
by street artists, of course people want to see them. 
(Vasco Rodrigues)

(SS�[OL�PU[LY]PL^LLZ�HNYLL�[OH[�[OLPY�WYVQLJ[Z�OH]L�HU�PUÅ\LUJL�
on urban development in the city. These are considered as 
pilot projects or role models in Lisbon’s urban scene and 
they are often renowned as examples of best practices in the 
international context as well. 

About Time Out Market, people from abroad came 
here and studied the case as a good example, 
were interested how it was done. At the beginning 
it was a Portuguese company, was independent 
and paid royalties to London. But when the market 
was opened, the international Time Out magazine 
bought it. They saw this could be a good and best 
example, so it will be replicated in other cities like 
London, New York, Berlin. (Catarina Ferreira)

There is no competition, but rather cooperation among the 
HJ[VYZ� MYVT� [OL� ZHTL� ÄLSK� PU� \YIHU� JYLH[P]P[ �̀� 6M[LU�� HM[LY�
seeing the success of the pilot project the project owners 
HYL�YLJVNUPZLK�HUK�HZRLK�[V�M\SÄS�V[OLY�WYVQLJ[Z�PU�KPɈLYLU[�
areas in the city:

In the beginning we just managed this building, 
we were isolated. Then the city hall understood 
our ability to make projects happen, they invited 
us to do more projects, like the renovation of Cais 
de Sodré. Now we are working on a project in 
Intendente. (Joana Gomes)

(SS�VM�[OL�PU[LY]PL^LLZ�HNYLL�[OH[�[OLPY�VYNHUPaH[PVUZ�PUÅ\LUJL�
the image of the city in a positive way. As mentioned above, 
all these projects are held as models and best practices, and 
reinforce its creative city image upheld by higher decision 
makers while maintaining the genuineness of the city.

Table 2. Urban Creativity examples in Lisbon reported by the interviewees

)PN�ZJHSL�\YIHU�KL]LSVWTLU[�
PU]LZ[TLU[Z�I`�WVSP[PJHS�KLJPZPVU�

THRLYZ 

Street art initiatives 9LJYLH[LK�WSHJLZ�
HZ�JYLH[P]L�O\IZ

EXPO - Parque das Nações,
City Hall Initiatives in immigrant 
neighbourhood like Intendente or 
Mouraria,
CCB,
FabLabs

Galeria de Arte Urbana,
Lara Seixo Rodrigues organizer 
of Muraliza/ Wool festival/Lata65,
Vhils (artist),
Underdogs Gallery,
Os Gémeos piece,
Blue wall,
Quinta do Mocho

LX Factory,
Time Out Market,
Fabrica do Tijolo,
Co-working places  

Source: The author, 2016



We used to say this is the best of the city under 
one roof. Here tourists have a good idea of the city. 
(Catarina Ferreira)

I think we have done a great job and put Lisbon on 
the map of urban creativity, to have great urban art. 
Now our focus is to work with the community. 
(Luís Pousinho)
>L� PUÅ\LUJL� [OL� JYLH[P]L� JP[`� PTHNL� H� SV[�� PM� `V\�
want to show creative Lisbon, you come to LX 
Factory. (Joana Gomes)

If they pass near a monument I can explain what 
the monument is, so I am giving them the same tour 
what the tour bus would give them but my point 
of interest is to show them the artistic creativity. 

So I am giving them an extra positive view of the 
city. Obviously from the feedback I know that they 
SLH]L�3PZIVU�^P[O�H�KPɈLYLU[�WLYZWLJ[P]L�HUK�[OL`�
KLÄUP[LS`�\UKLYZ[HUK�̂ O`�3PZIVU�PZ�VU�[OL�[VW�JP[PLZ�
for creative art, for urban creativity. 
(Vasco Rodrigues)

���<YIHU�JYLH[P]P[`�PU�:qV�7H\SV
In the city of São Paulo, marginalized communities have a 
strong demand for urbanism and urbanization. The desire 
MVY� \YIHUPZT� OHZ� H� NYLH[� PUÅ\LUJL� VU� \YIHU� J\S[\YL�� MVY�
instance guerilla planting (see Figure 2). There exists a 
lack of canalization and green space and a large demand 
for community spaces for locals to congregate. In most 
cases implementation is hindered by bureaucracy and 
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Fig. 1. Mural in Quinta do Mocho, Source: The author, 2016
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WVSP[PJZ�� (UV[OLY� IHYYPLY� PZ� [OL�TP_[\YL� VM� KPɈLYLU[� UH[PVUZ�
and cultures, where a homogenous group demanding their 
shared needs and values be met does not exist.

On the other hand, urbanism is brutal in São Paulo, like the 
aggressively protected private property (e.g., barbed-wire 
fence, high walls), density of population, extremely high 
number of cars, low quality of public transportation, gross 
and narrow pavements, and problems of distinguishing 
between public and private property. 

In this environment, urban activism is becoming wide 
spread, where a group of people (both specialists and non-
specialists) are seeking new forms of occupying public 
space, executing micro-transformation on the street scale 
and macro-transformation on the scale of public policies. 

Urban creativity is to create and explore freely in the city. The 
aim is to create a tolerant territory and to understand how to 
KLHS�^P[O�JVUÅPJ[Z��(JJVYKPUN�[V�[OL�PU[LY]PL^LLZ��L_HTWSLZ�
of creativity practices in São Paulo include cultural institutes, 
large-scale urban development projects, transformation of 
special neighbourhoods, street festivals and activities as 
well as educational programs (see Table 3).

The interviewees explain the environment and the case of 
urban creativity in the city, as well the issue of identity in São 
Paulo:

I lived in São Paulo during the 1990s. It was 
shocking for me, I was not used to that, I was from a 
forest. It was violent, everyone was for themselves, 
you could be killed easily. It was the creativity for 
surviving, selling drugs, robbing cars. Often there 

Fig. 2. Urban creativity in front of Gallery Choque Cultural,
neighbourhood Vila Madalena, São Paulo;  Source: The author, 2016



was an issue with the police. São Paulo police is 
the most violent one. What is urban creativity to 
survive? Skating for instance, but if you made any 
NYHɉ[P�� P[�^HZ�H�JYPTL��:V� MVY�TL�\YIHU�JYLH[P]P[`�
has a strong relation with crime. (Ricardo Ruiz)

:qV�7H\SV�KVLZ�UV[�OH]L�HU�PKLU[P[ �̀�(SS�T`�LɈVY[Z�
about the center to restore the identity were lost. 
There was a strong movement to look for identity 
in Avenida Paulista, later in Faria Lima, then this 
process was moving away from the center. Mooca 
has an Italian identity, but now it has the process 
of mobilization. Mapping the identities, as public 
policies can value them. Culture today passes 
[OYV\NO� \YIHUPZT�� ^OPJO� ZVTL� ÄM[LLU� `LHYZ� HNV�
did not happen. (Carlos Calil)

(\[OVYP[PLZ� KV� UV[� M\SÄS� [OL� ULLKZ� VY� ÄUHUJL� PUP[PH[P]LZ� VM�
\YIHU� PU[LY]LU[PVUZ�� ;OLYL� PZ� UV� ZPNUPÄJHU[� WPSV[� WYVQLJ[� PU�
[LYTZ� VM� \YIHU� JYLH[P]P[`� ÄUHUJLK� I`� W\ISPJ� H\[OVYP[PLZ��
As the interviewees underline, there is a lack of common 
ideology and network required in order to articulate needs to 
political decision makers. 

We are restricted to ideological issues. For example 
the Park of Rua Augusta. Praça Roosevelt. There is 
a lack of common sense and ideology. (Carlos Calil)

Society needs to be better organized into groups 
and networks, to discuss certain public policies, 
and to create articulations for these epic policies. 
(Baixo Ribeiro)

Since there is a deep crisis in the political issues (i.e., 
PTWLHJOTLU[��[OLYL�PZ�H�SHJR�VM�SLHKPUN�ÄN\YLZ�̂ OV�ZLY]L�[OL�
public and stand for the locals’ needs. On the other hand, the 
project Cidade Limpa in 2006 was a new law, which forbids 
outdoor ads in the city. This allowed for massive creativity in 
street art:

;OL� YLJLU[� TH`VY� ^HZ� HU� PTWVY[HU[� ÄN\YL� HUK�
supporter of urban art, he got his own spray can 
and made his own piece. The state has the duty to 
Z\WWVY[�ÄUHUJPHSS`�[OL�WYVQLJ[��I\[�[OL`�KVU»[�KV�P[��
That is why many private initiatives came out. Some 
months ago I gave classes of street art for elderly 
WLVWSL��^OPJO�^HZ�ÄUHUJLK�I`�;V`V[H��0�HT�HMYHPK�
of the new major, who is a real business man.” (Alex 
Romano) 

Romano’s prediction came true. In 2017 the new mayor had 
street art works erased and urban creativity is not promoted 
any longer.

On the other hand, some argue for the importance of change 
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Table 3. Urban Creativity examples in São Paulo reported by the interviewees

Educational 
projects

Street festivals and 
activities

Cultural Institutes Parts of the city, 
IPN�ZJHSL�\YIHU�
KL]LSVWTLU[

Seminarium of 
question of city in 
the night,

Escola a cidade, 
cidade a escola 
education program

Virada Cultural,
Largo da Batata,
Minhocão

Praça das Artes Institute,
Biblioteca Tiradentes,
Abandoned buildings in the 
service of the community like 
Vila Itororó,
Choque Cultural Gallery,
SESC Pompeia,
Tomie Ohtake Institute,
Sala São Paulo

Vale de Anhangabaú,
Largo da Batata,
Minhocão,
Abandoned buildings in the 
service of the community like 
Vila Itororó,
Vila Madalena,
Parque Ibirapuera,
Mooca

Source: The author, 2016



39

Knowledge TransferSAUC - Journal V3 - N2

in political attitudes:
The political system has changed a lot recently 
in the ideology and invest into the public sectors. 
Now communities are supported and fostered to 
get trained, and establish themselves economical 
actors. (Ricardo Ruiz)

Urban creativity is connected to values like redistribution 
and revalorization, which can serve the locals and work to 
[OLPY�ILULÄ[!�

Redistribution of the wealth is cruel. If you get 
people think creatively, critically, using the city as a 
medium, that kind of experiment is a possibility to 
change the oligopolies and provide access to the 
more. There are also good examples like start-ups 
or a shop in entire Brazil, called Magazine Luisa, 
which provides products for the poor. This is a shop 
all around brazil, good products for poor people. 
(Ricardo Ruiz)

Urban creativity means revalorization, repositioning, 
NLU[YPÄJH[PVU� VM� JLY[HPU� HYLHZ�� ;OLYL� HYL� IPN�
KPɈLYLUJLZ�IL[^LLU�HYLHZ�VM�[OL�JP[`�¶�MVY�PUZ[HUJL�
Jardins in downtown are rich, outskirts are poor. But 
in both areas nights are dangerous. Urban creativity 
brings a new hint in revalorization of abandoned 
and old buildings. (Carlos Calil)

0U[LY]PL^LLZ�OH]L�KPɈLYLU[� PKLHZ�VU�[OL� PUÅ\LUJL�VM�\YIHU�
creativity on economy or tourism:

About tourism, foreign tourists want to see the new 
things of urbanism, they are curious about the real 
São Paulo. Locals want to take foreigners to malls, 
but it does not make sense, someone from the US 
can buy things cheaper there than here. Another 
strange and bizarre example is Sala São Paulo in 
Cracolândia...The Virada Festival happens in an 
area which was forgotten for many years. Now it 
brings visibility and tourism, there is nothing like 
this, not even in Rio de Janeiro. It doesn’t exclude 
the periferias, is neither elitist nor discriminative. 
For instance, on the day of the festival public 
transportation is free, thus people from periferias 
can come to the downtown, otherwise this would 
be hardly possible. (Carlos Calil) 

Although the city is strong in street art and gives space to 
internationally renowned artists like Os Gemeos, “the city is 
Z[PSS� UV[� L_WSVP[LK� MVY� [V\YPZT�� I\[� [OLYL� HYL� NYHɉ[P� [V\YZ�¹�
(Alex Romano)

There are areas of the city, like Vila Madalena, which 
have recently become popular due the to the visibility of 
¸JYLH[P]P[`¹�� HUK� HYL� NVPUN� [OYV\NO� H� Z[YVUN� NLU[YPÄJH[PVU�
process.

The neighbourhood Vila Madalena is a good 
L_HTWSL� VM� YLJLU[� NLU[YPÄJH[PVU� HUK� YLSH[P]LS`�
strong tourism. Also city center provides a great 
ZJHSL� VM� KPɈLYLU[� HJ[P]P[PLZ�� J\S[\YHS� L_WLYPLUJLZ��
galleries, schools, spaces of culture. (Baixo Ribeiro)

In terms of international relations, there are examples from 
Germany or England--even the British Council made a 
project in the city. According to Carlos Calil “we can make 
exchanges, we can talk, but it won’t bring solutions. For 
example, High Line is great but not the same as Minhocão.” 
(Carlos Calil) 

While the interviewees argue if São Paulo can be considered 
a creative city, they all agree that the city has very strong 
energies, “Architecture, artists, periferia movements are 
strong initiatives.” (Carlos Calil)

I do not consider São Paulo that creative, because 
the industrial culture killed the focus on traditional 
culture. For instance, people consider Mooca 
district Italian, but that has a fake tradition of Italy. 
We have some indie or black community, but 
they are whitening (branciado). Capitalism in the 
1950s-1970s got the globalized idea as a pattern, 
and happened very well here. (Ricardo Ruiz)

In my opinion São Paulo is a creative city with 
intense energy, includes also violent and strong 
ÄNO[Z��;OL�JP[`�OHZ�THU`�WYVISLTZ��[OH[�PZ�^O`�^L�
are in a war of transformation, which means many 
deaths and political violence. We use creativity in a 
strong way. (Baixo Ribeiro)

 
For me this city is very much creative and incredible 
from a certain point of view: the poorer areas you 
NV� [OL�TVYL� JYLH[P]P[`� `V\� ÄUK�� 0U�TVZ[� JHZLZ� P[�



TLHUZ�PUUV]H[PVU�HUK�YLJ`JSPUN��)YHaPS�^HZ�[OL�ÄYZ[�
country where muralists used wall paints instead of 
sprays, because that was cheaper. How ghettos, 
shanty towns came out, it was a very brutal 
colonisation of exploitation. Brazil came up with 
H�IPN�]PVSLU[�J\S[\YL�� YHJPZT��NYHɉ[P�^HZ�H�ZJYLLU�
for the poor neighbourhood, poor people went up 
on the buildings and write their names. It is very 
depressive, to get out of poverty. (Alex Romano) 

���*VUJS\ZPVU
The Lusophone space is mostly described as a virtual territory 
shaped by common language and culture. As language and 
culture are prior “soft power” elements to maintain common 
PU[LYLZ[Z�HUK�HɉUP[PLZ��HUK� PKLU[P[ �̀� [OL�X\LZ[PVU� PZ� PM� [OLYL�
HYL�YLJVNUPaHISL�[YHJLZ� PU�\YIHU�JYLH[P]P[`�^OPJO�YLÅLJ[�VU�
the common Lusophone history or cultural details and if 
there any common strategies in promoting urban creativity 
PU�[OL�L_HTPULK�JP[PLZ��(S[OV\NO�IV[O�JP[PLZ�HYL�HISL�[V�M\SÄS�
KPɈLYLU[�JYP[LYPH�[V^HYKZ�[OL�LZ[HISPZOTLU[�VM�H�JYLH[P]L�JSHZZ�
and creative city, such as Florida’s 3Ts (talent, tolerance, 
technology) or ACRE factors (dependence of the road, 
JS\Z[LYZ�� SVJHSPaH[PVU�� JVUÄN\YH[PVU� HUK� PUKP]PK\HS� MHJ[VYZ���
[OLYL� HYL� Z[YVUN�KPɈLYLUJLZ� PU� [OL�^H`Z�VM�WYVTV[PUN�HUK�
dealing with urban creativity. 

With the world economic crisis, urban creativity activities 
OH]L� Z[HY[LK� [V� ÅV\YPZO� PU� 3PZIVU�� THPUS`� K\L� [V� [OL� MHJ[�
that political decision makers saw the potential of a boom 
within a creative city. Since then, start-up and urban art 
J\S[\YL�PZ�ZPNUPÄJHU[��HZ�PZ�[YHUZMVYTH[PVU�VM�VSK�^HYLOV\ZLZ�
and factories into creative and cultural hubs and big scale 
urban development investment. Indeed, urban art is no 
longer considered vandalism in Lisbon, and is often used as 
H�TLKP\T�[V�YLÅLJ[�VU�JVSVUPHS�OPZ[VY �̀�

In the case of São Paulo, such a visible starting point is 
\UKL[LJ[HISL�� /LYL� NYHɉ[P� Z[PSS� ^VYRZ� HZ� H�TLKP\T� VM� [OL�
periphery and resistance, and as a tool of social projects 
in the communities. On the other hand, since the ban of 
V\[KVVY� HK]LY[PZLTLU[Z� [OLYL� PZ� TVYL� ZWHJL� MVY� NYHɉ[P�
artists to create. In São Paulo creativity derives from a very 
strong need and desire for a better quality of life, for more 
friendly environments, and for urbanism in general. This 
brutal urbanism (e.g., the lack of legislation, high criminal 
incidences) give a solid base from which urban activism 

can grow. Urban creativity includes cultural institutes, large-
scale urban development projects, transformation of special 
neighbourhoods, street festivals and activities as well as 
educational programs.
 
In Lisbon, urban creativity projects are strongly supported by 
the city hall, which is a much wider political issue in Portugal, 
promoting the “tolerant” city and relationships with ex-
colonies (e.g., CPLP). In São Paulo, instead of public policies, 
urban creativity projects are based on private organizations 
and locals gathered in communities. This is a rather bottom-
up process, and urban creativity is more related to urban 
development because of the needs of the locals. In Lisbon, it 
is a more centralized, top-down process. City Hall in Lisbon 
sees urban creativity as part of its development strategy, in 
São Paulo there are some projects (like FabLab) run by city 
hall, but there is no comprehensive strategy. 

<YIHU�JYLH[P]P[`� PU�3PZIVU�OHZ�H�Z[YVUN�ZWPU�VɈ�LɈLJ[��HUK�
ZPNUPÄJHU[� PUÅ\LUJL� VU� [OL� LJVUVT`� HUK� [V\YPZT�� HZ�^LSS�
HZ� YLJYLH[PVU� HUK� NLU[YPÄJH[PVU� VM� MVYTLYS`� KPZHK]HU[HNLK�
city areas (immigrants, social, industrial neighbourhoods). 
In São Paulo, there are certain areas which were recently 
NLU[YPÄJH[LK�� HS[OV\NO� [OLZL� H[[LTW[Z� VM[LU� MHPS� �ZLL� :HSH�
São Paulo in Cracolândia) and redistribution of wealth is still 
problematic. The city is still not exploited for tourism, but 
there are attempts to realize it.

In interviews in Lisbon it was common for agents of creative 
projects to use the space in a new and creative way, which 
is acknowledged by the locals, tourists and the political 
leaders. It seems that many believe these kinds of projects 
shape the image of a creative city in a positive way. In São 
Paulo the opinions regarding a creative city image is more 
fragmented, likely due to a strong urban energy need. 

A future aim of the research is to extend the interviews to other 
Portuguese speaking countries, and establish a comparative 
Z[\K`� VM� [OL� KPɈLYLU[� TL[OVKZ�� L_HTWSLZ�� HUK� ÄUHUJPUN�
systems of urban creativity in order to better describe and 
understand the Lusophone space and its characteristics. 
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���0U[YVK\J[PVU!�(Y[ZJHWPUN��\YIHU�HY[�HUK�WSHJLTHRPUN

�����(Y[ZJHWPUN�
Artscaping of public places has become a spatial 
placemaking strategy that relies on artistic practices and 
creative placemaking in response to the processes of social 
and cultural changes in urban landscapes. In that conceptual 
JVU[L_[��W\ISPJ�WSHJLZ�HYL� YLWYLZLU[H[P]L�ZWHJLZ� YLÅLJ[PUN�
place identities. Living spaces that allow interaction and 
self-expression are identity representative sites. Hence, they 
are obviously localities for the development of stimulating 
processes of urban art, which can be labelled as “artscaping” 
of public place.

The term “artscaping” is subject to a variety of interpretations 
according to the cultural context where it is dealt with, 
the nature disciplines that it related and types of artworks 
addressed. Conceptualizing the artscaping of public places 
originates with concepts developed by Becker (1982), 
Crane (1992), Guerra and Costa (2016), where the ideas of 

W\ISPJ� WSHJL� HZ� H� ZJLUPJ� ZWHJL� VM� ZWLJPÄJ� HY[PZ[PJ�� ZWH[PHS�
and formal qualities have been addressed and promoted. 
According to them, the idea of cultural scene that was 
developed from the concept of artscaping, can articulate 
the extents of and/or type of artistic production. An example 
of this could be the interaction of public art with public 
places, which transcends artistic and cultural messages to 
create or to endorse identity of a place (Straw, 2004). Many 
propositions on the contemporary public art/public place 
were argued by scholars, such as Scott (2000), Costa (2008); 
Costa and Lopes (2013), who support the idea that urban 
HY[�OHZ�ILJVTL�NYHK\HSS`�HZZVJPH[LK�^P[O�H�ZL[�VM�ZWLJPÄJ�
characteristics of urban situations, challenging urban 
interventions in those places.

�����<YIHU�HY[�
The term “urban art” can be described in many ways and in 
relation to several cultural contexts, denoting that public art 
PU�\YIHU�ZL[[PUNZ�HYL�WSHJLK� PU�ZWLJPÄJ�ZP[LZ�^P[O�TLHUPUN�
and intent. Urban art is often used to summarize all visual 
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to (re)shaping the notion of public places in unprecedented dimension, perception, and scale. The concept of urban art implies 
an inclusive approach to public art, urban life and the public realm. Following the notion “the whole is greater than the sum of 
the parts”, the emerging design trends attempt to (re)present public places as a comprehensive synthesis and interactive form 
VM�\YIHU�HY[�JVTIPUPUN�LSLTLU[Z�VM�[LTWVYHY`�HUK�WLYTHULU[��MVYT�HUK�ZWHJL��Z[H[PJ�HUK�K`UHTPJ��HJ[P]L�HUK�WHZZP]L��LɈLJ[Z�
and impressions. This process has greatly transformed not only the way of making and/or remaking places, but it also extends 
to new horizons of perceiving, and interacting of both public space and the public arts by users in their tangible and intangible 
terms. The paper examines the case of Jeddah, the city of Arts; a case that has transformed the city into an extensive outdoor 
art museum, through a broad range of urban artworks, including works of many international artists and sculptors. The paper 
explores the (re)making process of Jeddah’s public places under modern interpretations of aesthetical artistic values, where 
qualities of excitement, livability, vibrancy, and spectacularism are manifested in the city’s placemaking process. The paper 
attempts to build on some future directions for urban artscaping as a new perspective for understanding, interpreting and (re)
making city spaces.
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art practices that relate to cities and city life. Often, the 
relationship between content and audience, what the art is 
saying and to whom, is just as important if not more important 
than its physical location (Knight 2008). Historically, the 
notion of “urban art” has been developed from street art 
HUK� NYHɉ[P� J\S[\YL�� ;VKH �̀� [OL� [LYT� ¸\YIHU� HY[¹� PZ� HWWSPLK�
to creative artistic/design works ranging from monumental 
PUZ[HSSH[PVUZ��SHUKTHYR�ZJ\SW[\YLZ��[V�NYHɉ[P�HUK�T\YHSZ��(Z�
such, it includes an entire spectrum of artistic and visual 
interventions connected to outdoor spaces. Urban art often 
L_PZ[Z�PU�H�ZL[[PUN�KLÄULK�I`�WVZP[PVUPUN�HY[^VYRZ�PU�WO`ZPJHS�
spaces that accommodate them, and it generally has several 
interfaces with its location, besides its visual and aesthetical 
characteristics. Urban artworks hold strong connection to 
their urban and social contexts, as one of the most used 
approaches that brings public art into people’s lives through 
interaction and participation, rather than focusing only on 
JVU]LU[PVUHS� \YIHU� ILH\[PÄJH[PVU�� 0U� JVU[YHZ[� [V� ¸W\ISPJ�
art”, urban art is very inclusive, in which it is both part of 
HUK� YLÅLJ[P]L� VM� J\YYLU[� WYVJLZZLZ� VM� NSVIHS� \YIHUPaH[PVU��
Following the current forms of urbanism, the transitions 
between art, architecture, urban design, city planning, and 
social cultural characteristics are in continuous process of 
change, interaction and transformation.

Urban art should be valued by the community. However, 
in Jeddah, understanding artworks among residents is not 
up to standard. This is due to inadequate knowledge of art, 
misplacement of the artefacts, and the lack of community 
participation. In most cases, conventional planning deals 
^P[O� \YIHU� HY[� PU� H� ^H`� [OH[� PZ� SPTP[LK� [V� Q\Z[� ÄSSPUN�PU��
decorating, or beautifying a space, and this is done in ways 
that do not provide a “sense” of place or display thoughtful 
ideas.

�����<YIHU�HY[�HUK�WSHJLTHRPUN
Over the past few decades, the relationship between urban 
art and public places has been manifested in rapidly growing 
and diverse trends in various public realms. These trends 
include mainly creative initiatives: for example, the emergence 
of new sorts of urban art and the change of artistic modes 
of production. Moreover, they include new experiments 
in the interaction of architecture, such as some visionary 
interventions in city spaces. It is argued that the current 
changes in urban landscape in many cities are direct results 
of the fact that traditional boundaries between time and 

space, real and virtual, tangible and intangible, physical and 
spiritual, inside and outside, and ephemeral and temporal, 
are being blurred by contemporary urban transformations. In 
that respect, Soja (1989) suggests that a “spatial turn” of art 
WOLUVTLUH�JVUÄN\YLZ�H�UL^� PU[LYWYL[H[PVU�VM� [OL� YLSH[PVU�
between the social and the spatial patterns, which renders 
a wide diversity of urban interventions in public places. 
These artistic interventions have been introducing a new 
perception on how placemaking and urban life are shaped 
[OYV\NO�PUUV]H[P]L�PU[LYHJ[PVUZ�^P[O�[OLPY�ZWLJPÄJ�ZVJPHS�HUK�
cultural processes. 

Hence, encompassing various media and techniques used 
I`� [OL� \YIHU� HY[� WYHJ[P[PVULYZ�� SPRL� HK]LY[PZLTLU[Z�� NYHɉ[P�
and street artworks as well as entire installations and art 
performances, urban art has inevitably become an important 
part in the evolution process of placemaking. In addition, it 
PZ�ILJVTPUN�L_[LUZP]LS`�PU]VS]LK�^P[OPU�ÄLSKZ�Z\JO�HZ�\YIHU�
regeneration and re-interpretation of urban landscapes, 
as well as commoditization such as advertising and city 
marketing. 

���;OL�ULLK�MVY�H�UL^�WHYHKPNT
Literature on aesthetic aspects of public artworks in urban 
and cultural contexts has rarely debated the characteristics 
and the associated features of urban art in public places of  
contemporary Arab cities. On a theoretical level, there is a 
lack of research on the relationship between public art and 
public space, although, a theoretical discourse on planning 
for public art is an inseparable aspect from the essence of 
“public” arts. As Hunting (2005) points out, “the established 
institutions in the art and art history world have failed to 
YLHSPaL�[OH[�^OLU�HY[�TV]LZ�PU[V�[OL�W\ISPJ�ZWOLYL��KPɈLYLU[�
standards and objectives must be applied if that art is to 
be successful, or even coherent”. Moreover, Hunting claims 
that this lack of research on the planning for public art is 
due to “the interdisciplinary nature of public art, combining 
[OL� KPZWHYH[L� ÄLSKZ� VM� ÄUL� HY[�� T\ZL\T�THUHNLTLU[�� HY[�
history and public administration, complicates discussions 
about exactly what public art is and where it should be 
going”. In this context, Philips (1999) states lacking “the 
creation of the kind of sustained theoretical or critical 
framework required to transform ideas and impressions 
into meaningful relationships and connections”. However, 
this lack of research can be attributed to the absence of a 
clear understanding of a theoretical framework and sound 



practical guidelines for the complex relationship between 
urban art and public place, as well as the interaction of the 
characteristics of both in the contemporary Arab city. 

Urban art can be a catalyst for achieving distinctive urban 
aesthetics and a vibrant civic life. Phillips (2003) has 
questioned that urban art is situated at “the congested 
crossroads of aesthetics, public life, cultural ideas, and 
political issues. It is an art which is absolutely engaged 
with the world and this engagement often invokes spirited 
disagreement.” He asserts that it is an “art when it encourages 
and expedites connections between the private and public, 
the intimate place and the municipal space, the body and 
[OL� JVTT\UP[ �̀� ;OLYL� HYL�TVTLU[Z� VM� YLÅLJ[PVU�^OLU� HU�
image, or sound, or space allows individuals to embody, in a 
\UPX\L�HUK�VM[LU�ZWLJPÄJ�^H �̀�[OL�]HZ[�HUK�]HYPV\Z�PZZ\LZ�VM�
public life” (Phillips, 2003).

In this context, Miwon Kwon (2002) introduces a 
JVU[LTWVYHY`�\UKLYZ[HUKPUN�VM��¸ZP[L�ZWLJPÄJ�HY[¹��Z[YLZZPUN�
[OL�JVUJLW[�VM�̧ ZP[L�ZWLJPÄJP[`¹�HUK�[OL�ZPNUPÄJHUJL�VM�W\ISPJ�
art’s relationship to place. She addresses the dimensions of 
ZP[L�ZWLJPÄ[`�[OYV\NO�[OYLL�THPU�WHYHKPNTZ!

1.The “phenomenological” paradigm, in which the “site” is 
the “starting point and reason for being of the artwork. This 
paradigm strongly links the physical place with the artwork.

2. The “social” or “institutional” paradigm, in which the “site” 
is formed by “a much broader framework, with the focus 
on the social, economic and cultural political conditions, in 
which art is produced and presented.”

3. The “discursive” paradigm, where “the dematerialization 
of the ‘site’ and of the artwork are summed up” and artists 
L_WHUK�[OLPY�ÄLSK�VM�VWLYH[PVU��PU�[OL�ZLUZL�VM�SVJH[PVU��MVYT��
content and function, far beyond the context of art.

Hence, there is a need for a new paradigm of public places, 
addressing urban art and urban intervention as an innovative 
city development strategy towards successful placemaking, 
with particular reference to regeneration and revitalization 
initiatives. It is assumed that the new paradigm will focus on 
the main patterns, approaches, and trends to the (re)making 
process of city squares under alternative interpretations of 
the relevant urban aesthetical artistic values, where qualities 

of excitement, livability, and vibrancy, among other qualities, 
are manifested in placemaking.

Places of urban art challenge common ways of thinking 
about the urban visual arts and their role in everyday life. This 
unique urban intervention pattern will necessitate a careful 
investigation of the relationship between the urban artworks 
and the appropriate spatial context, distance, movement, 
visibility as well as the townscape elements that should be 
considered for a successful setting of public art in public 
space (Helmy, 2005). The planning for urban art will dictate 
HU�LZZLU[PHS� SH`LY� MVY� [OL�JP[`�THZ[LY�WSHUUPUN�VU�KPɈLYLU[�
scale levels, from the overall strategic urban art planning to 
the individual site planning of public place. The task of such 
WSHUUPUN�PZ�[V�VYNHUPaL�HUK�KLÄUL�\YIHU�HY[�ZLSLJ[PVU�HUK�P[Z�
setting (Helmy, 2008).

���1LKKHO
Jeddah is a principle Red Sea port, a leading commercial 
city in Saudi Arabia and a main access point for visitors 
to the holy Muslim city of Makkah. The city has nearly 40 
kilometers of coastline, providing a road, walkways and 
attractions along the coast. It has a multifaceted history 
associated with travelling and tourism. In the 1970s the 
city initiated a long term urban art program called Jeddah, 
the City of Art. The initiative illustrates the role that can be 
played by art in shaping the urban environment and how built 
spaces and public artworks do interact with one another or 
converge within a culturally rich context. It implies a citywide 
and large-scale urban project that manifests how uban art 
contributes to the formation and transformation of public 
places. In addition, the Jeddah Art Initiative demonstrates 
the way people conceive the aesthetic dimension of urban 
design (from architecture and landscape design, to spatial 
networks, placemaking, and city planning). 

����1LKKHO�JP[`�MVYT
;OL�JP[`�OHZ�ILLU�NYLH[S`�PUÅ\LUJLK�I`�P[Z�VYPNPUHS�M\UJ[PVUZ!�
its port, historic core surrounded by the Central Business 
District (CBD), vast residential areas, shopping centers and 
services, a creek, and several recreation areas. Administrative 
services, commerce, and shopping facilities shaped the 
land use of the old core, and extended beyond it along with 
the north-south axes dated back to the 1970s and 1980s. 
Residential neighborhoods were developed along these 
axes, where some cross connections constitute a large-scale 
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orthogonal grid, following a dominant physical planning 
model of that time. The cosmopolitan character of the city 
and its residents, historical and commercial characteristics 
to goods and pilgrims have had a great impact on its form 
and structure. 

Generally, the city’s urban patterns are characterized by 
PU[LUZPÄLK� KL]LSVWTLU[�� ^OLYL� ZL]LYHS� \YIHU� HYJOP[`WLZ�
and large subdivisions dominate the city spatial structure. As 
/LST`��������WVPU[Z�V\[��MV\Y�THPU�WH[[LYUZ�JHU�IL�PKLU[PÄLK!

Grid Patterns: the iron-grid networks, as the large-
scale mixed-use developments along major axes.
Radial Patterns: traditional forms that radiate from 
the historical core.
Organic Patterns: as in the complex historical fabric, 
i.e. traditional buildings, markets and streets.
3PULHY�7H[[LYUZ!� MHIYPJZ� KLÄUPUN� [OL� LKNLZ�VM� [OL�
waterfront, i.e. tall buildings along the Corniche.

The visual identity of Jeddah is summarized through 
the representative aesthetics of its skyline, traditional 
buildings, modern squares and vistas, where a mix of 
traditional Hijazi architecture (local vernacular architecture 
of the region), modern international styles (of European/
American references), and authentic and innovative forms, 
are juxtaposed with great variations. Major landmarks in the 
city include numerous mosques, which act as icons along 
the Corniche strip and vistas along main roads in the city. 
Moreover, the mixed-use complexes centered in the core of 
the city, the Municipality Headquarters building, the airport 
terminals, the sea port and the port observation tower are the 
TVZ[�PKLU[PÄHISL�SHUKTHYRZ�VM�[OL�JP[ �̀�0U�HKKP[PVU��[OL�SHYNL�
number of super scale sculptures and works of art situated 
PU�[YHɉJ�YV\UKHIV\[Z�HJ[�HZ�Z[YVUN�]PZ[HZ��;OL�\YIHU�PJVUPJ�
artworks of Jeddah are visible from many vantage points 
around the city. They mark the city’s major locations, helping 
visitors and residents to navigate its zones and spaces. 
Numerous of the landmarks of Jeddah frame well its public 
spaces. 

����1LKKHO�W\ISPJ�WSHJLZ�
With few exceptions, the harsh humid hot weather of Jeddah 
most of the year does not enable outdoor public gathering 
in a comfortable atmosphere, except for a few limited 
locations. Outdoor public places are to be found in the 
old traditional markets as well as along the Corniche strip, 
where recreational and special outdoor seating facilities 

are available. Indoor gathering spaces, found in mixed-use 
KL]LSVWTLU[� HUK� PU� U\TLYV\Z� ZOVWWPUN�THSSZ� VM� KPɈLYLU[�
scales and areas all over the city, are dominant public space 
patterns. The major outdoor places can be categorized as:
Green Parks and areas, including some green stretches 
along main roads and urban parks. 
Traditional spaces found in historical markets and plazas.
<YIHU� ZX\HYLZ�� SHYNL�ZJHSL� [YHɉJ� YV\UKHIV\[KZ� YLZ\S[PUN�
from the major roads intersecting, devoted to the organization 
VM�[YHɉJ�HYV\UK�[OLT��;OL`�JHUUV[�IL�JVUZPKLYLK�HZ�W\ISPJ�
gathering places. 
The Red Sea Corniche long strip, including promenades, 
gathering areas, pedestrian zones.

����1LKKHO»Z�\YIHU�HY[�ZJHWL
In the 1970s, Jeddah’s mayor Mohammed Said Farsi 
envisioned Jeddah City as a global cultural art hub. 
*VUZLX\LU[S �̀� [OL� 1LKKHO� )LH\[PÄJH[PVU� 7YVQLJ[� ^HZ�
established to realize such a vision. Contrary to European 
and American public art culture, public art in Jeddah’s 
cultural and urban contexts, was seen as the major part 
VM� [OL�JP[`�ILH\[PÄJH[PVU�WYVNYHT��KPZYLNHYKPUN�JVTT\UP[`�
involvement or citizens artistic understanding and 
acceptance. Hence, the main role of the Jeddah art initiative 
was to make a visual statement. About 526 public artworks 
were scattered in the city’s landscape with an array of visual 
sculptural elements of many sorts (Susie of Arabia, 2012), 
such as murals, installations of various scales, fountains, 
and architectural miniatures.
The main themes of Jeddah public artworks include religious, 
historical, geometrical and science subjects, traditional and 
L]LY`KH`�VIQLJ[Z�� Z\JO�HZ�(YHIPHU� JVɈLL�WV[Z�� HUK�^H[LY�
vessels, Quranic verses using Arabic calligraphy, abstract 
and monumental as well as many whimsical art works by 
internationally renowned artists, assuring the international 
nature of the envisioned city. One may drive or walk by the 
W\ISPJ� ^VYRZ�� VY� ZWLJPÄJHSS`� ]PZP[� P[� HZ� H� KLZ[PUH[PVU�� ;OL�
sculptures are fashioned out of everything from bronze, 
steel, marble, concrete, local stone, and even scrap iron and 
recycled machinery. A number of the sculptures are made 
of recycled aircraft and boats. The art works are mostly 
abstract, avoiding the use of human form in order to sidestep 
YLSPNPV\Z�JVUÅPJ[Z��:VTL�VM�[OL�SVJHS�HY[PZ[Z�HUK�[OL�^VYSK»Z�
most distinguished masters participated in the creation of 
Jeddah’s art works. 



(J[PUN�HZ�SHUKTHYRZ�MVY�[OL�JP[`�HUK�YLÅLJ[PUN�[OL�WYVQLJ[LK�
identity of the 1980s, Jeddah, the City of Arts, is the art 
initiative that seems to capture mostly the eyes of today’s 
residents and visitors. The urban artworks have transformed 
the city into an extensive outdoor museum, although there 
is no tradition of sculpture in Saudi Arabia. They are much 
TVYL� ZPNUPÄJHU[� [OHU� [OL� ZWHJL� Z\YYV\UKPUN� [OLT�� ;OL�
artworks represent a broad range of styles including works of 
many renowned international artists and sculptors, such as 
the Spaniard Julio Lafuente, the Italians Arnaldo Pomodore, 
Pietro Cascella and Di Giovanni, the American Robert Cook 
and some of the “giants”: Henry Moore, Joan Miró and 
Jacques Lipchitz, and the Hungarian Victor Vasarely. Many 
of the artworks are abstract and deviate sharply from topics 
such as science, technology, nature, especially the sea, 
which link the other artworks with the city’s heritage. (Susie 
of Arabia, 2012).

�������3VJH[PVUZ�VM�HY[^VYRZ�PU�1LKKHO
Locations of artworks in Jeddah vary from locations along 
major roads, along the Corniche strips and the sculpture 
T\ZL\T��[V�WVZP[PVUZ�PU�[OL�TPKKSL�VM�YVHK�JYVZZPUNZ��[YHɉJ�
roundabout islands) to urban parks and green zones. Fig. 1 
shows a summary of the typology of locations for Jeddah’s 
public artworks.

Art in roadways
The islands dividing/or along the roadways are becoming 
JVTTVU�ZL[[PUNZ�MVY�HY[^VYRZ�VM�KPɈLYLU[�ZJHSLZ��ZPaLZ�HUK�
forms. Notable examples for artworks are the Four Lanterns 
by Julio Lafuente, and Tahlia Fountain by Mustafa Senbel, 
which are both located at Tahlia street, and the Fish by Al 
Hindi and Banjabi in Corniche Obhur.

<YIHU�WHYRZ
Urban parks and green zones have also become common 
settings for unique artworks. Major examples are found in 
the Rotating First Section by Arnaldo Pomodoro (1975); 
the Large Spindle Piece by Henry Moore (1968); and the 
Antagonistic Contacts and Sun and Beam by Giò Pomodoro, 
which are all located in Jeddah Sculpture Museum.

;YHɉJ�JPYJSLZ��YV\UKHIV\[Z�
The huge scale of the major road crossings resulted in the 
JYLH[PVU� VM�TVU\TLU[HS� ZJHSL� [YHɉJ� YV\UKHIV\[Z�� 0UZ[LHK�
of creating a vast lost space within those crossings, it 

was considered an appropriate ground for super scale 
artworks. Examples include: The Acciden”! (Crazy Speed) 
by Julio Lafuente, at the Northern Corniche road; The Globe 
Roundabout by Julio Lafuente; and the Seagull Roundabout 
by Mustafa Senbel, located at Northern Corniche.

The Corniche strip
The “Corniche”, adorned with sculpturesque elements, 
ILJHTL� Z`UVU`TV\Z� ^P[O� ILH\[PÄJH[PVU� HSVUN� 1LKKHO»Z�
seacoast strip. It denotes the creation of all kinds of 
sculptures, plastics, art objects and installations that adorn 
the Corniche area. The Corniche delineates several sorts 
of public places, green areas and parks for leisure and 
entertainment. 

�������;̀ WLZ�VM�THQVY�\YIHU�HY[^VYRZ�
Urban artworks in Jeddah include all kinds of sculptures, 
murals, small-scale architectural elements, art objects and 
installations. Artworks are all abstract in form and their types 
can be summarized as follows:

Architectural icons
Architectural icons play an interesting role in the Jeddah Art 
0UP[PH[P]L��(YJOP[LJ[\YL�PZ�YLWYLZLU[LK�[OYV\NO�ÄUL�LUZLTISLZ�
and award-wining Mosques, some landmark buildings, or 
a miniature for full-scale traditional buildings and old city 
gates in some locations. Illustrative examples include the 
Commercial Bank in Jeddah, by Kin Jordon Bunshaft in 
the Historic Jeddah (1988); the Floating Rahma Mosque 
Corniche Jeddah (2005); the Camel Roundabout by Rabi 
Al Akhras, Obhur Jeddah, and the Historic Jeddah Gate, in 
Albalad.

:J\SW[\YLZ�HUK�T\YHSZ
;OLYL�HYL�UV�JSLHY�ZWLJPÄJ�JYP[LYPH�MVY�ZJ\SW[\YL�HUK�T\YHSZ��
They can be of any size, form, shape, style, material or 
[OLTL��;OPZ� PU�[\YU�THRLZ� P[�KPɉJ\S[� [V� PU[LNYH[L�[OL�\YIHU�
artwork within particular settings. For example, the works 
of Henry Moore or Victor Vasarely are not exposed enough 
HUK� KV� UV[� Ä[� ]PZ\HSS`� UVY� WO`ZPJHSS �̀� PU� [LYTZ� VM� ZJHSL��
theme and proportions. Moreover, little is known about the 
ZPNUPÄJHUJL�VM�[OVZL�^VYRZ�MVY�[OL�W\ISPJ��,_HTWSLZ�PUJS\KL!�
The Changing Positions by Victor Vasarely in the Jeddah 
Sculpture Museum (1981); the Eye by César Baldaccini, 
Jeddah Sculpture Museum, the Fisherman’s Net by Mustafa 
Senbel, Jeddah Corniche; and the Verse Boat by Julio 
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Fig. 1. Typology of Urban Art in Jeddah according to their location



Lafuente, North Jeddah (1981). 

3HUKZJHWL�HY[
Mixing artworks with the hard and soft scape are often 
successful within the Jeddah Art Initiative. Green areas and 
SH]PZO� WHYRZ� JVU[YPI\[L� ZPNUPÄJHU[S`� [V� [OL� V]LYHSS� ZVJPHS�
interaction with the artworks. Examples include: The Jeddah 
Sculpture Museum on the Corniche by Abdul Latif Jameel 
Community Initiatives (ALJCI), and the Seagull Roundabout 
by Mustafa Senbel, Jeddah Northern Corniche.

Seascape art
There are many artworks located within or along the seacoast. 
Water adds unique value to the overall scenography of the 
artworks. Sometimes waterscape is part of the artwork 
itself. Notable examples include: the King Fahad’s Fountain 
donated by King Fahad at the Corniche; the Fish by Al Hindi 
and Hesham Banjabi, Obhur Corniche; and the :\UÅV^LY�
Field Fountain by Eila Hiltunen at Jeddah Corniche (1980).

3PNO[ZJHWL�HY[
Lighting has an important role in the presentation of urban 
HY[�^VYRZ�PU�1LKKHO��:VTL�ZPNUPÄJHU[�HY[^VYRZ�HYL�IHZLK�VU�
their night-lighting images, particularly on the roundabouts. 
Examples include: the Four Lanterns by Julio Lafuente at Al-
Tahliah Street; the King Fahad’s Fountain donated by King 
Fahad, Jeddah Corniche; and the Globe Roundabout by 
Julio Lafuente at the Northern Jeddah (1970).

���*\YYLU[�PZZ\LZ�VM�HY[ZJHWPUN�1LKKHO
After almost three decades of realization, the Jeddah Art 
Initiative proved considerable success in developing a 
strong visual identity that helped shape the image of the city, 
especially with the development of particular areas such 
as the Corniche or some major roads. It has successfully 
contributed to identifying and naming new urban areas 
and large-scale neighborhoods. However, some sculptures 
and installations of monumental scale are simplistic in their 
MVYT�HUK�Z\WLYÄJPHS�PU�L_WYLZZPVUZ��Z\JO�HZ�Al-Darraga/ the 
Bicycle (located in Al-Darraga roundabout, designed by Julio 
Lefuente), Al-Handdassa / Geometry, installation (located in 
Al-Handdassa roundabout and designed by Hisham Benjabi 
and Ali Amin), and Al-Falak/ the Cosmos (located in a Al-
-HSHR�YV\UKHIV\[��KLZPNULK�I`�6[[VHY�/VSSTHUU���ÄN������

Although the Jeddah Art Initiative enhanced the city’s identity, 
it revealed a number of shortcomings that could be improved 
and addressed in the future. This is important because the 
initiative was not well integrated with city development and 
masterplans at that time. It was laid out to deal with the 
gaps in city-planning and the issues resulting from those 
gaps. More importantly, in many locations, artworks are not 
integrated with their relevant urban setting or social context. 
Major shortcomings can be summarized as follows:
- Some artworks are not conveying a meaningful message.
�� :VTL� HY[^VYRZ� YLÅLJ[� H� KPYLJ[� TLHUPUN� [OH[� ZOV\SK� IL�
considered out of urban and/or cultural context.
- Some artworks are not seen as vital elements in the public 
sphere; they are not centered within public activities, which 
could encourage people to appreciate their value and beauty. 
The scale of some of the public places is exceptionally huge, 
^OPJO�THRLZ�[OLT�KPɉJ\S[�[V�WLYJLP]L��LZWLJPHSS`�PU�[OL�JP[`�
squares; this turns them more into picturesque elements 
than active ones for the urban sphere.  

���*VUJS\KPUN�YLTHYRZ
The experience of Jeddah, City of Art, illustrates how public 
art can enhance the character and identity of a city, which is 
very important for the improvement of its living quality. The 
HUHS`ZPZ�OHZ�ZOLK�SPNO[�VU�[OL�ZPNUPÄJHUJL�VM�[OL�X\HSP[`�VM�
spatial and visual environments within the public sphere. 
Public artworks should be treated as landmarks for social 
PU[LYHJ[PVU� HUK� J\S[\YHS� H^HYLULZZ�� ^OPJO� YLÅLJ[� SP]HIPSP[`�
and identity. Consequently, public art can add value to 
places in Jeddah that attract social interaction and tourism.

Urban art in public places should be integrated into the 
planning framework of the city or the place. Placing artworks 
in urban settings is, therefore, a planning process that 
should bring together relevant input from city development 
departments, partner agencies, collaborating developers, 
architects and designers, artists and the local community. 
Setting of artworks in public places in terms of form, function 
and content is an important element in the process of 
successful place making. The process should identify the 
VWWVY[\UP[PLZ�[OH[�HYL�WVZZPISL�PU�H�ZWLJPÄJ�HYLH��Z\JO�HZ�H�
particular street or square. It can be an important factor in 
the social integration of urban art with the local community 
and the way of building up the identity of a public domain. 
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Fig. 2. Types of Urban Art in Jeddah



Major design principles for planning public art in Jeddah 
should be considered as follows:
A public art master plan should be an essential layer of the 
city’s overall planning, and it should organize the selection 
and setting of artworks.
A public art master plan should respond to the main city axis 
in order to emphasize the city’s identity as well as acting as 
landmarks.
Public art placement should be based on certain criteria like 
integration with the adjacent surrounding built environment, 
and applicable public art perspective views 
Public art should complement public buildings
A careful investigation of the relationship between the 
artworks and the urban context, distance, movement and 
visibility as well as the townscape elements should be 
considered. 
Public art placement should be integrated in the surrounding 
landscape as well as in relation to existing amenities.
Public art placement should be studied in relation to 
[OL� Z\YYV\UKPUN� YVHKZ� ^P[O� P[Z� KPɈLYLU[� JH[LNVYPLZ�� L�N��

WLKLZ[YPHU� VY� ]LOPJSLZ� YVHKZ�� PU� VYKLY� [V� ZH[PZM`� KPɈLYLU[�
forms of perceptions.    
Public art should be constructed with an appropriate scale in 
light of surrounding buildings.
Public art and public spaces need to engage with, and 
cater for, people in all their diversity of needs, aspirations, 
and resources, encouraging users to create activities for 
themselves.   
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Fig. 3. Public artworks as urban landmarks in Jeddah. Above right: Al-Handdassa roundabout,  
above left Al-Darraga roundabout, Below:  Al-Falak, roundabout
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���0U[YVK\J[PVU!�:[YLL[�HY[PZ[�HZ�KLZPNULY�
In search of the etymological framework referring to Public 
(Y[��<YIHU�(Y[��:[YLL[�(Y[�HUK�.YHɉ[P��[OLYL�HYL�THU`�KPɈLYLU[�
correlations, relationships, overlapping concepts, sections, 
Z\IZLJ[PVUZ��[LYTPUVSVN �̀�TLHUPUNZ�HUK�Z`TIVSPZTZ��,ɈVY[Z�
to examine this phenomenon by separating and categorizing 
its concepts is a process in the making by circles of scholars 
worldwide. In this paper, street art is viewed under the prism 
of design, following the systematic approach of the doctoral 
research conducted at the department of Product and 
Systems Design and Engineering of the Aegean University, 
which is associated with the triplet Design - Street Art - 
Creation. 
In the writings of Hilde Hein, the term public art is described 
as a design and implementation process that involves a 
series of complex and high level negotiations for reaching 
agreement between all stakeholders, who may have 
JVUÅPJ[PUN� PU[LYLZ[Z� �/LPU�� �  ���� ;OL� H\[OVY� JSHYPÄLZ� [OL�

time and space in which this process is performed and the 
meaning that it carries, but, most importantly, public art is 
JHSSLK�H�¸KLZPNU�WYVJLZZ¹��;OPZ�PZ�HU�LɈLJ[P]L�KLTHYJH[PVU�
MVY�KLÄUPUN�W\ISPJ�HY[�HUK�Z[YLL[�HY[��[OH[�JHU�IL�IYVRLU�KV^U�
into an innovative and dynamic range of design methods 
and techniques for projects, media and manifestations. 

;OL� T\S[P[\KL� VM� KPɈLYLU[� [LJOUPX\LZ� HUK� HWWYVHJOLZ� MVY�
creating street artworks and the continuous emergence of 
new artists are both factors that do not leave much room 
for a thorough and timely documentation. Having a long 
past and great complexity, elements under the term street 
art include “spray-painted stencils, large scale murals, paper 
paste-ups, ephemeral sculptures - only at the turn of the 
twentieth century the term emerged as a global category, 
eventually producing its own system of legible forms, 
leading practitioners, galleries, publications and events” 
�056705(;<4��4HJ+V^HSS������!������(Z�ZOV^U��[OL�ÅV^�VM�

 

Design workshop: 
;OL�JHZL�VM�JYLH[PUN�H�Z[LUJPS�T\YHS
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(IZ[YHJ[
:[YLL[� HY[�� HZ� H� NSVIHS� HY[� TV]LTLU[�� HɈLJ[Z� [OL� KHPS`� SP]LZ� VM� WLVWSL� PU� [V^UZ� HUK� JP[PLZ� VM� V\Y� ^VYSK�� ;HRPUN� [OH[� PU[V�
consideration, this paper reports on the concept of creating a stencil workshop with the goal of painting a stencil - mural 
(large scale artwork on a vertical surface). This co-design workshop includes some type of Maker technology approached 
through experiential learning and educational methodologies similar to those used in Design courses, as the ones taught 
at the Department of Product and Systems Design Engineering of the University of the Aegean. The multidimensional 
character of street artists is presented in this paper’s introduction and their role as creators is examined under the light 
of design. The techniques and methods they use can be analyzed as design processes, one of which is the creation of 
Z[LUJPSZ��:WLJPÄJ�YLMLYLUJL� PZ�THKL�[V�[OL�OPZ[VY`�VM� [OPZ�HY[PZ[PJ�TLKP\T��HSVUNZPKL�V[OLY�^H`Z�VM� [YHUZMLYYPUN�H�KYHM[� MYVT�
paper or the screen on to the wall. The stencil-mural workshop took place in the city of Hermoupolis, Syros, Greece and 
^HZ� H[[LUKLK� I`� ��� WHY[PJPWHU[Z�� `V\UN� KLZPNU� Z[\KLU[Z� MYVT� KPɈLYLU[� ZLTLZ[LYZ�� ^OV� ^VYRLK� PUKP]PK\HSS`� VY� PU� NYV\WZ�
MVY�[OYLL�KH`Z��;OL�ÄUHS�HY[^VYR�HUK�[OL� PUKP]PK\HS�Z[LWZ�VM� P[Z�WYVK\J[PVU�HYL�WYLZLU[LK��HUK�[OL�WHWLY�JVUJS\KLZ�^P[O�HSS�
the results and insights provided by the study of the process and the feedback received from the workshop participants.  
 
Keywords: Stencil, Mural, Workshop, Design, Street Art 



data on street art is constantly changing: mostly expanded 
on a global base of information, main representative of which 
is the Internet.
 
However, being a type of art which is usually under no 
rules, what remains timeless is the free spirit and the ideals 
P[� YLWYLZLU[Z�� ;OL� ^VYRZ� VM� Z[YLL[� HY[� HUK� NYHɉ[P� JVU]L`�
THU`� KPɈLYLU[� TLZZHNLZ� HUK� JHU� IL� WLYMVYTLK� ^P[O� H�
U\TILY� VM� KPɈLYLU[� [LJOUPX\LZ�� ;OLZL� [LJOUPX\LZ� ]HY`�
depending on the tools (spray, brushes, stencils, markers, 
trowels, compressors, etc.), the “artistic way”, which is a 
combination of tools and techniques to achieve the purpose 
(painting, drawing, sculpture, collage, knitting, etc.) and, 
ÄUHSS �̀� [OL�Z\YMHJLZ�VM�\YIHU�ZWHJL�VY�VIQLJ[Z�PU�^OPJO�[OL�
HY[PZ[PJ�L_WYLZZPVU� [HRLZ�LɈLJ[� �^HSSZ��WH]LTLU[��JVS\TUZ��
windows, cars, etc.). 

Street art, besides spray, indelible pens and markers that 
HYL� UVYTHSS`� \ZLK� I`� NYHɉ[P� HY[PZ[Z�� HSSV^Z� HY[PZ[Z� [V� KLHS�
and work with whatever means best serve their artistic 
style. That is a reason why many artists, in their routine, 
take advantage of a vast repertoire of mixed techniques with 
VUL�VY�TVYL�MVYTZ�VM�KPɈLYLU[�TLKPH�B/\NOLZ����� D��:VTL�
of the techniques that are now associated with street art, 
such as posters and stencil creation, have been used for 
various purposes prior to their adoption by artists. Most of 
[OLZL�[LJOUPX\LZ�^LYL�L_WSVP[LK�I`�NYHɉ[P�HY[PZ[Z�[V�IL�TVYL�
productive, or because they better help them to manage the 
quality of their work, but also because it contributes to their 
faster creation (Bofkin, 2014:24).
 
(Z�PU�V[OLY�ÄLSKZ�VM�HY[��I\[�HSZV�PU�NYHɉ[P�HUK�Z[YLL[�HY[�� P[�
is common for the people involved during, before or after 
the process of production, to shift between roles of artist, 
designer or user. The role of the craftsperson could also be 
added, as, according to Phillips and Pilz, “when street art 
is practiced media-driven is more craftwork than art. The 
focus is on manual skills, procedures, and media usages.” 
(INOPINATUM, Phillips, Pilz, 2013:125). Often unconsciously 
and sometimes knowingly, street artists adopt elements 
[OH[� MHJPSP[H[L� [OL� ÅV^� VM� [OLPY� ^VYR�� ^OPJO� KLYP]L� MYVT�
other cognitive environments, such as those of design or 
technology. 

Another element that refers to the multidimensional nature of 
the street artist is mentioned by Sarah Thénot, in her thesis 

(entitled UNFRAMED - A system of connections between 
artists and people through mural arts in a Colombian city). 
The relationship between the artist, work and the end user 
OHZ� JOHUNLK�� -VY� L_HTWSL�� [OL� HY[PZ[�� H[� ÄYZ[�� OHK� KPYLJ[�
contact with the customer, but then several intermediaries 
ILNHU� [V� HWWLHY�� ^OV� MHJPSP[H[LK� [OL� ÅV^� VM� PUMVYTH[PVU��
the purchase and leasing of art projects and, also, demand 
/ supply issues, such as galleries, dealers, museums, 
curators, and auctions. The role of the artist changes from 
“decorator” to a protagonist of society’s everyday life as 
a builder of expression and a visionary. The parenthood 
and uniqueness of his/her art projects, render the creation 
“alive”, both in terms of emotional and economical value, 
often making it a luxury item and an investment which few 
can access (Thénot, 2011:81). 

Of course, there also is and will continue to exist the need 
for an open and free expression on the street, since “Street 
art is gaining popularity and is becoming a stand-alone 
focus for many students, artists and galleries, as well as 
advertisers and youth-based marketing. Although there is 
no study dedicated to this genre, it may be a matter of time 
before critics and scholars begin looking at the potential of 
this rapidly growing phenomenon” (Deitch, J., Gastman, 
R., Rose, A., 2011:14). Indeed, street art has already been 
embraced by several research communities and will continue 
to expand on this course.
 
Undoubtedly, as advocated by Stephen Wilson, there is 
another side, where the artists themselves can contribute to 
THU`�HZWLJ[Z�VM�ZJPLU[PÄJ�YLZLHYJO��W\[[PUN�VU�[OL�[HISL�UL^�
topics for discussion, planning “unorthodox” approaches 
HUK�KPZJV]LYPUN�TL[OVKZ� [V�]PZ\HSPaL� [OLPY�ÄUKPUNZ��(Y[PZ[Z�
may help researchers explore, or even understand unknown 
dimensions and cognitive frameworks and can establish 
channels of communication with the audience outside 
VM� [OL� ZJPLU[PÄJ� JVTT\UP[`� �>PSZVU�� ����!� ����� ;OL� ]PL^�
of Christopher Frayilng, in his paper Research in Art and 
Design, which studies research as a driving force in art and 
KLZPNU� PZ� HSZV� ]LY`� PU[LYLZ[PUN�� ;OL� HY[PZ[�� I`� KLÄUP[PVU�� PZ�
someone who works through an expressive idiom, rather 
than a cognitive, and masterly work for him/her is the result 
of personal evolution: it is more like autobiography rather 
than understanding the reality that surrounds him. The 
researcher - scientist is characterized by strict organization 
and the habit of raising speculations and hypotheses which 

54

Knowledge TransferSAUC - Journal V3 - N2



55

Knowledge TransferSAUC - Journal V3 - N2

she tries to prove or disprove according to a set of formal 
and systematic procedures (Frayling, 1993). 

0[� PZ�]P[HS� [OH[�.YHɉ[P�HUK�:[YLL[�(Y[� ¸ZOV\SK�IL�LTIYHJPUN�
municipalities’ support to focus on projects that intervene 
in aggressive urban infrastructures or resume the 
spontaneous and ephemeral character of Street Art that 
are in fact, its nuclear strength” (INOPINATUM, Simões, 
2013:125). In this direction, private and public bodies should 
invest in educational norms and expand the channels of 
communication between artists and other stakeholders, so 
[OH[� IV[O� JHU� PUK\SNL� HUK� YLHW� [OL�ILULÄ[Z�VM� Z[YLL[� HY[»Z�
multidimensional reality. 
Methods for reproducing art on the wall - Stencils 
The study of the techniques and methods that were used in 
the past, the ones that are being used now and those that 
^PSS�JVU[PU\L�[V�IL�KPZJV]LYLK�I`�Z[YLL[�HUK�NYHɉ[P�HY[PZ[Z�PZ�
a very interesting one. Especially if the search on their roots 
gets deeper, it is observed that they are often based on the 
use of known traditional techniques, separate or mixed, or 
even their blending with other brand new, emerging methods. 

In most cases, if it is not about an improvised, unscheduled 
expression. What precedes the creation of a certain art 
or other similar type of project is the creation of the draft. 
;OL�KYHM[� PZ� [OL�THPU�N\PKL� HUK� [OL� ÄYZ[� Z[LW� [V� H� ¸ZHMLY¹�
HWWYVHJO�� LZWLJPHSS`� PM� [OL� ÄUHS� HY[^VYR� PZ� NVPUN� [V� IL� H�
large-scale mural. There are several ways to transfer a draft 
or an outline from the paper or the monitor on to the wall, 
and the use of some of the major traditional ways, include: 
Grid - The use of grid is an inexpensive, traditional low-
tech method for reproducing or upscaling an image from 
one medium to another. It can be quite a lengthy process, 
KLWLUKPUN�VU�OV^�SHYNL�HUK�KL[HPSLK�[OL�ÄUHS�WYVQLJ[�^PSS�IL��
For this method, all that is needed is a ruler, a small-sized 
copy of the reference picture and a pencil to design the grid 
lines on the desired surface. 

Transfer paper - This technique is used very often, especially 
by beginners wishing to transfer their projects on to large-
scale surfaces. It relies on the use of transfer paper, a paper 
surface coated with a powder-like kind of material, which 
is mounted onto another surface when pressure is applied. 
The transfer paper is a medium that has high precision, but 
cannot easily be used on uneven surfaces. 

Pounce Pattern - A traditional method of transferring drafts 
from papers onto other surfaces is this ancient technique. 
Pouncing refers to the use of graphite or coal which with 
consecutive blows is gently transported through small holes 
of a paper forming a pattern or a border, to another surface. 
The holes are made with the help of special tools, such as an 
awl. A great advantage of this method is that the perforated 
paper can be reused many times and the transfer of the 
pattern is very fast. 

Video Projectors - A projector is a handy tool for both 
beginner and master artists. Painters working on 
photorealistic projects often use projectors to magnify and 
transfer the image from a small picture onto a large canvas. 
Moreover, the use of projectors for transferring projects on a 
large scale, also shows how the development of technology 
provides a solution to basic issues of art and creativity. 

+PYLJ[� KYH^PUN� �� 4HU`� Z[YLL[� HUK� NYHɉ[P� HY[PZ[Z� JVUZPKLY�
these aforementioned techniques invalid or “fraudulent” 
because the work is not direct and spontaneous, and 
each of them contains many technological aids. In direct 
drawing, artists simply stick the paper with the draft up on 
the wall with tape and begin to slightly sketch the basic 
outlines. Throughout the process they are taking steps back 
to see the project from a distance and at the same time 
adjust and improve the necessary areas until the artwork 
is completed. Of course, this process requires much more 
skill and thinking to run, while it is also very concerning that 
the artwork should always be viewed from afar so that the 
artist is sure that everything is going right. Drawing on a large 
scale is demanding and much time can be spent erasing 
and redesigning parts of the project. Although, among the 
advantages is the entertainment provided by this creative 
process, but also the possible “pleasant accidents” that may 
eventually enhance the project. 

Another reproducing method is the stencil, which is very close 
to the pounce pattern, only the painting tool used is spray 
paint. Stencils can be used either as drafts or as integrated 
tools and their extensive use in street art applications, has 
led to the emergence of a distinctive artistic style derived 
solely from them. Images made from stencils range from 
simple hearts or circles to complex scenes of cities or 
realistic portraits. The applications are endless, from creating 
decorative designs for use at home to street artworks or even 



to stencils for construction use. Stencils have a long history. 
Hand outlines in many prehistoric rock paintings in caves 
JHU� IL� JOHYHJ[LYPaLK� HZ� [OL� ÄYZ[� Z[LUJPSZ�� ;OL`�^LYL� HSZV�
utilized as a tool for coloring fabrics for centuries, especially 
PU� 1HWHU�� 0U� [OL�TPK�ÄM[LLU[O� JLU[\Y �̀� [OL`� ^LYL� \ZLK� MVY�
coloring black and white prints from wood engravings. The 
illustrations on playing cards or books in mass production, 
for example, were made in this way. Today, their use is often 
found in street art projects. 

The stencil is one of the simplest and most accessible 
means of artistic intervention in the streets. Since the 1960s 
it became applicable in Europe and the United States, 
and very popular from the work of Ernest Pignon-Ernest 
in France, Hugo Kaagman in Holland and Chaz Bojorquez 
on the West Coast of America. The stencil can be made 
easily at home. Many artists make complex stencils in 
their workplace, and they later create their designs on the 
street much faster (Catz, 2013: 52). One of the most famous 
street artists nowadays, using stencils to create most of his 
artworks is Banksy. 
 
���9LSH[LK�^VYR!�:[YLL[�HY[�HUK�JV�JYLH[PVU�
There are numerous examples of collaborative art projects 
and experiments that have been performed in the past or 
running at the moment. This type of research is carried 
out either by universities, institutions, schools, separate 
departments, by organized groups or even individuals. The 
creation of a mural or a stencil may be a personal matter, but 
P[�JHU�LTWSV`�H�U\TILY�VM�WLVWSL�VM�KPɈLYLU[�WYVMLZZPVUHS�
HUK� HY[PZ[PJ� KPZJPWSPULZ�� 0U� Z[YLL[� HY[� HUK� NYHɉ[P� MLZ[P]HSZ��
artists are invited to work individually or together to create 
artworks on large prefabricated surfaces, walls, or buildings. 

A well-known collaborative project is the Favela Painting 
project, which is about the creation of enormous murals 
painted on the walls of favela housing and was developed 
by two designers, Jeroen Koolhaas and Dre Urhahn or Haas 
& Hahn. The Dutch duo, through an online funding platform, 
managed to get together, on several occasions in the years 
2009, 2010 and 2013, a large group of builders and painters, 
children and adults, with a common goal of completing an 
artistic project in two favelas of Rio de Janeiro. The result not 
VUS`�OLSWLK�PU�[OL�ILH\[PÄJH[PVU�VM�[OL�MH]LSH��I\[�HSZV�PU�[OL�
regeneration of the surrounding area, where the previously 
\UÄUPZOLK� OVTLZ� ^LYL� JVTWSL[LK�� HJOPL]PUN� KV\ISL�

ILULÄ[��ILJH\ZL�IL[[LY�SP]PUN�JVUKP[PVUZ�^LYL�VɈLYLK�MVY�[OL�
residents (Rahman, 2014). 

The redevelopment of the city of Tirana in Albania (Abazi, 
2014) and the giant murals of Philadelphia (Golden et al., 
2002) both show that the impact of street art in social, 
touristic, economic and communication issues are 
particularly advantageous. Especially when such actions 
HYL� SH\UJOLK� I`� L_WLYPLUJLK� WYVMLZZPVUHSZ� PU� [OL� ÄLSK� VM�
architecture, design and other similar disciplines, then the 
YLZ\S[�JHU�JVU[YPI\[L�[V�[OL�PTWYV]LTLU[�HUK�[OL�M\SÄSTLU[�
VM� WYLKLÄULK� ULLKZ� HUK� KLZPYLZ� VY� [V� HKKYLZZ� ZWLJPÄJ�
problems. 

Like any other art form, in street art, individual styles and 
techniques can be the core of instructive material, which, 
depending on the degree of expertise and requirements, 
JHU� IL� \ZLK� H[� KPɈLYLU[� LK\JH[PVUHS� [PLYZ� HZ� H� ZLWHYH[L�
formed course or as “condensed” knowledge that will 
be presented in workshops, art studios or laboratories.  

���+LZPNU�^VYRZOVWZ�HUK�MHIYPJH[PVU�SHIZ�
;OL�KPɈLYLU[�HWWYVHJOLZ�[V�SLHYUPUN�WYVJLK\YLZ�HUK�[LHJOPUN�
methods are many, as well as many are the references in 
the literature, with a starting point on the works of Dewey, 
Kolb, and Schön. Moreover, textbooks rich in information 
and examples on the collaborative artistic creation and 
construction are, Connected! LiveArt by Waag Society and 
FAB by Neil Gershenfeld. 

*YLH[PUN� �4HRPUN�� PZ� J\YYLU[S`� HWWSPLK� PU� KPɈLYLU[� WSHJLZ��
permanently established as Makerspaces and FabLabs 
or temporary, such as Hackathons. An important aspect 
of the Maker movement is the need to integrate the ideas 
and culture of educational contexts or learning activities, 
associated with the idea of “learning through making or 
constructing” which is rooted in constructivism, considering 
[OH[� SLHYUPUN� JHU� VJJ\Y� TVYL� LɈLJ[P]LS`� ^OLU� WLVWSL� HJ[�
while making tangible objects in the real world (Anderson: 
2012). 

The Department of Product and Systems Design and 
,UNPULLYPUN� OHZ� YLWLH[LKS`� VɈLYLK� P[Z� PUMYHZ[Y\J[\YL� HUK�
equipment to support the hosting and running of several 
KPɈLYLU[� ^VYRZOVWZ� V]LY� [OL� WHZ[� `LHYZ�� 0UKPJH[P]LS �̀� VUL�
of them is the recent Open Design & Fab Workshops: The 
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Case of Making Use of 3D Printing Technology in Scenarios 
of Recycling Plastic. This workshop worked by training 
participants through the making process, which followed 
a certain constructivist approach, such as active learning, 
L_WLYPLU[PHS�SLHYUPUN��YLÅLJ[P]L�WYHJ[PJL�HUK�WYVISLT�IHZLK�
learning. These approaches can be applied to any learning 
context ranging from academic to vocational training. 

The Stencil Mural Workshop that is presented in this paper 
was based both on the philosophy of active and experiential 
learning and on the methodology adopted in the Design 
Studio (Studio 7c) course of the D.P.S.D.E. [Bofylatos et 
al.: 2016]. In this way, students who have already attended 
the Service Design Studio class, can work under certain 
conditions which are familiar to them, addressing the 
process of making a stencil and creating a large collaborative 
artistic work, as a process for designing any other product 
or system that will later be used for a particular service or 

for a predetermined purpose. Additionally, they can work in 
groups, as they are accustomed to during the execution and 
KLSP]LY`�VM�WYVQLJ[Z�PU�ZWLJPÄJ�JV\YZLZ�VM�[OL�KLWHY[TLU[�
 
���:[LUJPS�T\YHS�^VYRZOVW�
The main subject of the Stencil Mural Workshop was the 
learning of a basic method for designing and creating a 
stencil, individually or collaboratively, in order to use it to 
create a mural composed of stencils. The workshop had a 
[V[HS�K\YH[PVU�VM����OV\YZ�HUK�̂ HZ�KP]PKLK�PU[V�[OYLL�KPɈLYLU[�
classes of 8 hours per day. One of the main goals was that 
the participants could work in groups or individually, after 
having received all the necessary information for each step 
in the manufacturing process and use of the stencil. 

The workshop took place under a class project for the 
Design Studio 7c, of the Department of Product and Systems 
Design and Engineering of the University of the Aegean, and 

Fig. 1. Using a photo to create a stencil. Step 1. Image selection, Step 2. Background deletion, Step 3. Brightness/contrast 
adjustment, Step 4. Saturation adjustment, Step 5. Technical details adjustment, Step 6. Printing, pasting on the desired 
surface and cutting. Steps No. 4, 5 and 6 when using a drawing and steps 5 and 6 when using a photograph are those that 
require the most attention and are the most time consuming. The better completion of these steps would guide the ultimate 
success in the making of the stencil and for this reason the participants were instructed to deal with them diligently to avoid 
[OL�WVZZPIPSP[`�VM�LYYVYZ��^OPJO�^V\SK�JYLH[L�WYVISLTZ�SH[LY��4HU`�VM�[OVZL�^OV�H[[LUKLK�[OL�^VYRZOVW�PUP[PHSS`�OHK�KPɉJ\S[`�
understanding the usefulness of islets, bridges and the margin (Fig. 2) but in the end, when they put their stencils on the wall, 
they realized their importance in the construction. 



was originally proposed by a six-member group of students 
as part of their work for the semester. The central axis 
around which the teams’ work revolved was the design of 
H� ZLY]PJL�� HUK��TVYL� ZWLJPÄJHSS �̀� [OL� HUHS`ZPZ� VM� [OL�^H`Z�
of tool-sharing, in order to bring together designers with 
artisans or craftspeople so as to exchange knowledge and 
experiences. For this purpose, this workshop was created 
and organized considering that the participants are students 
who are invited to create a project using tools and methods 
that are known to urban artists. 

The total number of participants was 24 (19 women), from 
������`LHYZ�VSK�HUK�HSS�VM� [OLT�^LYL�Z[\KLU[Z�VM�KPɈLYLU[�
semesters. The six-member organizing team secured the 
necessary materials and premises essential to the workshop. 
:WLJPÄJHSS �̀�[OL�^VYRZOVW�HTLUP[PLZ�PUJS\KLK�YHaVYZ��WLUZ��
WHWLYZ��Y\SLYZ��ZWYH`Z��WHWLYIVHYKZ�HUK�VSK�_�YH`Z�ÄSTZ�[V�

create and cut the stencils. The use of recyclable materials, 
such as x-rays, enhances the sustainable character of 
the design process. The laboratory and the departments’ 
amphitheater were also used, containing the necessary 
desks and computers with pen and tablets for those who 
wanted to work in digital software. 

;OL� ÄYZ[� WHY[� VM� [OL� WYLZLU[H[PVU� VU� [OL� ÄYZ[� KH`� VM� [OL�
^VYRZOVW� JVUJLYULK� [OL� OPZ[VY`� VM� NYHɉ[P� HUK� Z[YLL[� HY[�
HUK�[OLPY�KPɈLYLU[�THUPMLZ[H[PVUZ��;OL�ZLJVUK�WHY[�MVJ\ZLK�
on the history of the stencil as a tool for the creation and 
reproduction of images, patterns and other graphics and 
gave fundamental information on creating and cutting it. 
There were also presented many works by famous street 
artists engaged in the practice of the stencil, such as Banksy, 
C215, Blek le Rat, 3 dot and others. After the presentation, 
the participants were divided in groups or individually started 
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Fig. 2. Bridges and the margin
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thinking about what they wanted to create as a stencil. To 
make and cut the stencil they followed the steps below: 

Theme selection. Participants were allowed to 
either use a ready-made image from the web or to 
design whatever they wanted. 

Creation of a draft. If they had chosen a photo from 
the web (Fig. 1) instead of this step, the participants 
were called to edit the photo to make it black and 
white, and then to adjust the brightness, contrast 
and threshold levels to obtain the desired result. In 
a few words, they were taught how to “trace” the 
image.
 
“Cleaning” the draft. At this stage, the participants 
had to present an as “clean” as possible draft or 
photo, without visual noise or unnecessary details, 
so as to facilitate the process later during the 
transferring to the cutting surface. 
Technical details. After the “cleaning”, the 
participants added in their images, by hand or 
digitally, the details needed for a stencil to be cut 

correctly. These include the “islands”, the “bridges” 
and a safe margin around the stencil. 

Transfer to the cutting board. Whether by printing 
and pasting, or simply by placing their designs with 
[HWL��[OL�KPɈLYLU[�[OLTLZ�^LYL�[YHUZMLYYLK�VU�[OL�
_�YH`�ÄST�VY�[OL�WHWLYIVHYK�HUK�^LYL�YLHK`�[V�IL�
cut. 

Cutting the stencil. At this last step, the participants 
completed their stencil. 

Most of the participants chose to create their own themes, 
with preference to those depicting characters, humans, 
animals or cartoons. Other topics included decorative 
designs, objects, abstract designs or a combination thereof. 
It is noted that three of the participants chose to deal with 
the making of multi-layered stencils which they managed to 
successfully carry out on the wall. The main paper sizes used 
were A4, A3 and A3 multiples. For cutting stencil sizes larger 
than A3, they used cartons or many x-rays joined together. In 
[OL�ÄUHS�JV\U[�[OL�U\TILY�VM�HSS�]HYPV\Z�ZPaLK�Z[LUJPSZ�^LYL�
38, after some of the workshop members constructed over 

Fig. 3. Stencil workshop elements - Some of the stencils of the workshop (left), 
the wall before (top right) and the draft sketch created (bottom right). 



2 individual stencils.   
On the second day of the workshop (Figure 4.) the students 
ÄUPZOLK�J\[[PUN� [OL�Z[LUJPSZ� [OH[�OHK�UV[�ILLU�JVTWSL[LK��
Once this happened, all the projects were stored in digital 
QWLN�ÄSL�MVYTH[��^P[O����KWP�YLZVS\[PVU��PU�WYVWVY[PVU�[V�[OLPY�
actual dimensions. Thus, all projects could directly be used 
in the digital draft model of the wall using the appropriate 
software (Adobe Photoshop), in order to develop the overall 
KYHM[��^OPJO�^V\SK�IL�[OL�N\PKL�MVY�[OL�JYLH[PVU�VM�[OL�ÄUHS�
artwork. The overall draft was formed in cooperation with 
the organizing team and the participants, at the end of the 

second day by co-decisions and adjustments that took 
place in real time. The goal was that the groups and each 
lab member would propose a spot where they would like to 
KYH^�[OLPY�Z[LUJPS��HUK�[V�ÄUHSS`�HYYHUNL�HUK�WSHJL�[OLT�HSS�
[VNL[OLY�[V�JYLH[L�[OL�ÄUHS�HY[^VYR��
Final corrections to the stencils were made at the start of the 
[OPYK�KH`�^OPSL� [OL�ÄYZ[� JPYJ\SHY�N\PKL� SPULZ�^LYL� ZRL[JOLK�
on the wall. As co-decided, some stencils on the left part 
of the wall would be reproduced along these circular lines, 
creating concentric circles surrounding a subject made 
of other stencil designs. When all groups and individuals 
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-PN�����:UHWZOV[Z�MYVT�[OL�ÄYZ[�[^V�KH`Z�VM�[OL�^VYRZOVW������:RL[JOPUN�ILMVYL�J\[[PUN���������HUK����7HY[PJPWHU[Z�
cutting the stencils, 5. One of the completed stencils, 6. All the stencils together. 
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^LYL�WYLWHYLK�� [OL� ÄYZ[� Z[LUJPS�^HZ� JYLH[LK�I`� [OL� H\[OVY�
and, subsequently, under his guidance, the participants 
began to make the rest. The colors used were pre-selected 
with subjective criteria by the organizing team, which also 
painted the wall with emulsion paint, before the beginning of 
the workshop. The wall is 1.90 meters high and 6.20 meters 

long. The spray paint used was Montana Gold of pink, 
turquoise, black and white color. There were 6 cans for each 
color (total 24 cans), but eventually it took about half of each. 
The remaining colors were stored to be used in the future in 
a similar activity. 

Fig. 5. Snapshots of the third day of the workshop - 
���;OL�ÄYZ[�JPYJSL�PZ�JVTWSL[LK�����HUK����7HY[PJPWHU[Z�^VYRPUN�[VNL[OLY�MVY�[OL�ÄUHS�JYLH[PVU��

-PN�����;OL�ÄUHS�HY[^VYR��Z[LUJPS���T\YHS���



-VY�[OL�JYLH[PVU�VM� [OL�ÄUHS�HY[^VYR� �-PN\YL�����UVUL�VM� [OL�
above methods of transferring (section 2 of the paper) was 
used. Actually, it was not necessary, since the stencils 
themselves had the needed size and were able to work as 
individual pieces of the master draft and could also perform 
simultaneously as guides. The only thing necessary was the 
creation of the circular lines, that were made using a nail, 
thread and a pencil. The end of the workshop was marked 
with the completion of the stencil - mural that was made 
entirely, from beginning to end, by the workshop participants. 

���*VUJS\ZPVUZ�HUK�M\[\YL�YLZLHYJO�
Throughout the workshop the participants showed a lot of 
enthusiasm and interest, especially the younger ones, having 
YLJLP]LK� H� ÄYZ[� PTWYLZZPVU� VM� OV^� HU� VYNHUPaLK� KLZPNU�
approach can lead to interesting results, even if it concerns 
HY[PZ[PJ�ÄLSKZ��Z\JO�HZ�Z[LUJPSZ�HUK�Z[YLL[�HY[��;OPY[`�WLYJLU[�
of the students had never made a stencil before, nor had 
ever attended seminars of such type. For them it was a really 
special experience, as they mentioned at the end. 

Many students were initially worried, because they thought 
that they would be required to work for the creation of 
an artistic work, which requires talent and imagination, 
but after their familiarization with the materials and the 
JSHYPÄJH[PVU�VM� [OL�¸[YPJR`¹�HYLHZ�VM� [OL�WYVJLZZ�� [OL`�^LYL�
]LY`�ZH[PZÄLK�HUK�JVUÄKLU[�HIV\[�[OL�Z[LUJPS�[OL`�WYVK\JLK��
After the workshop, all participants were asked to answer a 
questionnaire. The most useful data were plotted in graphics, 
from which some useful conclusions were derived. The 
majority dealt with character creation (74%) (Figure 7.), most 
participants said they acquired a new skill (65%) (Figure 
�����HZ�^LSS�HZ�THU`�HUZ^LYZ�JVUÄYTPUN�[OL�ILULÄJPHS�HUK�
LK\JH[PVUHS�M\UJ[PVU�VM�[OL�KPɈLYLU[�HZWLJ[Z�VM�[OL�̂ VYRZOVW�
(presentation, tutoring, creative approach, and so on).  
A participant said, “I realized very quickly the way of making 
a stencil, although I’ve never made one before”. Another 
said, “I liked it so much that when I went home I continued 
to make more stencils”. The aspect of co-working received 
many positive comments, both about the creation of the 
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-PN�����7PL�JOHY[Z���HUK����+PɈLYLU[�Z[LUJPS�[OLTLZ��VU�[OL�SLM[��
and most valuable aspect of the workshop (on the right). 

Fig. 8. Participant information - Past and future 
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collective stencils, and also about the creation on the wall. 
Questions regarding the stencil making and the cooperation 
between the participants concerned a) the needs of the 
workshop, b) personal needs, c) neither d) both, the clear 
majority responded both times the fourth. Also, on the 
question on which workshop day was the most interesting, 
[OL� [OPYK�KH`�WYL]HPSLK�HNHPUZ[� [OL�ÄYZ[�I`���]V[LZ��TVZ[S`�
because the participants enjoyed working together on the 
ÄUHS�HY[^VYR��
A part of the workshop which did not work as dynamically as 
the rest, was the creation of the digital draft on the second 
day. Some of the participants were able to express their 
opinions in the way they wanted, while others had a stronger 
will. This has led some in the decision not to participate 
HUK�ZPTWS`�VIZLY]L� [OL�WYVJLZZ�VM�JYLH[PUN� [OL�ÄUHS�KYHM[��
This did not create any particular problem in the smooth 
implementation of the remaining parts of the workshop, 
but a little resentment was obvious on the part of some 
participants. In a future workshop, this would be one of 
[OL�ÄYZ[�WPLJLZ� [OH[�ZOV\SK�IL�Z[\KPLK�HUK�KLZPNULK�TVYL�
thoroughly, as it appeared it was one of the weak points. 

Ultimately, the three-day seminar on stencil making to create 
a co-operative mural, can be called a success according to 
[OL�WHY[PJPWHU[Z��[OL�SHYNL�HUK�SV`HS�H[[LUKHUJL�HUK�[OL�ÄUHS�
YLZ\S[��0[�̂ HZ�H�ÄYZ[�L_WLYPTLU[��̂ OPJO�JHU�̂ VYR�HZ�H�IHZL�MVY�
exploring respective themes in the future. Further projects 
would be very interesting if the participating audience could 
come from environments that are not related to design or 
artistic mindsets and working methods, or even children or 
elderly people.
 
Of particular interest would be the study of the results of 
the implementation of such a laboratory in a public area and 
the documentation of the public’s reaction and the degree 
VM�[OL�ÄUHS�WYVQLJ[�HJJLW[HUJL��0U�HKKP[PVU��X\HU[P[H[P]L�HUK�
qualitative criteria which could be explored is the use of a 
wider color pallet, the making of larger stencils, the creation 
of artworks in larger and more areas. Finally, possible future 
research could focus on the interaction with other academic 
ÄLSKZ��HUK�[OL�Z[HUKHYKPaH[PVU�VM�THU`�PUKP]PK\HS�WYVJLK\YLZ�
of the workshop with the aid of other disciplines. 

-PN��  �� 7HY[PJPWHU[� [YLUKZ� �� +PɈLYLU[� HZWLJ[Z� VM� [OL�
^VYRZOVW�MYVT�SV^�[V�OPNO�YLNHYKPUN�KPɈLYLU[�TH[[LYZ��



(JRUV^SLKNLTLU[Z�
Organizing team: Evagelia Gouva / Stamatina Kasimati / 
Polixeni Sarantaena Papantoni / Panagiotis Doulis / Nikos 
Koliniatis / Stavros Mavrikis /  
Participants: Zoe Boubouli / Athanasia Kourouni / Georgia 
Savvaki / Konstantinos Christidis / Maria Baliou / Lina 
Xigonaki / Dimitris Xiros / Villy Katsikogiani / Electra 
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��,SLM[OLYPH�*OH]HSL���(UUH�7HWHZWPSPV\���:VÄH�7L[YHRP���0V\SPH�
Makri 

Fig. 1. (Step 1.) Albert Einstein’s photo by Artur Sasse (http://
www.storypick.com/wpcontent/uploads/2016/01/AE-1.jpg) 
-PN��������[V����HUK�ÄN\YL����WOV[VZ�I`�5LMLSP�2HYHZSHUPKV\��
(SS�V[OLY�ÄN\YLZ�HUK�WOV[VZ�JYLH[LK�VY�[HRLU�I`�[OL�H\[OVY��
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���0U[YVK\J[PVU

�����6IQLJ[P]LZ
6\Y�Z[\K �̀�̂ P[OPU�[OL�ÄLSK�VM�NYHWOPJ�KLZPNU�YLZLHYJO��PU[LUKZ�
to answer the following questions:

 - having proven the existence of characteristic marks of 
[OL� PUÅ\LUJL�VM�NYHɉ[P�^YP[PUN� PU�NYHWOPJ�KLZPNU� �*YH]LPYV��
�������KV�^L�HSZV�ÄUK�[OLT�PU�JVU[LTWVYHY`�[`WVNYHWO`&

 - given that a large number of currently active graphic 
KLZPNULYZ�^LYL��VY�HYL�Z[PSS��NYHɉ[P�^YP[LYZ� �*YH]LPYV���������
is it also possible to verify the existence of typographers 
^OVZL�^VYR�ZOV^Z�ZVTL�PUÅ\LUJL�VM�NYHɉ[P�^YP[PUN&

� �� PM�JVUÄYTLK��^PSS� [OPZ� PUÅ\LUJL�IL�ZPNUPÄJHU[�LUV\NO�[V�
have a place in the history of graphic design and typography, 
thus contributing to a better understanding of the practice of 
these two disciplines?

 In view of these issues, the following objectives were 
KLÄULK!�WYV]PUN�[OL�L_PZ[LUJL�VM�THYRZ�VM�[OL� PUÅ\LUJL�VM�
NYHɉ[P� ^YP[PUN� VU� JVU[LTWVYHY`� [`WVNYHWO`"� ]LYPM`PUN� [OL�
existence of designers / typographers, whose typefaces 
VY� JVTWVZP[PVUZ�� ZOV^� ZPNUZ� VM� [OPZ� HJ[P]P[`»Z� PUÅ\LUJL"�
contribute to the understanding of graphic design practice, as 
well as the contemporary typography practice; complement 
HUK�KLLWLU�[OL�ZJHYJL�IPISPVNYHWO`�VU�NYHɉ[P�^YP[PUN�HUK�P[Z�
relation with contemporary typography and graphic design.

 

;OL�PUÅ\LUJL�VM�NYHɉ[P�^YP[PUN
PU�JVU[LTWVYHY`�[`WVNYHWO`
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(IZ[YHJ[
>P[O� [OL� LU[Y`� PU[V� [OL� ZV�JHSSLK�WVZ[TVKLYU� LYH�^L� ZLL� ZPNUPÄJHU[� JOHUNLZ� PU� [OL�WHYHKPNT�VM� ]PZ\HS� JVTT\UPJH[PVU� PU�
general and design in particular, promoted by new ideas and principles that emerge as, what some call, a reaction to Modern-
PZT�0[� PZ� PU�[OPZ�LU]PYVUTLU[�[OH[�NYHɉ[P�^YP[PUN�HYPZLZ��JVU[YV]LYZPHS�� PYYL]LYLU[�HUK�JYLH[P]L��ILJVTPUN�H�YLMLYLUJL�MVY�THU`�
graphic designers who adopt its characteristics. The development of graphic editing software has facilitated not only the 
creation of these new works with a hybrid character, but also the practice of graphic design. Consequently, typography, 
ZOHYPUN�^P[O�NYHɉ[P�P[Z�WHZZPVUH[L�KLKPJH[PVU�[V�SL[[LYZ��HSZV�L_WSVYLZ�UL^�MVYTZ�HUK�]HYPH[PVUZ�I`�[OL�OHUKZ�VM�WYVMLZZPVU-
HS�KLZPNULYZ�HUK�LU[O\ZPHZ[Z��;OPZ� YLZLHYJO�HPTLK� [V� PKLU[PM`� [OL� PUÅ\LUJL�VM�NYHɉ[P�VU�JVU[LTWVYHY`� [`WVNYHWO �̀�;V� [OPZ�
LUK��^L�HUHS`aLK� [OL�^VYR�VM� NYHWOPJ�KLZPNULYZ�^OLYL�THYRZ�VM� [OPZ� PUÅ\LUJL�OH]L�ILLU� MV\UK�� ;OLZL�WYV]PKLK�\Z�^P[O�
JS\LZ�[V�[OL�\UKLYZ[HUKPUN�VM�[OL�JOHUNLZ�[OH[�OH]L�VJJ\YYLK�PU�[OL�[`WL�KLZPNU�WYHJ[PJL�HUK�[OLPY�YLSH[PVUZOPW�^P[O�NYHɉ[P� 
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�����;̀ WVNYHWO`
Typography, etymologically of the Greek typos (form) and 
gráphein (writing), is the process of shaping writing. For 
the sake of readability, it is based on the arrangement of 
the mechanical alphabet, characters - letters, numbers, 
punctuation marks - in the composition or layout of the text, 
each representing the “type” (Figure 1) which is the origin of 
the word typography.

Fig. 1. Movable type - metal and wood.

Typography is the discipline within Graphic Design 
[OH[� Z[\KPLZ� [OL� KPɈLYLU[� ^H`Z� VM� VW[PTPaPUN� [OL�
graphic emission of verbal messages. It has 
a technical and functional dimension based 
on the work of typographers and printers (...) 
has a humanistic dimension that is based on 
writing, abstract representation of objects and 
ideas, which made possible the perpetuation of 
culture, organization of thought and intellectual 
development of men. Understood as a discipline, 
Typography deepens and enriches, in various ways 

the objectives of Graphic Design  (Juárez, s.d.: 7).
�����.YHWOPJ�KLZPNU
Graphic design is born as a consequence of the industrial 
revolution and the resulting development of the graphic 
HY[Z�� -YHZJHYH� �������KLÄULZ�NYHWOPJ�KLZPNU�HZ�HU�HJ[P]P[`�
that organizes visual communication in society. It adds that 
graphic design is both a rational and artistic activity. For 
Richard Hollis, graphic design is: “(...) a kind of language, 
imprecise grammar and continuously expanding vocabulary 
whose essential elements are the alphabet and the image. It 
attributes to graphic design three main functions: to identify; 
inform and / or instruct; present and / or promote” (2001:  
4). Tyler (1992) further suggests that the audience should 
be taken into account as an active participant in the design 
WYVJLZZ� ILJH\ZL� P[� OHZ� J\S[\YHS� ILSPLMZ� [OH[� PUÅ\LUJL� P[Z�
interpretation of visual language.

�����4VKLYUPZT�HUK�7VZ[�4VKLYUPZT
In design, postmodernism is understood as a reaction to 
Bauhaus modernism, new typography and international 
style, to its elementary principles, the concepts of 
functionalist design, which have had a great impact on the 
design and typography of the twentieth century. However, 
some designers like Dan Friedman questioned whether 
postmodernism was a decisive break with modernism, or 
whether it was its natural continuation. He believed that it 
was possible to embrace the new postmodern tendencies 
without dismissing the modernist teachings (Poynor, 2003).
 For modernism, the main purpose of both graphic 
design and typography was to communicate the message 
HZ� LɉJPLU[S`� HUK� IYPLÅ`� HZ� WVZZPISL�� KPZYLNHYKPUN� [OL�
decoration and ornament in favor of a rational design, 
oriented to the communicative function. It sought to present 
the information based on clarity, readability and objectivity 
(Meggs, 2000; Cauduro, 2009). The famous phrases “less 
is more”, adopted by the architect Mies Van der Rohe, and 
“form follows function” by Louis Sullivan, became symbols 
of the pedagogical program of the Bauhaus, as well as 
of the modernist movement itself, contributing to a new 
functionalist movement , the international style.

+LZPNULYZ� Z\JO� HZ� ,TPS� 9\KLY�� (YTPU� /VɈTHU� �-PN\YL�
2) and Josef Müller-Brockman (Figure 3) advocated the 
standardization of the visual form through simple, concrete 
and rational information so that it could be universally 
understood. They proposed restrictive graphic solutions, 
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rigidly controlled by the typographic grid giving preference 
to clear and functional, simple and harmonious sans 
serif fonts such as the famous Futura (by Paul Renner) 
(Figure 4), Helvetica (by Max Miedinger) (Figure 5) and 
Univers (by Adrian Frutiger). These minimalist solutions 
eventually became a predictable formula, often boring and 

uninteresting, becoming almost invisible after some time 
(Pelta, 2004; Heller, 2007; Cauduro, 2000).
 
On the other hand, postmodern design values and cultivates 
KPɈLYLUJL�� WS\YHSP[ �̀� KPZVYKLY�� OL[LYVNLULP[ �̀� O`IYPK��
irony, paradox, ambiguity, mutability, and improvisation 

Fig. 2. Armin Hofmann Giselle,
Basler Freilichtspiele 1959

Fig. 3. Josef Muller-Brockman,
Juni-Festwochen, 1959

Fig. 4. Futura (designed in 1927
by Paul Renner).

Fig. 5. Helvetica (designed in 1957 by 
Max Miedinger)



(Harvey 1998). Designers seek to imprint their individuality, 
based on their experiences and preferences, denying 
dogmatic solutions. There is a tendency for the ludic and 
the reinterpretation of the alphanumeric signs of Western 
writing stimulated by the new digital technology. The new 
typefaces tend to mutability, due to the manipulations and 
experimental transformations improvised by the designers 
such as Neville Brody (image 06), where the transgression 
of the purist canons is encouraged, being common the 
customization according to the project (Cauduro, 2002, 
2000; Felton, 2006).
The type itself becomes a form that carries meaning (s) and 
should be competent to hold our attention. Letters and words 
become images that may not be tied to their meaning. The 
form thus ceases to be subordinate to its function (Lupton, 
1996). Type can, therefore, entertain, amuse, please, 
persuade, go beyond meaning.

In the digital age, type design can be eccentric / original, 
unique / personal and subjective, as the aim is to promote 
T\S[PWSL�YLHKPUNZ���PU[LYWYL[H[PVUZ��YH[OLY�[OHU�Q\Z[�VUL��Ä_LK�
interpretation. It aspires to provoke the reader so that she 
becomes an active part in the construction of the message 
(Poynor, 1991). This new reader should be completely 
free to explore and interpret what she observes, free from 
constraints. Thus, a graphic design object, like other artistic 
objects, is incomplete until the reader interprets it. 

This freedom implies the sense of pleasure, the visual 
aesthetics of the sign (Eco, 1962). However, this new way 
of approaching and practicing typography and design itself, 
has raised many questions, namely related to legibility and 
readability, which are vehemently debated by designers 
VM� KPɈLYLU[� NLULYH[PVUZ�� ^P[O� KPɈLYLU[� PKLVSVNPLZ� HUK�
formations, hindering a consensus. 

Although David Carson (2003) states "Just because 
something is readable does not mean it communicates. 
More importantly, it does not mean it communicates the 
right thing.”  Scher (in Byrne & Witt, 1990) considers that 
readability depends on the purpose of the work, whether it 
is supposed to be more, less or not readable at all. Many 
designers think like Herman Zapf: “Reading is the most 
important part of the whole design. If you limit this - if you 
slow down the speed of reading - I think it’s wrong.”

�����3LNPIPSP[`�HUK�YLHKPULZZ
6]PUR� �PU� /LP[SPUNLY�� ����!� � �� KLÄULK� YLHKHIPSP[`� HZ� ¸[OL�
ease and precision with which the reader perceives printed 
texts”. Ovink adds that this process involves two terms, 
legibility (visual perception), and readability (intellectual 
\UKLYZ[HUKPUN�VM�[OL�[L_[��HUK�L_WSHPUZ�OV^�[V�KPɈLYLU[PH[L�
the two terms:
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Fig. 6. FF Dirty Faces 1 (designed by Neville Brody, 1994)
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To recognize. It is the most immediate level 
of recognition of the characters, shape and 
arrangement of glyphs in relation to the background 
to which they are inserted. To be recognized, 
the letter must be visible. To interpret. It is the 
intellectual acquisition of the text by those who 
read it. It’s about content and the author’s ability 
to communicate it to their readers. Authors should 
be aware of anything that may decrease the ability 
[V� KLJPWOLY� H� [L_[�� 0U� [OL� ÄLSK� VM� [`WVNYHWO �̀�
readability is a quality of a given text, typographic 
font, or document (book, newspaper, etc.). Many 
[`WVNYHWOPJ�MVU[Z�^LYL�JYLH[LK�[V�TLL[�[OL�ZWLJPÄJ�
YLHKPUN�KPɉJ\S[PLZ�VM�H�TLKP\T�
(Heitlinger, 2007: 19).

Today we know that legibility is just a matter of habit, as 
Zuzana Licko (s / d) says:

Typefaces are not intrinsically readable. Rather, it is 
the reader’s familiarity with typefaces that accounts 
for their readability. Studies have shown that 
readers read best what they read most. Legibility 
is also a dynamic process and the readers’ habits 
are ever-changing. It seems curious that blackletter 
[`WLZ[`SLZ�� ^OPJO� ^L� ÄUK� PSSLNPISL� [VKH �̀� ^LYL�
actually preferred over more humanistic designs 
K\YPUN�[OL�LSL]LU[O�HUK�ÄM[PL[O�JLU[\YPLZ��:PTPSHYS �̀�
the typefaces we perceive as illegible today may be 
tomorrow’s classic choices. 

Fig. 7. Premier issue cover of Ray Gun Magazine
(designed by David Carson, 1992).



With the growth of multimedia applications, the way fonts 
were thought and designed has also changed to include 
readability issues for desktop and mobile screens (Ambrose 
and Harris, 2006).

According to Cheng (2006) there is not only one correct 
method of creating fonts since each designer will have his 
own. Typography is an “art” that continues to grow and 
evolve constantly. Each new generation of graphic designers 
establishes their own conventions and boundaries with 
respect to their activity. Some creations endure over time, 
^OPSL�V[OLYZ�YLÅLJ[�VUS`�MHZOPVUZ�HUK�ÅLL[PUN�[LUKLUJPLZ��I\[�
all have a part in the history of typography (Dawber, 2010).

�����.YHɉ[P�^YP[PUN
.YHɉ[P�^HZ�IVYU�PU�[OL�<UP[LK�:[H[LZ�K\YPUN�[OL�� ��Z�HZ�
a result of the combination of social and cultural factors 
linked to the French student movement in May 1968 and 
the American hip-hop culture. 
;OL�[LYT�̧ NYHɉ[P¹�OHZ�0[HSPHU�VYPNPUZ�HUK�PZ�WS\YHS�VM�̧ NYHɉ[V”. 
It derives etymologically from the Greek “graphein”, the 
name given to the inscriptions made on walls since the 
Roman Empire, meaning “inscription”. It generally refers to 
any form of unauthorized inscription on a public surface 
(Phillips 1999; Lewisohn 2008). It refers to the inscriptions 
made in urban space, in various supports, such as walls 
and urban furniture, through several instruments, these 
usually being the spray or aerosol can and the marker 
(Campos, 2007).
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Fig.8. Rock Steady Crew and writers Zephyr e Revolt. 
����������>PSK�:[`SL�ÄYZ[�TV]PL�JV]LY��5L^�@VYR�*P[ �̀�� ���
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;OL� WYLZLU[� Z[\K`� MVJ\ZLZ� L_JS\ZP]LS`� VU� NYHɉ[P� ^YP[PUN��
H� [LYT�\ZLK� [V� PKLU[PM`�HUK�KPɈLYLU[PH[L� [OPZ�HJ[P]P[`� MYVT�
V[OLYZ�� ^OVZL� KLÄUP[PVUZ� YLMLY� [V� JVTWSL[LS`� KPɈLYLU[�
VIQLJ[P]LZ�� ;O\Z�� NYHɉ[P� ^YP[PUN� YLMLYZ� [V� [OL� HJ[P]P[`�
associated with hip-hop culture, originating in Philadelphia, 
which was established in New York City during the 1960s,

 and whose central theme is the tag, or the author’s signature 

�3L^PZVOU� ������ (\Z[PU� �������.YHɉ[P� JHU� IL� JVUZPKLYLK�
a predecessor of other movements such as street art or 
WVZ[�NYHɉ[P�� ^P[O�^OPJO� P[� ZOHYLZ� JLY[HPU� NYHWOPJ�� MVYTHS��
philosophical and social characteristics. Fig. 10. Marker 
NYHɉ[P�[HN�I`�:L]LY�

:PUJL�P[Z�PUJLW[PVU��NYHɉ[P�^YP[PUN�OHZ�ILLU�ZWLJPHSPaPUN�PU�
KYH^PUN� SL[[LYZ�� \Z\HSS`� VM� H� ZWLJPÄJ� UHTL��>YP[LYZ� OH]L�
developed numerous styles and variations of the ones that 
OH]L�ILLU�KLÄULK�V]LY� [PTL��;OL�NYLH[�THQVYP[`�VM� [OLZL�
styles are variations of those that are considered as the 
[`WPJHS�Z[`SLZ�VM�NYHɉ[P�^YP[PUN��[OL�Z[`SPZ[PJ�MV\UKH[PVUZ�VM�
NYHɉ[P��[V�^OPJO�^PSKZ[`SL��-PN�������I\IISL�Z[`SL��-PN������VY�
3D (Fig. 13), are examples (Walde, 2011).

.YHɉ[P�PZ��[OLYLMVYL��H�J\S[\YHS�WYHJ[PJL�[OH[�WYLZ\WWVZLZ�[OL�
production of a cultural object that communicates through 

-PN� ���:WYH`�NYHɉ[P�[HN�I`�^YP[LY�(THaL�

Fig. 11. Wild Style by Molin One, 2016. 

Fig. 12 - Bubble Style throw-up by Cope2.



a series of verbal, iconic and pictorial codes, giving rise to a 
culture or, as writers prefer, an urban movement. A universe 
composed of interrelated norms, patterns, representations 
and imaginary that have established themselves over time 
(Campos, 2007).

�����.YHɉ[P�^YP[PUN��NYHWOPJ�KLZPNU��[`WVNYHWO`
3L[[LY� PZ� H� M\UKHTLU[HS� LSLTLU[� VM� NYHɉ[P� ^YP[PUN��
communication, graphic design and typography. From 
advertising posters and TV ads, through urban clothing 
and footwear lines to album covers, there are innumerable 
[`WLZ�VM� NYHɉ[P�PUZWPYLK� [`WVNYHWO �̀� VY�^P[O� ]PZ\HS�THYRZ�
that refer to it (Kimvall, 2016). 

There are testimonies of graphic designers claiming to 
OH]L�NHPULK�H� [HZ[L� MVY� [`WVNYHWO`� [OYV\NO�NYHɉ[P��THU`�
VM� ^OVT� OH]L� ILLU� VY� HYL� NYHɉ[P� ^YP[LYZ� Z\JO� HZ� 7L[[PZ�
“Originally I got into letterforms in high school when I was 
PU[V�NYHɉ[P¹��PU�+H^ILY������!�������

(JJVYKPUN� [V� -LYYLPYH� ������� ^L� JHU� JVUZPKLY� [OH[� NYHɉ[P�
writing, with regard to typographic compositions, sometimes 
resembles the work of a professional designer. Both share 
a common ancestor, the written word (Lynam, 2008); the 
two work at both microtipography and macrotipography. 
Microtipography refers to the shape of the letter itself, 
to the issues of spacing, alignment, size, among others 
(Spitzmüller, 2007). 

:PUJL�[OL�SL[[LY�PZ�[OL�IHZPJ�LSLTLU[�VU�^OPJO�NYHɉ[P�^YP[PUN�
KL]LSVWZ�� HZ� [OL� JVSSLJ[P]L� :PJRZ`Z[LTZ� ZH`Z� ¸.YHɉ[P�
is all about letters”  (in Dawber, 2010: 58) many writers 
have invented and continue to invent, a large repertoire 
of alphabets, created initially in their blackbooks and later 
passed on to walls or subway and train carriages. However, 
the letters created by graphic designers and typographers 
HYL�KPɈLYLU[�MYVT�[OL�VULZ�JVUJLP]LK�I`�^YP[LYZ��;̀ WLMHJLZ�
created by designers are usually designed for mechanical or 
digital reproduction, for a standardized and versatile use, so 
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Fig. 17. Drum And Bass Arena Presents DJ Hype, 
album cover.

Fig. 14. Poster for the “Air Force One” promo 
made for Nike Sportswear, by Sycksystems

-PN������.YHɉ[P�WPLJL�I`�+TP[YP�(ZRL��:`JRZ`Z[LTZ

Fig. 16. Zoo York t-shirt design.



[OH[�[OL`�JHU�IL�HWWSPLK�PU�KPɈLYLU[�[L_[Z��̂ P[OV\[�SVZPUN�[OLPY�
characteristics. The alphabets created by writers are usually 
KLZPNULK�MVY�ZWLJPÄJ�PUZJYPW[PVUZ��:HY[^LSS���������/V^L]LY��
there are writers who draw whole alphabets. They can be 
used to determine the consistency of a style, enhance the 
improvising ability of the writer or even allow him/her not to 
limit productions to a single tag. 

4HU`� ^YP[LYZ� HKVW[� KPɈLYLU[� [HNZ� [OYV\NOV\[� [OLPY� JHYLLY��
often simultaneously. Names, nouns, verbs, phrases with 
ironic or satirical meanings, painted on walls and carriages, 
among other supports, constituting messages addressed 
[V� IV[O� H� TVYL� ZWLJPÄJ� H\KPLUJL� HUK� H� ^PKLY� H\KPLUJL��
depending on the writer’s intention, but each one resulting 
PU�H�KPɈLYLU[�SL[[LY�KLZPNU��([[LTW[PUN�[V�YLWYVK\JL�L_HJ[S`�
the same shapes turns out to be almost impossible, given 
the limited control of the inscription tool, the dependence 

on the movement of the arm and hand, and in the case of 
[OL�HLYVZVS�JHU��\W�[V�[OL�ÄUNLY�WYLZZPUN�[OL�JHW��,]LU�[OL�
Z\YMHJL�VU�^OPJO�NYHɉ[P�PZ�HWWSPLK�JHU�OH]L�JVUZLX\LUJLZ�
on the physiognomy of the painted letters. Thus, each work 
VM�NYHɉ[P�WYLZLU[Z�H�[`WVNYHWOPJ�]HYPH[PVU��

<USPRL�[YHKP[PVUHS�[`WLMHJL�KLZPNU��NYHɉ[P�KVLZ�UV[�HZWPYL�[V�
an exact repetition of the typographic forms it generates, on 
the contrary it can even be considered as unoriginal or too 
repetitive. It’s this idea that Giant conveys by stating:

;OL� ^OVSL� [OPUN� ^P[O� NYHɉ[P� SL[[LYZ� PZ� [OH[� [OL`�
should be unique every time you paint, but should 
have a recognizable style every time. A font set 
only gives you one way of doing each letter, within 
a certain style (Giant in Lynam, 2008: 139). 
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-PN������.YHɉ[P�HSWOHIL[�I`�+HYL
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However, it must be borne in mind that being repetitive in 
NYHɉ[P� PZ� Z\IQLJ[P]L�� (� ^YP[LY� ^OV� KL]V[LZ� OPTZLSM� TVYL�
to bombing has the greater aim of spreading his name, 
the tag, the greater number of possible places, being less 
concerned with stylistic variations or formal characteristics 
of the letterings than a writer who is dedicated more to the 
painting of murals and halls-of-fame, from which greater 
KPɈLYLU[PH[PVU�MYVT�^VYR�[V�^VYR�PZ�L_WLJ[LK��

0U�NYHɉ[P��[OL�KYH^PUN�VM�[OL�SL[[LYZ�OHZ�H�JSVZL�YLSH[PVU�^P[O�
the movement of the body, being dependent and closely 
SPURLK�[V�[OL�L_WYLZZP]LULZZ�HUK�Å\PKP[`�VM�[OL�SPULZ��^OPJO�PZ�
an example, according to Lynam (2008), the tag, often drawn 
with a single stroke, with marker or aerosol spray, referring to 
the old calligraphic tradition, where the brush and pen were 
the tools. 

Calligraphy refers to the art or technique of handwriting, 
forming letters and other elegant, harmonic graphic signs 
according to certain patterns and stylistic or beauty models 
and artistic excellence. Writer Mode 2 compares the writers’ 
calligraphic work to that of Japanese calligraphers, saying 
[OH[� [OPZ� KPɈLYZ� WYPTHYPS`� PU� [OL� YLZWLJ[� LHYULK� MYVT� [OL�
general public (Lewisohn, 2008). 

0M� ^L� JHU� [PL� [VNL[OLY� NYHɉ[P� HUK� JHSSPNYHWO`� HZ�
spontaneous approaches to linguistic images, we 
can contrast them both with the highly specialized 
craft of drawing letters with a pencil and the 
demanding practice of designing words. These are 
anything but spontaneous processes. They are all 
HIV\[�WH[PLUJL��[YPHS�HUK�LYYVY��JHYLM\S�YLÄULTLU[Z�
and critical judgment. 
(Meulman and Eeuwens 2010: 11).

Fig. 19. Montana Writer Team book cover. Writer Kent tagging.



Macrotipography is concerned with the formats of the text 
areas, as well as the organization and hierarchy of all the 
graphic and typographic elements (Spitzmüller, 2007). 
Just as the graphic designer organizes and hierarchizes 
the elements in the layout, so that the message is clearly 
conveyed, the writer also does something similar on the 
Z\YMHJL� PU� ^OPJO� ZOL� ^VYRZ�� ;OL� NYHɉ[P� ^VYR� PZ� [`WPJHSS`�
composed by arranging the piece (the main element), 
tag, phrases and dedications, and the other pictographic 

elements. Thus, the main part, be it a bombing, a throw-up 
or a piece, acquires the most prominent role, following the 
tags, phrases and dedications, depending on the purpose 
of the writer. All of this is organized and framed in a format 
delineated by it or dictated by the characteristics of the 
surface.
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Fig. 22. Adidas Campaign by Vasava

-PN������*OHYHJ[LYPZ[PJ�LɈLJ[Z�VM�[OL�[VVSZ�\ZLK�PU�NYHɉ[P���THYRLYZ

-PN������*OHYHJ[LYPZ[PJ�LɈLJ[Z�VM� [OL�[VVSZ�\ZLK� PU�
NYHɉ[P�I`�9VPK�4:2���ZWYH`�JHU

-PN�������¸(�KYPWWPUN�THYRLY¹�NYHɉ[P�MVU[
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���4L[OVKZ
0U� VYKLY� [V� M\SÄSS� [OL� VIQLJ[P]LZ� VM� [OL� Z[\K �̀� H� ZL[� VM�
typographic / graphic design objects was analyzed. The 
method used in this analysis was the direct observation 
that, characterized by its subjectivity (Fortin, 1999), takes 
into account the cultural background and experience of the 
VIZLY]LY��PU�[OPZ�JHZL�HZ�NYHWOPJ�KLZPNULY�HUK�NYHɉ[P�^YP[LY��

Based on the review of the literature presented, the academic 
formation and work as graphic designer and the experience 
of the author as a writer, we substantiate it theoretically. In 
order to carry out this analysis, we have established criteria 
that serve as indicators in the analysis of the elements that 
may be present in typographic / graphic / graphic design 
VIQLJ[Z�[OH[�Z\NNLZ[�[OL�PUÅ\LUJL�VM�NYHɉ[P!

-PN������*YVVRLYZ�WHY[`�Å`LY�I`�.SVZZ`�
TV and Kalimodjo

-PN������.YHɉ[P�WPLJL�I`�9VN\L�VUL�HUK�,QLR�

-PN������¸+LNYHZZP¹�NYHɉ[P�MVU[

-PN�������¸(�KYPWWPUN�THYRLY¹�NYHɉ[P�MVU[

Fig. 28. Beastie Boys logo (1986) by Cey Adams

-PN�������¸)�)V`¹�NYHɉ[P�MVU[�

-PN�������.YHɉ[P�WPLJL�I`�*L`�(KHTZ��



Materials - when the elements present characteristics of the 
[VVSZ�\ZLK�PU�NYHɉ[P"�

- Formal - when formal characteristics are the same as 
NYHɉ[P"�

- Typographic - when it comes to letters with characteristics 
ZPTPSHY�[V�NYHɉ[P��[OH[�PZ��SL[[LYZ�IHZLK�VU�NYHɉ[P�^YP[PUN��>L�
KV�UV[�PUJS\KL�PU�[OPZ�JYP[LYPVU�[OL�SL[[LYZ�IHZLK�VU�NYHɉ[P»Z�
characteristic calligraphy.

-PN��� ���.YHɉ[P�WPLJL�I`�)HUKV��� ��

 - Calligraphic - when it comes to elements that have 
ZPTPSHYP[PLZ�[V�[OL�JHSSPNYHWO`�JOHYHJ[LYPZ[PJ�VM�NYHɉ[P�^YP[PUN��
UHTLS`�[HNNPUN�VY��PU�V[OLY�^VYKZ��NYHɉ[P�IHZLK�JHSSPNYHWO`"

-PN�������.YHɉ[P�[HN�I`�)H[LZ�

Fig. 32. Poster for the movie “The Wackness”, 2008

-PN������¸7PSV[�9HZL��¹�NYHɉ[P�MVU[

We analyzed 50 graphic objects, whose typographic 
LSLTLU[Z�JV\SK�WVZZPIS`�WYLZLU[�ZVTL�RPUK�VM�NYHɉ[P�^YP[PUN�
PUÅ\LUJL��;OL�VIQLJ[Z�^LYL�JOVZLU�ILJH\ZL�[OL`�PU[LNYH[L�
professional practice, regardless of their perceived quality. 
This sample includes graphic objects by graphic designers, 
who still are or were writers, and others whose authors 
we do not know. They are, above all, two-dimensional 
objects, intended for printing or viewing on digital media, 
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Z\JO� HZ� IPSSIVHYKZ�� WVZ[LYZ�� Å`LYZ�� SVNVZ�� HSI\T� HUK� KPZJ�
covers, packaging, a catalog, a website and contemporary 
typefaces.

���9LZ\S[Z
In this analysis of the 50 objects of graphic design we 
obtained the following results:
;HRPUN� PU[V� HJJV\U[� [OL� WYL]PV\ZS`� KLÄULK� JYP[LYPH�� [OL�
TVZ[� MYLX\LU[S`� PKLU[PÄLK� THYR� ^HZ� [OL� JHSSPNYHWOPJ�
[`WL� ������� ^OPJO� JVUZPZ[Z� VM� NYHɉ[P� ^YP[PUN� JHSSPNYHWO �̀
:LJVUK��^L�PKLU[PÄLK�LSLTLU[Z�[OH[�ZOHYL�JVTTVU�MVYTHS�
characteristics with the tools and / or techniques used in 
NYHɉ[P�^YP[PUN��JOHYHJ[LYPZ[PJ�ZWV[Z�VM�ZWYH`���HLYVZVS�WHPU[��
drippings, writing simulation with marker brush, among 
others ). They are marks based on the characteristics of the 
[VVSZ�\ZLK� PU�NYHɉ[P�^YP[PUN� �������;OPYKS �̀�NYHWOPJ�THYRZ�
VM�MVYTHS�UH[\YL�������^LYL�PKLU[PÄLK��;OL`�HYL�THYRZ�HZ�
bold outline, second and third outline to create contrast 
IL[^LLU�ÄN\YL�HUK�IHJRNYV\UK"�(YYV^Z�HZ�HU�PU[LNYHS�WHY[�
of the letters and links between letters that refer to wildstyle 
NYHɉ[P"� ZOHWLZ� HUK� VYUHTLU[Z� [`WPJHS� VM� NYHɉ[P�� )YHUKZ�
that are related mainly to the customization of letters, not 
concerning to the letter shape design itself.

The marks included in typographic criterion (17%) 
appear in the last position, among which there is a varied 
typography that shows similarities with typologies and 
Z[`SLZ�JOHYHJ[LYPZ[PJ�VM�NYHɉ[P�^YP[PUN��Z\JO�HZ�[OL�[OYV^�\W�
HUK�I\IISL�Z[`SL��:VTL�VM�[OLZL�THYRZ�OH]L�ILLU�PKLU[PÄLK�
on the same object.

���*VUJS\ZPVUZ
Through this study, it was concluded that it is possible to 
ÄUK� NYHWOPJ� THYRZ� VM� [OL� PUÅ\LUJL� VM� NYHɉ[P� ^YP[PUN� VU�
contemporary typography.
 Since the calligraphic markings, which consist of tag-
[`WL� JHSSPNYHWO �̀� OH]L� ILLU� PKLU[PÄLK� PU� H� NYLH[LY� U\TILY�
�������^L�JHU�JVUÄYT�[OH[�JHSSPNYHWO`�KVUL�I`�^YP[LYZ�HYL�
now frequently transformed into typography by designers. 
0[»Z�L_HJ[S`�[OPZ�[`WL�VM�JHSSPNYHWOPJ�NYHɉ[P�[OH[�TVZ[�NYHɉ[P�
based typefaces, available on the internet, try to reproduce. 
;OL`�HYL�THKL�\W�VM�SL[[LYZ�[OH[�JHU�IL�JSHZZPÄLK��PU�ZVTL�
cases, as cursive, which simulate handwriting styles, done 
using pen or brush, replaced in this case by the spray can or 
marker that gives them their own expressiveness.

It is this characteristic expressiveness of the tools used, 
^OPJO� SLK�\Z� [V�KLÄUL� [OL� JYP[LYPH� MVY� LSLTLU[Z� [OH[� ZOHYL�
common formal characteristics with the tools and / or 
[LJOUPX\LZ� \ZLK� PU� NYHɉ[P� ^YP[PUN� �JOHYHJ[LYPZ[PJ� ZWV[Z�
of spray / aerosol paint, drippings, writing simulation with 
marker brush, among others). They are marks based on the 
JOHYHJ[LYPZ[PJZ�VM�[OL�[VVSZ�\ZLK�PU�NYHɉ[P�^YP[PUN�������
� ;OL� MHJ[� [OH[� [OPZ� JYLH[P]L�WYHJ[PJL� � �P�L��� NYHɉ[P�^YP[PUN��
presents common traits throughout the world, regardless 
of its variations, contributes to a certain artistic / stylistic 
unity, based on certain expressive and technical values 
(Pais, 2000).

.YHɉ[P�̂ YP[PUN�PZ�IHZLK�VU�SL[[LY�KLZPNU��OV^L]LY��PU�HKKP[PVU�
to the design of the body of the letter itself, there are graphic 
marks of a formal nature (21%), mainly concerning the 
J\Z[VTPaH[PVU� VM� SL[[LYZ�� ;̀ WPJHS� NYHɉ[P� ZOHWLZ�� LSLTLU[Z�
and ornaments, consist of arrows or links between letters 
�SPNH[\YLZ���HUK�VM[LU�^VYR�[V�JYLH[L�H�Z[`SL�VM�NYHɉ[P�RUV^U�
as wildstyle. In this sense, Campos (2010: 291) states that: 

0U� [OL� ILNPUUPUN�� NYHɉ[P� IHZPJHSS`� JVUZPZ[LK� VM� H�
set of letters. These letters later acquire visual 
properties and pictorial potential, serving as raw 
material to sculpt the imaginary in ways that are 
original and ideally inimitable.

0U� WHY[�� [OLZL� HYL� MVYTHS� MLH[\YLZ� [OH[� OLSW� KLÄUL� [`WPJHS�
NYHɉ[P�^YP[PUN�Z[`SLZ��Z\JO�HZ�^PSKZ[`SL�

;V�[OL�JVUZVSPKH[PVU�WYVJLZZ�VM�NYHɉ[P»Z�JOHYHJ[LYPZ[PJ�Z[`SLZ��
the shape of the letter it is equally important. Its structure, 
WYLKLÄULK� I`� [OL� ZOHWLZ� VM� [OL� VYPNPUHS� JOHYHJ[LYZ� [OH[�
JVUZ[P[\[L� [OL� KPɈLYLU[� HSWOHIL[Z�� JHU� IL� JOHUNLK� [V� H�
certain point, if it is intended that it remains more or less 
readable.

There are, however, stylistic conventions that allow us to 
PKLU[PM`� HUK� KPZ[PUN\PZO� [OL� KPɈLYLU[� [`WVSVNPLZ� HUK� Z[`SLZ�
VM�NYHɉ[P�^YP[PUN��HSSV^PUN�\Z�[V�ÄUK�HUK�PKLU[PM`�[`WVNYHWOPJ�
marks (17%), which consist of typography that simulates 
some of these typologies. This is a key point to answer our 
ZLJVUK� X\LZ[PVU� VM� PU]LZ[PNH[PVU�� M\SÄSSPUN� [OL� VIQLJ[P]L� VM�
verifying the existence of designers / typographers, whose 
typefaces and/or typographic compositions created by 
[OLT��ZOV^�ZPNUZ�VM� [OL� PUÅ\LUJL�VM� [OPZ�HJ[P]P[ �̀�4HU`�VM�
these typefaces are not designed by writers (Lynam, 2008), 
inevitably “sinning” for lack of style and genuineness. They 



are, for the most part, fonts whose design presents an 
irregular spacing between letters, which means that when 
applied, certain elements of a letters anatomy invade the 
body or “limb” of another, which gives them, to a certain 
KLNYLL��[OL�K`UHTPJ�HUK�ZWVU[HULP[`�MLLS�VM�NYHɉ[P�^YP[PUN��
Some of them also show characteristic expressiveness of 
[OL�[VVSZ�HUK���VY�[LJOUPX\LZ�\ZLK�PU�NYHɉ[P�^YP[PUN��Z\JO�HZ�
the ones mentioned above.

*OYPZ[PHU�:JO^HY[a� �PU�(JRLY��������WVPU[Z�V\[� [OH[��H[�ÄYZ[�
NSHUJL�� NYHɉ[P� HUK� [`WVNYHWO`� �� [`WLMHJL� KLZPNU� ZLLT� [V�
have little in common, except at its base, letter design. 
This is especially so given that spontaneity and illegibility 
�L_JLW[�PU�ZWLJPÄJ�JHZLZ��HYL�YHYLS`�VIQLJ[P]LZ�VM�[YHKP[PVUHS�
type design. He adds that a deeper analysis allows us to 
understand how much these two activities share and 
PUÅ\LUJL� LHJO� V[OLY�� ^OPJO� PZ� L]PKLU[� PU� [OL� PUÅ\LUJL� VM�
NV[OPJ�[`WLZ� PU�ZVTL�Z[`SLZ�VM�NYHɉ[P�^YP[PUN��HUK�ZVTL�VM�
these styles in typography / letterings used in graphic design 
objects.

)V[O� [`WVNYHWO`� HUK� NYHɉ[P� NYV^� [VNL[OLY�� YLPU]LU[PUN�
[OLTZLS]LZ� HUK� PUÅ\LUJPUN� LHJO� V[OLY�� (JRLY� �������
argues that, just as calligraphy has been an inspiration to 
typographers and type designers, for many generations, 
urban characters serve as inspiration for contemporary 
[`WVNYHWO �̀� (S[OV\NO� [OPZ� RPUK� VM� PUÅ\LUJL� PZ� UV[� HS^H`Z�
easy to detect, there are situations in which it is obvious. 
“There is an often hidden relationship between these two 
SL[[LYPUN�WYHJ[PJLZ��[`WLMHJL�KLZPNU�HUK�NYHɉ[P��[OH[�PZ�^VY[O�
looking deeper into.”  (Lynam, 2008: 21).

The project Handselecta, directed by Christian Acker and 
Kyle Talbott, writers and graphic designers dedicated to 
typography, aims to preserve and document the various styles 
VM�NYHɉ[P�[OYV\NO�[OL�W\ISPJH[PVU�VM�IVVRZ�VU�[OPZ�Z\IQLJ[��(Z�
an integral part of the project, the two designers work directly 
^P[O� ]HYPV\Z�^YP[LYZ� PU� [OL�<UP[LK�:[H[LZ� [V� JYLH[L� NYHɉ[P�
inspired digital fonts in terms of their visual expressiveness 
but later adapted to the parameters of conventional 
typography. This project explores the connection between 
NYHɉ[P�HUK�JHSSPNYHWO`�HUK�ZPT\S[HULV\ZS`�[YPLZ�[V�LZ[HISPZO�
H�SPUR�IL[^LLU�NYHɉ[P�HUK�[`WVNYHWO �̀�0U�[OL�[YHUZWVZP[PVU�VM�
the fonts to the computer, that is, in the process of scanning 
/ vectorization/ digitization, designers try to be faithful to the 
forms given by the writers, in order to preserve the original 

style. However, there are adjustments that must be made to 
obtain formal consistency between all the characters so that 
they can function as standard typefaces. Both designers 
JVUZPKLY�[OH[�[OLYL�PZ�HU�VI]PV\Z�SPUR�IL[^LLU�NYHɉ[P�^YP[PUN��
calligraphy and typography. 

-PN�� ���� ¸1VRLY:[YHPNO[3L[[LY)VSK¹� NYHɉ[P� MVU[� I`�
Handselecta.

-PN������¸5PRLF��I¹�NYHɉ[P�MVU[�I`�/HUKZLSLJ[H

-PN������¸4LUL6UL5@;OYV^PL¹�NYHɉ[P�MVU[�
by Handselecta
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0U� ZOVY[�� [OLYL� PZ� H� JSVZL� YLSH[PVUZOPW� IL[^LLU� NYHɉ[P�
writing, graphic / communication design, calligraphy, and 
typography. Although they are distinct practices, they are 
intimately linked by a common bond, the letter, each one 
^VYRPUN�HJJVYKPUN�[V�KPɈLYLU[�TL[OVKZ�HUK�\ZPUN�KPɈLYLU[�
[VVSZ�� `L[� ZLY]PUN�KPɈLYLU[� VIQLJ[P]LZ� PU� KPɈLYLU[� JVU[L_[Z��
0[�JHU�IL�HɉYTLK��[V�[OL�L_[LU[�[OH[�[`WLMHJLZ�HYL�JYLH[LK�
based on the expressive characteristics of the letter design 
VM�NYHɉ[P��[OH[�[OPZ�PUÅ\LUJLZ�NYHWOPJ�KLZPNU��UHTLS`�PU�[OL�
[`WVNYHWO`�ÄLSK��;OL�MHJ[�[OH[�[OLZL�MVU[Z�[Y`�[V�YLWYVK\JL�
the writing through spray / aerosol and brush-type marker, 
also gives them their own expressiveness.

It is concluded that, since typography is an indispensable 
WHY[�VM�NYHWOPJ�KLZPNU��P[�HSZV�HSSV^Z�P[ZLSM�[V�IL�PUÅ\LUJLK�I`�
these contemporary forms of visual expression that cohabit 
in the urban landscape, surrounding us daily, and to which 
^L�HYL�UV[�PTT\UL��>OLU�^L�[HSR�HIV\[�OV^�NYHɉ[P�^YP[PUN�
PUÅ\LUJLZ�[`WVNYHWO`�HUK���VY�KLZPNU��P[�JHU�IL�JVUZPKLYLK�
[OH[� P[� PUÅ\LUJLZ� \Z�� NYHWOPJ� KLZPNULYZ�� JVTT\UPJH[PVU�
professionals, individuals, spectators and observers attentive 
to what is happening around us, especially with regard to 
forms of visual expression and image. This assimilation, this 
hunger for novelty and freshness, imposes itself on an activity 
that, in a society constantly bombarded by images, seeks to 
JVTT\UPJH[L� LɈLJ[P]LS`� ^P[O� PUJYLHZPUNS`� OL[LYVNLULV\Z��
ZWLJPÄJ�HUK�\UPX\L�[HYNL[�H\KPLUJLZ��

-PN������¸;OL�0UÅ\LUJL�VM�.YHɉ[P�>YP[PUNPU�*VU[LTWVYHY`�;̀ WVNYHWO`¹�
original poster by Rodrigo Craveiro, 2014



Although we feel that modernism has contributed 
unequivocally to design, with principles that still make sense 
today, it is also true that some of its ideas have become 
obsolete, old-fashioned, no longer attracting, persuading 
and communicating with much of the population that now 
seems to need new visual stimuli that somehow touch and 
interact with it.

>P[O�YLNHYK�[V�[`WVNYHWO �̀�ZWLJPÄJHSS �̀�[OL�WVZ[TVKLYU�LYH�
brought what may be characterized as a new enthusiasm, 
which translates into new communication strategies. It 
seems to leave out the idea that typography serves only and 
exclusively the purpose of decoding text content, accepting 
that connecting emotionally with the recipient of the message 
is essential.

Thus, readability seems to gain ground on legibility, as it 
becomes more important for the audience to understand 
and identify with the content that is being communicated. 
It is understood that the public is not universally equal, 
L_PZ[PUN� KPɈLYLU[� ¸[YPILZ¹� [OH[� YLZWVUK� [V� KPɈLYLU[� Z[PT\SP��
We understand that without this new way of thinking and 
WYHJ[PJPUN�KLZPNU���[`WVNYHWO �̀�[OPZ�JVUULJ[PVU�[V�NYHɉ[P�HUK�
YLJPWYVJHS�PUÅ\LUJL�TPNO[�UV[�OH]L�ILLU�WVZZPISL�

The way our senses perceive the world and the information 
WYLZLU[LK� [V� \Z� ZLLTZ� [V� IL� KPɈLYLU[�� ;LJOUVSVNPJHS�
advances force our perceptual capacities to evolve, so it 
seems logical that we can decode complex messages more 
easily. The amount of stimuli, signals and signs that we are 
able to process at the same time seems to be much larger, 
and consequently we need more challenging and stimulating 
messages, that is, the public’s ability to grasp and digest 
information has changed, especially due to new media. 
Samara (2007: 121) states that: 

just look at documentaries and television news, 
where various types of presentation - oral, video, 
icons and still images, mobile typography - succeed 
or overlap in rapid editing, to understand that 
people are accustomed to having more complex 
experiences with design.

+LZPNULYZ� PU�NLULYHS�HUK�[`WVNYHWOLYZ� PU�WHY[PJ\SHY��ÄUK�PU�
their own experiences and environments that they inhabit 
YLMLYLUJLZ�[OH[�PUÅ\LUJL�[OLT�HUK��JVUZLX\LU[S �̀�PUÅ\LUJL�
[OLPY� ^VYR�� UHTLS �̀� [`WLMHJL� KLZPNU��.YHɉ[P� ^YP[PUN� PZ� Q\Z[�
one such reference. Consequently, we consider that our 

conclusions allow us to complement and deepen the 
IPISPVNYHWO`� VU� NYHɉ[P� ^YP[PUN�� JVU[LTWVYHY`� [`WVNYHWO`�
and graphic design and the way they relate to each other, 
therefore contributing to the understanding of these 
practices, thus giving a response to the last one of our study.
.YHɉ[P�TH`�IL�PSSLNPISL�MVY�TVZ[�WLVWSL��I\[�P[�^PSS�HS^H`Z�IL�
LɈLJ[P]L� PU� JVTT\UPJH[PUN�^P[O� P[Z� [HYNL[� H\KPLUJLZ��^OV�
HYL�TVYL� [OHU�HJJ\Z[VTLK� [V�ÄUKPUN� SL[[LYZ�HUK�^VYKZ� PU�
ways other than the usual or variations of them.

We ask ourselves, therefore, if the canons of what should be 
the basic structure of the design of each letter or character, 
remain the same, or if it is moving towards new typographic 
WYPUJPWSLZ��^OPJO�YLKLÄUL�[OL�KLZPNU�VM�[`WLZ��JVUZJPV\Z�VM�
this new way of practicing design.
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com/2011_06_05_archive.html)
19. Montana Writer Team book cover. Writer Kent tagging. (https://
OSZ[VYL�JVT�LU�IVVRZ�THNHaPULZ�NYHɉ[P�TVU[HUH�^YP[LY�[LHT�
book/)
����*OHYHJ[LYPZ[PJ�LɈLJ[Z�VM�[OL�[VVSZ�\ZLK�PU�NYHɉ[P�I`�9VPK�4:2�
��ZWYH`�JHU���O[[W!��NYHɈ\[\YPZT�JVT������� ����^HSS�\WKH[L�YVPK�
black-and-white/)
����*OHYHJ[LYPZ[PJ�LɈLJ[Z�VM�[OL�[VVSZ�\ZLK�PU�NYHɉ[P���THYRLYZ�
(Acker, C. P. (2013). Flip The Script: A Guidebook for Aspiring 
Vandals & Typographers. Berkeley, CA: Gingko Press.).
22. Adidas Campaign by Vasava. (http://www.iamfatterthanyou.
com/2010/08/adidas-campaign-by-vasava/)
����¸(�KYPWWPUN�THYRLY¹�NYHɉ[P�MVU[���O[[WZ!��^^ �̂ɈVU[Z�UL[�H�
dripping-marker.font.download)
����.YHɉ[P�WPLJL�I`�9VN\L�VUL�HUK�,QLR���https://frankiebeane.
ÄSLZ�^VYKWYLZZ�JVT���������YVN\LLQLR�WUN�
����*YVVRLYZ�WHY[`�Å`LY�I`�.SVZZ`�;=�HUK�2HSPTVKQV���7LYZVUHS�
Archive).
����¸+LNYHZZP¹�NYHɉ[P�MVU[���O[[WZ!��^^ �̂ɈVU[Z�UL[�+LNYHZZP�MVU[�
����.YHɉ[P�WPLJL�I`�*L`�(KHTZ���O[[W!����IW�ISVNZWV[�JVT��F
rpMu1BNo6s/U6o1dqyzPBI/AAAAAAAAfpg/iGiLlvIjgR8/s1600/
DSC_2035.JPG)
28. Beastie Boys logo (1986) by Cey Adams. (Adams, C. & Adler, 
)���������+LÄUP[PVUZ��5L^�@VYR!�/HWLY�*VSSPUZ�7\ISPZOLYZ��W�����
� ��.YHɉ[P�WPLJL�I`�)HUKV��� �����O[[WZ!��JVTTVUZ�^PRPTLKPH�VYN�
wiki/File:Bando_quais_de_seine_1985.jpg)
����¸)�)V`¹�NYHɉ[P�MVU[���O[[WZ!��^^ �̂ɈVU[Z�UL[�)IV �̀MVU[�
viewreview)
����.YHɉ[P�[HN�I`�)H[LZ���O[[WZ!��Z�TLKPH�JHJOL�HR��WPUPTN�JVT�
originals/47/29/4f/47294f6b1d340f7617e88efe92f8c47d.jpg)
32. Poster for the movie “The Wackness”, 2008. (http://www.
impawards.com/2008/wackness_ver3_xlg.html)
����¸7PSV[�9HZL��¹�NYHɉ[P�MVU[���O[[W!��T�MVU[�KV^USVHKH[Va�JVT�
font,72736,pilot-rase-1/)
����¸1VRLY:[YHPNO[3L[[LY)VSK¹�NYHɉ[P�MVU[�I`�/HUKZLSLJ[H���O[[W!��
www.identifont.com/similar?LDF)
����¸UPRLF��I¹�NYHɉ[P�MVU[�I`�/HUKZLSLJ[H���O[[W!��^^ �̂
handselecta.com/commisioned.html)
����¸4LUL6UL5@;OYV^PL¹�NYHɉ[P�MVU[�I`�/HUKZLSLJ[H���O[[W!��
www.identifont.com/similar?LDJ)
����¸;OL�0UÅ\LUJL�VM�.YHɉ[P�>YP[PUN�PU�*VU[LTWVYHY`�;̀ WVNYHWO`¹�
original poster by Rodrigo Craveiro, 2014. (Personal Archive).



���0U[YVK\J[PVU
.YHɉ[P� PZ�HU�L_WYLZZPVU�VM�ZLSM��HUK�[OL�Z\IQLJ[�HJ[VY�^OV�
executes it claims the right to be recognized as someone, 
with a proper name, with a recognized identity and 
personality. This manifestation materializes by the image and 
happens “where the periphery gives place to the art”, that is, 
in the “outer ring” of the city. Citing Pedro Andrade (2010) 
would reinforce this idea of socio-cultural region in the public 
/ private urban space, as the territory of “leisure or leisure” 
where marginal public art and / or amateur private art takes 
place as opposed to the area “of work and professionalization” 
where the professional and public private arts are legitimized 
by the local power (Ibid.: 45). Andrade also points out that 
in times of economic crisis, these peri-urban areas coincide 
^P[O� [OL� \ULTWSV`TLU[� aVULZ�� M\Y[OLY� YLHɉYTPUN� [OH[�� ¸PU�
[OPZ�HYLH��Z\I�J\S[\YLZ�HUK�HY[Z�WYVK\JLK�I`�KPɈLYLU[�ZVJPHS�
and cultural alterations such as young people or certain 

\YIHU�THYNPUHSP[PLZ��Z\JO�HZ�NYHɉ[P�VY�V[OLY�Z[YLL[�HY[Z��VM[LU�
LTLYNL�PU�[OPZ�HYLH¹��0IPKLT�������0U�NYHɉ[P��HZ�PU�HU`�V[OLY�
artistic project, it is essential to highlight and / or choose the 
space or physical support of the actions, the scale of the 
interventions and the discourse of public art in cyberspace, 
especially in Web 2.0. Social networks emerge from this 
platform as communicative ways organized by a reticulated 
system where urban artistic alterities and interculturalities 
are connected. It is our goal to note the genesis of this 
HY[PZ[PJ� TV]LTLU[� HUK� P[Z� JVTWPSLYZ� HUK� KPɈ\ZLYZ� VU� [OL�
Web. Still, of the change that the digital tool gave to this 
marginal and hybrid culture (Gastman & Neelon, 2011), 
legitimizing it, which is characterized by a strong emotional 
JVUULJ[PVU�^P[O�[OL�[LYYP[VYPHS�HYLHZ�^OLYL�NYHɉ[P�Z\IZJYPILZ�
(words of Alexandre Farto “Vhils” to the DN on February 13, 
2017, in Annex A). In the concrete case of the “street art” 
or the “public art” inscribed in the public / private space 
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Independent researcher, Aveiro, Portugal
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(IZ[YHJ[
Leitemotive - Aveiro, a Portuguese coastal city, has these marks of our contemporaneity idealized under an apex of thought 
HUK�HY[PZ[PJ�NYHɉ[P�NLZ[\YLZ�[OH[�JV]LY�^HSSZ��[\UULSZ��]PHK\J[Z��JLPSPUNZ��HYJOLZ��JHYYPHNLZ�HUK�JS\Z[LYZ�KPZWLYZLK�HUK�[OH[�JHYY`�
JVSVYZ�HUK�¸ZPNUZ¹�KPɉJ\S[�[V�KLJPWOLY��I\[��NYHɉ[P�PZ�HSZV�[OL�YLÅLJ[PVU�VM�[OL�HJ[P]L�SPML�VM�V\Y�JP[ �̀�0[�PZ�PTWVY[HU[�[V�JSHYPM`�[OL�
JVUULJ[PVUZ�IL[^LLU�W\ISPJ�HY[�HUK�[OL�HY[PZ[PJ�KPTLUZPVUZ�VM�NYHɉ[P�PU�[OL�J\YYLU[�LYH�VM�NSVIHSPaH[PVU��>OH[�PZ�[OL�KPZJV\YZL�
of public art in cyberspace and virtual territory, understood as an act resulting from digital manipulation, especially in Web 2.0. 
;O\Z��HPTPUN�[V�PU[LYWYL[�\YIHU�HY[PZ[PJ�HS[LYP[PLZ��NYHɉ[P�HZ�H�THYNPUHS�HY[�PU�YLSH[PVU�[V�P[Z�MVYTZ�VM�HY[PZ[PJ�WYVK\J[PVU��L]LU�TVYL�
alternating and alternative (Canclini, 2005 Cit. By Andrade, 2010: 50). It is our proposal to cross the action and the explosion 
VM�NYHɉ[P�PU�[OL�TLKPH�HUK�ZVJPHS�UL[^VYRZ��6IQLJ[P]LS �̀�^L�ZLLR�[V�RUV^�^OH[�OHZ�JOHUNLK�PU�NYHɉ[P�^P[O�[OL�HJ[P]P[`�NLULY-
ated on the Web and what the results of this kinetic visual and imaginary universe that the Web allows. This online and digital 
WSH[MVYT�OHZ�THKL�NYHɉ[P�JVTL�V\[�VM�P[Z�[LYYP[VYPHS�PZVSH[PVU��TV]PUN�NYHɉ[P���HZ�HU�LWOLTLYHS�HUK�HY[PZ[PJ�THUPMLZ[H[PVU���MYVT�
H�ZP[L�ZWLJPÄJ�H[[P[\KL��PU�Z[`SL�HUK�WHPU[PUN��[V�H�TVYL�JVTWL[P[P]L�HUK�YL]LHSPUN�H[[P[\KL�[V^HYKZ�H�UL^�Z[H[\[L��[OL�KLTH[L-
rialization of the image, its preservation and virtual dissemination.

Keywords:�.YHɉ[P��3PMLZ[`SL��:VJPHS�(J[P]PZT��-YLLKVT�HUK�7LYPWOLYHS�



85

Knowledge TransferSAUC - Journal V3 - N2

of the polis (Andrade, 2010), where the marginal, illicit art 
HUK�L]LU�[OL�¸SLNP[PTH[L¹�HY[�VM�.YHɉ[P��;VYYL��-LYYV���������
^L�JHU�JVSSLJ[�H�ZL[�VM�YLJVYKZ�[OH[�YLÅLJ[�[OL�L_WLYPLUJLZ�
VM� [OVZL�^OV�THRL�NYHɉ[P� HUK�OH]L� [OL� PKLH�VY� [OL�TVYL�
or less clear notion of the physical space surrounding the 
HY[PZ[� �� [V�NYHɉ[LY��>L�JHU�HSZV�JVUZPKLY� [OPZ�WO`ZPJHS�HUK�
not virtual space, as a territorial extension where the “urban 
artistic alterities” emerge and confront each other in today’s 
\YIHU�L]LY`KH`�SPML��(UKYHKL��������HUK���VY�JVUZPKLY�NYHɉ[P�
PU� P[ZLSM�KLÄUPUN�[OL� PTTLYZP]L�ZWHJL��)\[��LX\HSS`�UL\[YHS��
[OH[�[OL�NYHɉ[LY��[OL�WLYMVYTLY�VM�[OL�^VYR��\ZLZ�[V�KPZ[HUJL�
himself from the rest of the world, provoking, however, the 
gaze of the passer-by.

Taking another idea from Vhils, the internationally recognized 
7VY[\N\LZL�NYHɉ[LY�(SL_HUKYL�-HY[V��[OPZ�VUL�KLMLUKZ�[OH[�
[OL� HY[PZ[�T\Z[�THRL� YLÅLJ[PVU�� HUK� HɉYTZ�^OH[� UL_[�^L�
quote: 

I believe that the artist must raise questions. 
Obviously I have answers, but I avoid conducting 
those answers. Today the urban routines are very 
close and this brings us very close to the urban 
side of the world. But at the same time it creates 
a cleavage between urban and rural areas. And 
democracies are trying to deal with it, with these 
two speeds, these two ways of seeing evolution, 
and it is in that question that the work tries to do, 
it tries to show how all the identities of the world 
HYL�HɈLJ[LK�I`�[OH[�WYVJLZZ��0[�PZ�H�KPZJ\ZZPVU�[OH[�
I have been doing for ten years and that today it 
is being noticed that it creates frictions, and this 
makes it important the role of art... You are the 
result of everything that surrounds you” (Vhils, from 
the reporter Carlos Ferro, under the name of “Vhils, 
an artist which comes back to its origins” on 13th 
of February of 2017).

;OPZ�[LZ[PTVU`�VM�H�7VY[\N\LZL�NYHɉ[LY��^OPJO�PZ�UV^HKH`Z��
I`� [OL� HY[� VM� NYHɉ[P�� H� JVTT\UPJH[P]L� WOLUVTLUVU� VM�
international scale, expresses a social and political critique 
and demands a careful look at the most segregated and 
excluded areas of the cities: the suburbs, neighborhood 
communities, the emigrants from the colonized nations, 
among others.

.YHɉ[LYZ»�HJ[PVU�VU�[OL�NYV\UK�HUK�PU�[OL�JSV\K
;OL� NYHɉ[LY�^VYRZ� HUK� L_WYLZZLZ� OLY� KYH^PUN� PU� ZWLJPÄJ�
places where the contact is full but not immediate, where the 
manifesto drawings are invisible but still have the visibility 
ULJLZZHY`� HUK� Z\ɉJPLU[� MVY� [OLT� [V� IL� WLYJLP]LK� VU� [OL�
outskirts of the city. Images, drawings, tags (personalized 
labels), stencils (decal-inscribed or negative images with 
H� [LTWSH[L� VY� H� J\[�V\[� VWLU�[`WL� ÄN\YL�IHJRNYV\UK���
Z[PJRLYZ��NYHɉ[P��VY�WVZ[�KPɈ\ZLK�VU�[OL�̂ LI�LHJO�HJX\PYL��I`�
P[ZLSM��H�Z[H[\Z�VY�H�ZWLJPÄJ�JH[LNVY �̀�[OH[�VM�THUPMLZ[H[PVUZ�
of “urban art”, of urban artistic alterations. Or, they acquire 
[OL�X\HSPÄJH[PVU�VM�WLYPWOLYHS�HY[��THYNPUHS�HY[��ILPUN�LHZPS`�
embedded in the idea of open space and illicit territorial 
ZWHJL�� ZP[L�ZWLJPÄJ�� VY� Z[YLL[� HY[�� HSYLHK`� SLNP[PTPaLK� I`�
society in general and by the media as of “street art” (Birgit 
Krols, 2000)�.

.YHɉ[P� JHU� OHWWLU� PU� WSHJLZ� ^OLYL� WLVWSL� KV� UV[� SP]L��
inside and outside isolated and abandoned buildings, on 
^HSSZ� [OH[� YLZ[YPJ[� [YHɉJ� YV\[LZ� �� YVHK�HUK� YHPS� ��^OLYL� [OL�
speed of the media and its passers-by seems to keep pace 
^P[O�[OL�NLZ[\YHSP[`�VM� P[Z�KLZPNULYZ��.YHɉ[P�[YH]LSZ�VU�[YHPU�
carriages (Gastman & Neelon, 2011), and goes further in 
space and faster in the gesture printed by its creator. We 
X\V[L�1<5,�*;(��¸;V�TL��NYHɉ[P�PZ�L_WLYPLUJPUN�[OL�LU[PYL�
process of breaking in the systems and leaving evidence of 
my existence on the trains” (JUNE CTA quoted in Gastman 
�5LLSVU������!���������;OL�NYHɉ[P�[YH]LSZ�HJYVZZ�SHUK��SP[[SL�
and much land, much more territory than the author who is 
H[� P[Z�VYPNPU��(UK�� PU� [OPZ�KPaa`PUN� QV\YUL �̀� [OL�NYHɉ[LY�ÅPLZ�
higher without leaving her own space. 

���.YHɉ[P�VU�ZVJPHS�UL[^VYRZ
0M� P[� PZ� PTWVY[HU[� [V� LZ[HISPZO� [OL� SPUR� IL[^LLU� NYHɉ[P� HUK�
HJ[P]PZT� PU� ZVJPHS� UL[^VYRZ�� P[� ^PSS� HSZV� IL� ZPNUPÄJHU[� [V�
\UKLYZ[HUK� [OL� L_[LU[� VM� HJ[P]PZT� [OH[� NYHɉ[P� TLZZHNLZ�
trigger in the Web, in the Cloud, and perceptible through the 
inter | face | world1 (Loureiro, 2014: 4).

In this order of thought I would add the case of a street artist, 
4H[OPL\�;YLTISPU��̂ OV�KLÄULZ�OPTZLSM�HZ�H�[YHUZSH[VY�VM�[HNZ��
;OPZ�TLHUZ�[OH[�[OPZ�NYHɉ[LY�[YHUZSH[LZ�HUK�THRLZ�YLHKHISL�
 
1. The 3D Street Art, edited by Birgit Krols, TECTUM Publishers, 
������ THRLZ� HU� L_OH\Z[P]L� YLJVYK� VM� [OL� HY[� VM� NYHɉ[P� MYVT� ���
creators from all over the world and authors of 3D Wall Murals, 3D 
:[YLL[�7HPU[PUNZ�HUK�.YHɉ[P��+��



[OL�[HNZ���ZPNUH[\YLZ�HUK�[YHKLTHYRZ���[OH[�NYHɉ[LYZ�̂ YP[L�VU�
city walls. This author created the “Clouds” project in 2010 
and works as the inter | face | world mediating the images-
code (Loureiro, 2014: 1) and decoding in parallel between 
the street tag and the virtual tag used on the Internet, relating 
them as if they were the key to the mystery that makes them 
recognizable and that makes recognizable the orientation of 
[OL�JYLH[P]L�HY[PZ[��[OL�NYHɉ[LY�Z\IQLJ[��PU�[OL�^VYSK�

Mathieu Tremblin is the image-map translator, picking up 
on anagram type signatures with noise, with visual images 
of words to be deciphered, with smudges and chromatic 
spots, and cleans it making it readable. Tremblin separates 
what is on the side and is contiguous with the visual image: 
it removes the signature traces of the signature - from the tag 
��Z[LYPSPaPUN�[OL�^VYK��NYHɉ[P��THRPUN�P[�KLJPWOLYHISL��JSVZL�
and immersive.� 

��� :VJPHS� UL[^VYRZ� HUK� NYHɉ[P� PU� �  �� �� [LTWVYHS� HUK�
conceptual evolution 
As far as social networking is concerned, we have Susan 
-HYYLSS�HZ�H�YLMLYLUJL�WVPU[� PU�[OL� PU[YVK\J[PVU�VM�NYHɉ[P�VU�
the Web and its dissemination in social networks since the 
1990s. Susan Farrell studied English in the State of Georgia 
and in 1992, following professional and academic needs, 
to provide properly formatted weekly written assignments, 
decided to learn to process texts on computer. She learned 
how to use the Web and HTML language. This knowledge 
took her to other stops and to a new perception of urban 
HLZ[OL[PJZ�� ;OL� YLHSP[`� VM� [OL� NYHɉ[PZ�� YLHSPaLK� PU� ([SHU[H�
^OLYL�-HYYLSS�ILNHU�[V�WOV[VNYHWO�NYHɉ[P�PU�� ����HUK�SH[LY�
in Prague in 1994, led to the decision to create a webpage 
for the preservation and appreciation of this ephemeral and 
transforming art of cities.  

We underline the idea of the fracture between conventional 

2. “Removing the personal traits of the signature allows everyone to 
decode it and contact it,” said Mathieu Tremblin in an interview with 
([SHU[PJ�*P[`�3HI�� ¸6U� [OL�VUL�OHUK�� 0�WH`� [YPI\[L� [V� SVJHS�NYHɉ[P��
on the other hand I normalize it”. To translate the names on the 
ZHTL�ZJHSL��^OPJO�KVLZ�UV[�Z[VW�HU`VUL�MYVT�JVU[PU\PUN�[V�ÄSS� PU�
the blanks and adding the signature between the typography. (...)“I 
paint using the stencil.Incidentally, my project is drawing attention 
to some walls to which few were aware because they were full of 
‘tags’” (In Line) http: // www.mathieutremblin.com/ 

art, endowed with a status of “uniqueness” and “treasury 
value” of “reproducible” art, with the value that Farrell imprints 
on the “temporarily Visible”, “cumulatively transformable”, 
palimpsest of other images, ephemeral and resistant. In the 
words of Farrell: 

One of the things that makes artwork precious is 
that there’s only one of it. We don’t think a lot about 
this concept now, but at the cusp of the digital era 
it was a very big deal... If we make a copy of this 
work available digitally what will that mean about 
[OL�]HS\L�VM� [OL�VYPNPUHS&����;OL�NYHɉ[P�HY[PZ[Z�OHK�
H� KPɈLYLU[� ZL[� VM� WYVISLTZ� [OHU� ÄUL� HY[PZ[Z�� ;OL`�
had personal-safety issues… They had an art-
preservation problem, and they had the problem 
that art historians would not take them seriously 
because their artwork was too ephemeral… I 
thought, I can solve that problem (Farrell, in Wells, 
2014).

-HYYLSS� JYLH[LK� [OL� ÄYZ[� ^LI� WHNL� KLKPJH[LK� [V� [OLZL�
artists, “Art Crimes” in 1994, which became a space open 
to the immersion of conversations, interviews, looks about 
NYHɉ[P� WYVK\J[PVU� HSS� V]LY� [OL�^VYSK�� H� ZJYPW[�=PZP[� [V� ZP[LZ�
^P[O�NYHɉ[P��KPNP[HS�]PZ\HS�THUPMLZ[V�KL]PJL�VM�NYHɉ[P�� [HNZ��
stencil, the swift gesture of urban art artists. It is reported 
that in the last twenty years Susan Farrell has received 
death threats and made friends with some of the biggest 
NYHɉ[LYZ� I`� JVUZ\S[PUN� ]HYPV\Z� VYNHUPaH[PVUZ� HIV\[� [OL�
ZPNUPÄJHUJL�VM�[OL�PU[LYUL[�MVY�[OPZ�JVTT\UP[`�VM�HY[PZ[Z��6UL�
of the consequences was a greater knowledge of the areas 
VM�NYHɉ[P��P[Z�JVTTLYJPHSPaH[PVU�HUK�HZJLU[�PU�YLSH[PVU�[V�P[Z�
surveillance and public recognition (Farrell, in Wells, 2014)3. 

-HYYLSS�JYLH[LK�H�YLWVZP[VY`�VM� PTHNLZ�VM�NYHɉ[P��WYLZLY]PUN�
the production of works that would otherwise be obliterated. 
;OPZ� LWOLTLYHS� JOHYHJ[LY� VM� NYHɉ[P� PZ� WHY[� VM� P[Z� UH[\YL�
and its preservation implies an attitude of reproduction. 
/V^L]LY�� NYHɉ[LYZ� HJ[� ^P[O� NYLH[� VWLUULZZ� YLNHYKPUN� [OL�
YLWYVK\J[PVU� VM� [OLPY� ^VYRZ"� P[� PZ� JVTTVU� MVY� NYHɉ[LYZ� [V�
WOV[VNYHWO�[OLPY�[HNZ��[OLPY�NYHɉ[PZ�HUK��PTTLKPH[LS �̀�THRL�
digital copies as if they were cards from a deck to collect 

 
3. Interview with Susan Farrell by Lisa Wells in November 2014 in 
“Interviews, The Toast,” a digital journal with an associate blog “The 
Toast Journal”, Georgia. 
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(Farrell, in Wells, 2014). To quote further Farrell once again, 
“The only way to make works of art survive is the possibility 
of their mass reproducibility, and consequently their wide 
distribution by many people in the hope that they will keep 
them. This act of large-scale preservation will only destroy 
the artistic production of its destruction, for environmental or 
technological reasons or crises.”  

���;OL�WSHJLZ�^OLYL�[OL�.YHɉ[LYZ�HJ[
.YHɉ[LYZ�VWLYH[L�PU�WSHJLZ�^OLYL�HUVU`TV\Z�JVTT\UP[PLZ�
reside, which are satellite districts of the city and which 
ÄSS� ]HJHUJPLZ� VM� HU� \UWSHUULK� \YIHUP[ �̀� 4VZ[� VM� [OLZL�
neighborhoods have residents who move to the urban 
center to work there in generic and transversal areas, where 
they watch precariously and operationally. They are general 
service providers and, in general, providers of a chain of 
basic services: they assist in cleaning streets, buildings, civil 
construction, or provide private and / or public services as 
^VYRLYZ�^P[OV\[�[OLPY�V^U�X\HSPÄJH[PVU�PU�OLHS[O�PUZ[P[\[PVUZ��
education, security, and so on. The majority of the population 
on the peripheries carry with them the idea of a ghetto, a 
community that is closed in on itself and segregated by the 
majority of its contemporary civil society.

;OL�NYHɉ[PZ�YLÅLJ[�[OL�WSHJL��[OL�O\THU�HUK�J\S[\YHS�JHWP[HS�
of the places where they are represented, but not only that; 
[OL`�[HRL�H�UL^�SVVR�H[�HY[�HUK�\ZL�H�ZWLJPÄJ�HLZ[OL[PJ�[OH[�
Ä[Z�[OL�^HSSZ�VM�[OL�Z[YLL[��IYLHRPUN�^P[O�[OL�PKLH�VM�NHSSLY`�
and of conventional exhibition and representation spaces.
The Artistic Plans!�[OL�ZJHSL�VM�[OL�Z[YLL[�ZLY]LZ�NYHɉ[P�HZ�
the art gallery serves paintings in frames.

���)0 or the 4LHUPUN�VM�.YHɉ[P
Legal term: “Vandalism act”,
The author’s term: the act of making “an illegal piece”

� ���� ���,]VS\[PVU�VM�[OL�[LYT�¸.YHɉ[P¹
.YHɉ[P�HWWLHYZ�L_WYLZZP]LS`�HUK�TH[LYPHSS`�PU�[OL�<:(�HUK�
HJ[Z�HZ�[OL�̧ .L[[PUN�<W¹�VM�[OL�PUKP]PK\HS��[OH[�PZ��[OL�NYHɉ[LY�
acts in the direction of “raise your / your name”. “Getting-up” 
is also giving visibility and a sense of presence: - Look at me 
/ I’m here!

� ��� �� ;OL� PKLH� VM� 9L]VS\[PVU combined with that of 
manifestation through art.
In Portugal in 1974 and with the dawn of the Military 

Revolution on the 25th of April a new artistic, spontaneous, 
ideological and sensorial attitude emerges, to which the 
concept of mural art is mirrored in political murals designed 
with painted posters. Placed on walls and walls of the city, 
added with paintings directly made and painted on the 
masonry of the walls and mixed with posters glued, placed 
and superimposed, among many other pictorial materials 
added to them. There are archives of images from this period 
in Portugal that came to us through the hands of artists 
such as Anna Hatherly4 (painter, writer and art teacher) 
who had the exact perception of an irreducible conceptual 
phenomenon that was in danger of being lost by its natural 
ephemeral character and fragility of materials.
It is important to note that in the last works of the series 
5LVNYHɉ[P� �������� (UH� /H[OLYS`� \ZLZ� [OL� [LJOUPX\L� VM�
ZWYH`�VU�WHWLY��HWWYVWYPH[PUN�H�SHUN\HNL�ZWLJPÄJ�[V�\YIHU�
solidarity subcultures, which is usually practiced in a 
nocturnal environment (see João Lima Pinharanda In Ana 
Hatherly: The Intelligent Hand, Lisbon, 2003).

� �����;OL�THUPMLZ[H[PVU�VM�NYHɉ[P
;OL�T\YHS�HY[�NP]LZ�^H`�[V�NYHɉ[P��HUK�[OPZ�JVYYLZWVUKZ�[V�
the great change of intellectual and artistic attitude, and 
NYHɉ[P� UV[� VUS`� OHZ� H� WVSP[PJHS� HUK� ZVJPHS� TLZZHNL�� I\[�
also can go beyond this manifesto a little “fora-de-campo” 
(Loureiro, 2014). 

;OL� NYLH[� L_HTWSLZ� VM� NYHɉ[P� PTHNLZ� HYYP]LK� [OYV\NO�
skateboard magazines, which featured “skate parks” 
decorated with urban art, street art, evidently coming from 
USA.

���;OL�JOHYHJ[LY�VM�[OL�^VYRZ
:LLTPUNS`�OPKKLU�MYVT�[OL�L`LZ�VM�ZVJPL[`�PU�NLULYHS��NYHɉ[P�
invade walls that require the watchful eye of one who watches 
the urban space. The distracted do not realize the energy of 
gesture implicit in the drawings; it is necessary to stop, to 
break the traces and the inscribed words to decipher the 
sense of representation, the narrative and the pulsar of the 

���>L�OPNOSPNO[�[OL�[HRL�VɈZ�VM�(UH�/H[OLYS`��L_OPIP[PVU�PU�[OL�*VPTIYH�
Plastic Arts Circle) that with a more intentional use of typography 
or illustration have opened up new possibilities for the exploration 
and experimentation of languages; Ana Hatherly showed a certain 
Portuguese vanguard context in the post-25 April 1974 murals (6 
Documentaries about the 25th of April in RTP2, April 22-27April 21, 
2014, by Élia Rodrigues); See also “Exhibition of Ana Hatherly 
(1929-2015): Obrigatório não Ver, CAPC, 2015. 



forms. They are hidden in the walls of abandoned buildings. 
;OL� NYHɉ[P� VM� OPKKLU� ZWHJLZ� WLYZPZ[� PU� ^HSSZ� [OH[� HYL� UV[�
]PZPISL�I\[�TVYL�HWWLHSPUN�[V�[OL�ÅLL[PUN�UH[\YL�VM�NYHɉ[P�VU�
anonymity, outside the public eye, evasive but interpersonal 
of the author’s daily life - “Getting-up” act; Of the individual 
ILPUN�THKL�WYLZLU[�HUK�PKLU[PÄLK�

>OLU�NYHɉ[P�ILJVTLZ�PUZ[P[\[PVUHSPaLK��P[�VUJL�HNHPU�WHZZLZ�
into the status of mural art, a pictorial expression with a 
WLYTHULU[� JOHYHJ[LY�� )\[� [OLYL� HYL� HSZV� NYHɉ[PZ� JYLH[LK�
MVY�^HSSZ�[OH[�JVTL�MYVT�W\ISPJ�VY�WYP]H[L�VYKLY"�[OL�NYHɉ[P�
made to take art to the public space and to the places where 
the populations do not have access to the art, in the poorer 
districts and in ghettos. 

���.YHɉ[P�VU�ZVJPHS�UL[^VYRZ���-(*,)662
;OL�HJ[�VM�NYHɉ[P� PZ� PU�LZZLUJL�H�¸OPKKLU¹�HJ[�V\[ZPKL� [OL�
public eye, but can be the target of a public, national and 
international audience via sharing photographs online on 
ZVJPHS�TLKPH��(Z�NYHɉ[P�^YP[LY�:(4�L_WSHPUZ��¸0�THRL�H�;(.�
and soon after I do a POST and put it on Facebook: it is 
the democratization of the marginality of the work.” In this 
X\V[H[PVU�^L�ÄUK�[OH[�[OL�SL[[LY�KLZPNU�PZ�HSZV�PTWVY[HU[��[OL�
[HN�� [OL�HJYVU`T�[OH[� PKLU[PÄLZ�IL[^LLU�LX\HSZ�I\[�^OPJO�
may be hidden from ordinary citizens: “to draw letters and 
create a pseudonym” is much more than having another 
identity – it is one with artistic freedom. To SAM, this 
represents an identity, which is “mine more than others have 
of me” (SAM, in Blackout, 2017).

���;OL�M\[\YL
In 2015, the web page “Art Crimes”, active since 1994, 
decided to divide its database or image bank into two parts: 
one for archiving and the other for the future-facing copy. 
The objective was to preserve the 20-year archive of images 
developed on the website, proving that it was one of the 
only active websites and functioning as the true historical 
YLWVZP[VY`� VM� NYHɉ[P�� ;OL� HYJOP]LK� JVW`� PZ� [O\Z� WYLZLY]LK�
VUSPUL� HUK� VɊPUL� I`� :\ZHU� -HYYLSS� HUK� [OL� -HIYPJH[VYa�
team, in addition to the archives that are in partnership 
and somewhat worldwide (Internet Archive (USA), Sunsite 
7VSHUK��NYHɉ[PHYJOP]�VYN��)LYSPU���;OL�ZHTL�W\YWVZL�PU�]PL^!�
[V�JYLH[L�H�NYHɉ[P�HUK�HY[�NHSSLY`�PU�[OL�<:(��PU�,\YVWL�HUK�
in the cities of the world to remain available and accessible, 
especially for students and historians, for appreciation and 
KPɈ\ZPVU�VM�NYHɉ[P�

 ��;OL�-\[\YL�¶�;VKH`
.YHɉ[P�^YP[LY�(UKYt�:HYHP]H�HZZLY[LK�[OH[!�

.YHɉ[P�OHZ�[V�KV�^P[O�HKHW[H[PVU�HUK�^L�ZULHR�[V�
places where we are not supposed to be. But as for 
T\ZL\TZ��NYHɉ[P�[HRLZ�WSHJL�PU�[OL�JP[`�PSSLNHSS`�HUK�
H[�UPNO[��(U`[OPUN�LSZL�PZ�UV[�NYHɉ[P��;HSRPUN�HIV\[�
NYHɉ[P�� P[�TH`� YLMLY� [V�NYHɉ[P��I\[� 0»T�UV[�KVPUN�H�
NYHɉ[P�L_OPIP[��.YHɉ[P�PZ�HU�HJ[PVU��UV[�L]LU�H�YLZ\S[��
ZV�0�NV�V\[�HUK�ÄUK�H�ZWHJL��NYHɉ[P�PZ�HSTVZ[�V]LY��
.YHɉ[P�PZ�H�WLYMVYTHUJL�̂ P[OV\[�H�W\ISPJ�HUK�����VM�
it is action, the result is only a tiny part. And anyway 
the idea is to disappear. (Joana Amaral Cardoso, in 
7�ISPJV��� ÐWZPSVU��.YHɉ[P� PZ�H�WLYMVYTHUJL�^P[OV\[�
public, interview with André Saraiva, July 4, 2014).

Maybe yes, maybe no. We do not know how we are going 
to work.
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SAM Duarte’s Tag, Blackout, 2017, Vera Cruz, Aveiro.



���0U[YVK\J[PVU�
Public murals1 have become an integral part of urban 
LU]PYVUTLU[Z� HYV\UK� [OL�^VYSK�� YLÅLJ[PUN� HUK� PUÅ\LUJPUN�
their social, political, cultural, and aesthetic values. Some 
murals are created spontaneously, while others are actively 
WYVTV[LK� I`� [OL� LZ[HISPZOTLU[� HZ� WHY[� VM� KPɈLYLU[� \YIHU�
strategies. 

Existing literature is brimming with research concerning 
the role murals play in the production and improvement 
of urban places. In this regard, murals are perceived as 
place-makers (Austin, 2010; Dovey et al., 2012; Miles, 
1997; Schacter, 2014A; Youkhana, 2014; Young, 2014); 
community builders (Drescher, 1994; Golden et al., 2002; 
Sieber et al., 2012); reactions to informal activities (Halsey 
and Young, 2002; Taylor & Marais, 2009; Youkhana, 2014; 
@V\UN�� ����"�"� VIQLJ[Z� VM� ILH\[PÄJH[PVU� �)SHZOÄLSK�� �� �"�
Halsey and Young, 2006; Irons, 2009); and as a catalytic tool 

for urban regeneration and growth (Ashley, 2014; Austin, 
����"�,]HUZ������"�/HSS�HUK�9VILY[ZVU������"�4J(\SPɈL��
Iveson, 2011; Schacter, 2014B). 

9LJLU[� KLJHKLZ� YLÅLJ[� H� IYVHKLY� ZOPM[� [V^HYKZ� J\S[\YHS�
policies designed to promote urban growth and to 
address urban problems and challenges. Some of these 
policies enable the adoption (or cooptation) of mural 
art as an acceptable (and even desired) element in the 
municipal toolkit. Many cities around the world have made 
JVUZPKLYHISL�LɈVY[Z�[V�LZ[HISPZO�[OLPY�V^U�4\YHS�(Y[�7VSPJPLZ�
and Regulations (MAPRs) in an attempt to generate creative 
artsy cities, that draw investment and people. 

In this context, critics have cautioned against the 
appropriation of art, stating that the process of ‘art-led 
regeneration’ is not comprehensive enough. According 
to this critique, art-led policies might neglect certain 
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(IZ[YHJ[
In recent decades, public murals have become a common phenomenon in urban landscapes around the world. This has 
encouraged local governments to establish Mural Art Policies and Regulations (MAPRs) that employ murals as an acceptable 
(and even desired) element in the municipal toolkit, while balancing a variety of interests. This paper discusses why and how 
municipalities regulate and facilitate the creation of murals. It advocates a better understanding of mural art strategies, through 
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cultures, undermine the diversity of urban populations, 
HUK� LUJV\YHNL� NLU[YPÄJH[PVU� �9VZLUZ[LPU�� ����"� @V\UN��
2013). Others have forewarned against cultural planning 
and art policies which avoid the underlying problems in 
cities: the problems of decreasing wages, globalization 
and its takeover, and exacerbating problems of illness, 
OVTLSLZZULZZ��NLU[YPÄJH[PVU�HUK�PULX\HSP[`��4\YKVJO�L[�HS��
2015; Marcuse 2010).
Despite these critiques, our point of departure is that the 
arts, and murals in particular, are nonetheless an important 
element in place-making, community building, and in the 
creation of cities. Therefore, it is important to examine 
current MAPRs and inquire how they can be improved or 
nurtured.

���*OHSSLUNLZ�HUK�JVU[YHKPJ[PVUZ�HZZVJPH[LK�^P[O�T\YHSZ�
and the diversity of policies
)LJH\ZL� VM� [OLPY� HY[PZ[PJ� JOHYHJ[LY�� ZWLJPÄJ� SVJH[PVUZ��
and exposure to the public, murals incorporate several 
tensions and contradictions that present many challenges 
to policymakers, owners, and those involved in their 
creation. We identify three prominent challenges: (1) Murals 
are both a public and private phenomenon. On one hand, 
they are situated in the public domain and are exposed to 
the general audience; on the other hand, they are located 
VU� ZWLJPÄJ� WYVWLY[PLZ�� HUK� [OLYLMVYL� HYL� Z\IQLJ[LK� [V�
proprietary interests. This duality is a source of inherent 
[LUZPVUZ� IL[^LLU� W\ISPJ� HUK� WYP]H[L� ILULÄ[Z�� PU[LYLZ[Z��
and ownership; (2) Murals contain attributes of both 
public art and street art. Consequently, murals are a mixed 
phenomenon positioned between hegemony and rebellious 
culture; raising questions about their role and desirability; 
(3) Murals are both a private (artistic) and public expression, 
therefore raising questions about artistic freedom and 
private property in relation to broader public interests.
Existing studies have pointed out several mural-related 
policies that are designed to address the abovementioned 
JOHSSLUNLZ�� :WLJPÄJHSS �̀� SVJHS� WVSPJPLZ� YLSH[L� [V� H� YHUNL�
of issues, including the creation and management of 
mural art. These policies include measures such as laws, 
regulations, guidelines, and design control instruments. All 
of these may contain a variety of provisions with respect 
to ownership and ‘freedom of speech’ issues (Ehret, 2009; 
/VɈTHU�� �  �"� 1HY]PL�� ����"� 4PSLZ�� �  �"� 9VZLUZ[LPU��
2011). These policies also contain funding tools, such as 
‘Percent for Art’ policies3 and facilitate collaborations with 

private partners (Berkowitz, 1978; Hall and Robertson, 
2001; Miles, 1997; Rosenstein, 2011). City wide policies 
may also exempt murals from land use and signage 
regulations (Conklin, 2012; Droney, 2010; Orlando, 2013) 
and may also distinguish between legal mural art and illegal 
MVYTZ� VM� HS[LYH[PVUZ�� Z\JO� HZ� NYHɉ[P� �/HSZL`� HUK� @V\UN��
2002; Young, 2013). At the core of the latter issue stands 
[OL�]LY`�KLÄUP[PVU�VM�ºT\YHSZ»��̂ OPJO�TPNO[�JOHUNL�MYVT�VUL�
statutory provision to another. 
MAPRs are often autonomic (decentered) local government 
PUP[PH[P]LZ� [OH[�TH`�KPɈLY� MYVT�VUL� Q\YPZKPJ[PVU� [V� HUV[OLY�
�@V\UN�� ����"� ALIYHJRP�� ������� +PɈLYLUJL� TH`� OPNOSPNO[�
a variety of approaches and attitudes to art in public 
spaces. Some murals are created spontaneously and 
express individual or community identity and aspirations, 
while others are actively promoted by the establishment as 
part of broader urban strategies that attempt to address 
ZWLJPÄJ� NVHSZ�� Z\JO� HZ� \YIHU� IYHUKPUN�� Z[YLUN[OLUPUN� VM�
JVTT\UP[PLZ��ILH\[PÄJH[PVU��HUK�YLNLULYH[PVU��0U�HKKP[PVU��
MAPRs can be oriented towards public interests, or largely 
concerned with private interests, such as those of the artist 
VY� [OL� V^ULY� VM� H� ^HSS�� 6]LYHSS�� [OL� KPɈLYLUJLZ� IL[^LLU�
MAPRs may highlight a variety of motivations, approaches 
and attitudes towards public art, order, city planning, public 
spaces, individual rights and freedoms. 
 
���*VTWHYPUN�T\YHS�HY[�WVSPJPLZ�HUK�YLN\SH[PVUZ��4(79Z�
(�JVTWHYH[P]L�HUHS`ZPZ�JHU�ZOLK�SPNO[�VU�KPɈLYLU[�º]LYZPVUZ»�
of mural policies as well as on the many challenges and 
objectives associated with their creation. Existing studies 
VU�4\YHSZ�VY�4(79Z�THPUS`�MVJ\Z�VU�ZWLJPÄJ�JHZL�Z[\KPLZ�
(Gunnell , 2010; Kramer, 2010; Sieber et al., 2012) or 
JVTWHYL�WVSPJPLZ�PU�YLNHYKZ�[V�ZWLJPÄJ�[VWPJZ��+LTIV������"�
.YLHUL �̀�����"�.YVKHJO�HUK�3V\RHP[V\ɫ:PKLYPZ���������6US`�
few scholars have attempted to compare a range of policies 
(Halsey and Young, 2002; Young, 2012, 2013). The dearth 
of studies provides an opportunity for comparative analysis 
[OH[�LUHISLZ�PKLU[PÄJH[PVU��HUK�JOHYHJ[LYPaH[PVU�VM�H�]HYPL[`�
of practices.

We therefore suggest the use of comparative analysis 
methods to identify, characterize and evaluate MAPRs 
adopted and implemented in various local governments. 
In order to do so, a conceptual framework can be devised, 
based on the literature. This framework asks a variety of 
X\LZ[PVUZ�YLMLYYLK�[V�I`�ZL]LYHS�ZJOVSHYZ�VM�[OPZ�ÄLSK��Z\JO�



as: what are the underlying reasons behind mural strategies 
in a city? Does a city adopt an overarching mural or art-led 
policy? Who promotes and decides on the location of a 
mural? Are there special funding mechanisms? And, are there 
pathways to ensure community engagement in the creation 
and placement of murals? These questions, among others, 
help in creating a portfolio of policies and in investigating 
the role played by mural policies, and their impact on city 
WSHUUPUN�HZ�^LSS�HZ�KPɈLYLU[�Z[HRLOVSKLYZ�PU�[OL�JP[ �̀��

With these questions in mind, the conceptual framework 
employs certain categories for classifying cities’ strategies2, 
such as: (1) Proactive initiatives, encouraged or sponsored 
by local municipalities in order to stimulate the appearance 
VM�T\YHSZ�PU�ZWLJPÄJ�SVJH[PVUZ���7YL]HSLU[�L_HTWSLZ�PUJS\KL�
public events such as street art festivals, the promotion of 
community mural projects, and hired agents that mediate 
between artists and property owners.  (2) Responsive, via 
consent and permission-based policies: these measures 
respond to market demand and allow artists and property 
owners to legalize mural works pre- or post-production. 
In some jurisdictions, the consent of the property owner 
is enough; in others, a municipal approval is mandatory, 
through a mural permit registration process. (3) Tolerance and 
endurance policies: measures that allow municipalities to 
locally support informal activities (including murals) without 
giving their full or formal consent to those interventions in 
public spaces. (4) Intolerant: this category marks cases 
where the city administration is intolerant to any initiatives 
to create murals. 

6]LYHSS�� [OL� HIV]LTLU[PVULK� JSHZZPÄJH[PVUZ� VM� 4(79Z�
help in identifying a range of policies, adopted by city-
administrations. These categories provide a stepping stone 
for informed comparison of measures and practices adopted 
to facilitate, create, fund, and manage public murals. 

���*VUJS\ZPVUZ
Although existing literature focuses on art-led policies and 
on murals in particular, only few scholars have attempted 
to compare a range of policies in order to deepen the 
understanding of MARPs.  To facilitate a comparative 
analysis, it is possible to comb through existing literature 
and to devise a conceptual framework to assess the policies 
HUK�VYPLU[H[PVUZ�VM�KPɈLYLU[�JP[`�HKTPUPZ[YH[PVUZ��0U�[\YU��H�
systematic analysis of mural policies enables researchers, 

practitioners and policy-makers to better understand 
the policies they work with. A single-city analysis can 
then be compared with other cities, thereby building a 
chain of policy assessments that look at MAPRs more 
systematically. This could facilitate a transfer of knowledge, 
and the development of best practices. A comparative 
assessment can also ascertain the level of involvement of 
municipalities in the creation of murals, and reveal the way 
in which they cater for public and private interests.  
   
Notes
1 This paper refers to public murals as artistic painting or 
writings applied to and made integral with an outdoor facade, 
exposed to the public and created with the permission of the 
property owner or lessor.
2 The categorization of these groups was assisted by the 
works of: Dembo, 2013; Halsey and Young, 2002; Young, 
2013.
3 A popular funding tool that comprises a percentage of 
developments construction costs used for establishment 
public art, usually between 0.5%-2%.

9LMLYLUJLZ
Austin, J. (2010) More to see than a canvas in a white cube: 
For an art in the streets. *P[ �̀���������! 33-47.
Ashley, A. J. (2014) Beyond the aesthetic: The historical 
pursuit of local arts economic development. Journal of 

Planning History, 14 (1): 38-61.
Berkowitz, L. R. (1978) One percent solution: A legislation 
response to public support for the arts. University of Toledo 

3H^�9L]PL �̂���! 124-158. 
)SHZOÄLSK��,��/����� ���4\YHS�WHPU[PUN��4\UPJPWHS�(ќHPYZ���!�
98-109.
Conklin, T. R. (2012) Street art, ideology, and public 

space (Unpublished Doctoral thesis). Portland: Portland 
State University. Available at: http://pdxscholar.library.pdx.
edu/open_access_etds/761/ 
Dembo, M. (2013) :WH[PHS�WYLMLYLUJLZ�MVY�NYHѝ[P���Z[YLL[�HY[PZ[Z�
PU�)LYSPU� HUK�:HU� -YHUJPZJV� ��*H\ZLZ�� HUK� PTWSPJH[PVUZ� MVY�
ZJHSL�JVU[LU[�HUK�JYLH[PUN�SLNHS�^VYRZ (Capstone Research 
Project) Urban Studies Department. Stanford: Stanford 
University. Available at: http://tinyurl.com/j4fgcw3
+V]L �̀�2���>VSSHU�:���>VVKJVJR�� 0�� �������7SHJPUN�NYHɉ[P!�
Creating and contesting character in inner-city Melbourne. 
Journal of Urban Design, 17 (1): 21-41.
Drescher, T. (1994) San Francisco murals: Community 

 �

Knowledge TransferSAUC - Journal V3 - N2



93

Knowledge TransferSAUC - Journal V3 - N2

JYLH[LZ�P[Z�T\ZL�� ����  �. St. Paul: Pogo Press. 
Droney, D. (2010) The business of “Getting Up”: Street art 
and marketing in Los Angeles. Visual Anthropology, 23 (2): 

98-114. 
Ehret, C. (2009) Mural rights: Establishing standing for 
communities under American moral rights laws. Pittsburgh 

1V\YUHS�VM�;LJOUVSVN`�3H^�HUK�7VSPJ �̀���!�1-19.
Evans, G. (2005) Measure for measure: Evaluating the 
evidence of culture’s contribution to regeneration. Urban 

:[\KPLZ����������! 959-983. 
Golden, J., Rice, R., Kinney, M. Y., Graham, D., Ramsdale, 
J. (2002) Philadelphia Murals and the Stories They Tell. 
Philadelphia: Temple University Press. 
Greaney, M. E. (2002) The Power of the Urban Canvas: 
Paint, Politics, and Mural Art Policy.�5L^�,UNSHUK�1V\YUHS�VM�
Public Policy, 18 (1): 6.
.YVKHJO�� *��� 3V\RHP[V\ɫ:PKLYPZ�� (��� ������ *\S[\YHS�
development strategies and urban revitalization: A survey 
of US cities.�0U[LYUH[PVUHS�QV\YUHS�VM�J\S[\YHS�WVSPJ �̀������, 349-
370.
Gunnell, K. (2010) Street art: Its display in public space and 

PZZ\LZ�^P[OPU�H�T\UPJPWHSP[` (Master of Science dissertation), 
Thesis. The University of Mississippi. Available at: goo.gl/
oTfqgu
/HSZL �̀�4���@V\UN��(���������;OL�4LHUPUNZ�VM�.YHɉ[P�HUK�
Municipal Administration. (\Z[YHSPHU��5L^�ALHSHUK�1V\YUHS�
of Criminology, 35 (2): 165–186. 
Halsey, M. & Young, A. (2006) “Our Desires are 
<UNV]LYUHISL¹!�>YP[PUN�.YHɉ[P�PU�<YIHU�:WHJL��Theoretical 

*YPTPUVSVN`��=VS�����!�275-306.
Hall, T. & Robertson, I. (2001) Public Art and Urban 
Regeneration: Advocacy claims and critical debates. 
Landscape Research, 26 (1): 5–26. 
/VɈTHU�� )�� ��  ��� 3H^� MVY� (Y[»Z� :HRL� PU� [OL� 7\ISPJ�
Realm. ;OL�*VS\TIPH�1V\YUHS�VM�3H^��[OL�(Y[Z����! 39-96. 
Irons, J. (2009) :WYH`� H^H`!� 4HRPUN� [OL� JHZL� MVY� SLNHS�
NYHѝ[P�HZ�H�SLNP[PTH[L�MVYT�VM�W\ISPJ�HY[�PU�:`KUL`�(Doctoral 
dissertation), Thesis. UNSW Built Environment. Available 
at: http://tinyurl.com/hsrbsz4  
Jarvie, J. (2012) The limits of commissioned street art. The 
Atlantic City Lab, Available at: http://www.citylab.com/
design/2012/12/limits-commissioned-street-art/4058/
2YHTLY��9���������7HPU[PUN�^P[O�WLYTPZZPVU!�3LNHS�NYHɉ[P�PU�
New York City. Ethnography, 11 (2): 235-253.
4HYJ\ZL��7���������*HU�7SHUUPUN�(ɈLJ[�[OL�,JVUVTPJ�*YPZPZ&�
Barely, and not unless planning changes radically. )LYRLSL` 

Planning Journal, 23 (1): 159-165.
4J(\SPɈL�� *�� � 0]LZVU�� 2�� ������� (Y[� HUK� JYPTL� �HUK�
V[OLY� [OPUNZ� ILZPKLZ¯�!� *VUJLW[\HSPZPUN� NYHɉ[P� PU� [OL�
city. Geography Compass, 5(3): 128-143.
Miles, M. (1997) Art, Space and the City: Public Art and 

Urban Futures. Routledge: London. 
Murdoch, J., Grodach, C. & Foster, N. (2015) The Importance 
of Neighborhood Context in Arts-Led Development 
Community Anchor or Creative Class Magnet? Journal of 

Planning Education and Research, 36 (1): 32-48.
Orland, C. (2013) Art or Signage?: The regulation of outdoor 
T\YHSZ�HUK�[OL�ÄYZ[�HTLUKTLU[��*HYKVaV�3H^�9L]PL �̂���: 
867-896. 
Rosenstein, C. (2011) Cultural development and city 
neighborhoods. City, Culture and Society, 2 (1): 9-15.
Schacter, R. (2014a) 6YUHTLU[�HUK�6YKLY!�.YHѝ[P��:[YLL[�(Y[�
and the Parergon. Farnham: Ashgate.
:JOHJ[LY��9�������I��;OL�\NS`�[Y\[O!�:[YLL[�(Y[��.YHɉ[P�HUK�
the Creative City. Art & the Public Sphere, 3 (2): 161-176.
Sieber, T., Cordeiro, G. & Ferro, L. (2012) The neighborhood 
strikes back: Community murals by youth in Boston’s 
communities of color. City & Society, 24 (3): 263-280.
;H`SVY��4���4HYHPZ�� 0�� ���� ��+VLZ�\YIHU�HY[�KL[LY�NYHɉ[P�
proliferation? In: <YIHU�HY[�HUK�NYHѝ[P 7HWLYZ�MYVT�[OL�)YP[PZO�
*YPTPUVSVN`�*VUMLYLUJL� ! 57-70. 
Youkhana, E. (2014) Creative activism and art against 
urban renaissance and social exclusion – space sensitive 
approaches to the study of collective action and belonging. 
Sociology Compass, 8 (2): 172-186.
@V\UN��(�� �������*YPTPUHS� PTHNLZ!�;OL�HɈLJ[P]L�Q\KNTLU[�
VM�NYHɉ[P�HUK�Z[YLL[�HY[��Crime, Media, Culture, 8 (3): 297-
314.
Young, A. (2013) :[YLL[�(Y[�7\ISPJ�*P[`!�3H^�*YPTL�HUK�[OL�
Urban Imagination. London: Routledge.
Young, A. (2014) Cities in the City: Street Art Enchantment 
and the Urban Commons. 3H^��3P[LYH[\YL�������! 145–61. 
Zebracki, M. (2011) Does cultural policy matter in public-
art production? The Netherlands and Flanders compared, 
1945 - present. Environment and Planning A, 43(12): 2953–
2970.



���;OL�ÄYZ[�JVU[HJ[
;OL�IVVR�ILPUN�YL]PL^LK�OLYL�PZ�[OL�ÄYZ[�LKP[PVU��OHYKJV]LY�
from 2017. The book is of conventional size at 15 x 23cm 
and 0.6 kg of weight, natural for the volume of pages. The 
JV]LY�PTHNL�PUÅ\LUJLZ�]LY`�T\JO�[OL�ÄYZ[�PTWYLZZPVUZ��HUK�
in this case it is composed by a black and white pertinence 
photo of a ruined building covered with nature, the ruin has 
ZVTL�WHPU[LK�WH[[LYUZ��ZVTL�MYHTLK�SL[[LYZ��H�UV[�KLÄULK�
setting in terms of time (night day, year, month) and space 
both interior and exterior but also city, street and country.

6]LY�[OPZ�PTHNL�`V\�JHU�ÄUK�[OL�[P[SL�PU�IPNNLY�SL[[LYZ�¸NYHɉ[P�
& street art” the subtitle in smaller case “reading, writing and 
representing”, in the left bottom of the cover. The editors 
names are included. The image is well described both in the 
acknowledgment, intro and in the back cover.

6U�[OL�IHJR�JV]LY��^L�JHU�ÄUK�ZVTL�WHYHNYHWOZ�VM�[OL��YK�
(non numbered) page. In the 4th not numbered page we can 
ÄUK�]LY`�ZTHSS��VUL�WHYHNYHWO��HWWVPU[TLU[�YL]PL^Z�I`�0HU�
Borden and P. Bengtsen.

The interior cover has, as usual, the title, sub title and editors 
YLMLYLUJL��0U�[OL�UL_[�WHNL�^L�JHU�ÄUK�[OL�JYLKP[Z�HUK�[OL�
book’s technical information. The book has a good density 
white paper, times new roman as a chosen typeset, and 
good font size.

Contents arrive on non-numbered page 7, that corresponds 
[V�WHNL�U\TILY�000�PU�YVTHU�U\TILYPUN��[OL�SPZ[�VM�ÄN\YLZ�HYL�
on page VII, contributors on page IX and acknowledgment 
at page XIV. The introduction arrives after page XV on page 
1 arabic numbering that goes up to page number 281, all 
together we have a 296 page book.

Text based pages are frankly predominant, 245 text only, 
55 pages with images, all of these are full page non colour 
images.

;OL�IVVR�OHZ�̂ LSS�KLÄULK�ZLJ[PVUZ��JVUJLW[\HSS �̀�PU�[LYTZ�VM�
content and number of pages. After the intro by the editors 
[OLYL�HYL���IVVR�WHY[Z��^P[O���HY[PJSLZ�LHJO��;OL�ÄYZ[�WHY[��
“reading” from page 25 to page 100 (75 pages), the second 
part “writing” from page 101 to 194 (93 pages) and the third 
part “representing” from page 195 to 273 (78 pages).

����(IV\[�[OL�JVU[YPI\[VYZ
The editors are Konstantinos Avramidis, a PhD candidate 
with a background in architecture, and Myrto Tsilimpounidi 
(PhD), a social researcher. Both editors are Greek and have 
combined international paths with research and academic 
interest in the city as subject.

The contributors short biographical notes appear in 
alphabetical order (from page IX to XV). We can identify the 
country and sometimes the city, and also only sometimes the 
7O+�X\HSPÄJH[PVU�PZ�YLMLYLUJLK��KLUV[PUN�ZVTL�PYYLN\SHYP[`�PU�
the biographical notes structure, that in any case serve well 
as an introduction to the authors.

In short we have contributions from:
Abaza, from Cairo, Egypt, Sociology professor;
Andron from UK, history of architecture (PhD candidate);
Brigenti, from Italy, sociology professor;
Edwards S. PhD in Design from Australia;
Ferrell from USA, professor of sociology;
Iveson from Sydney, urban geography;
Lamazares from USA, modern languages;
Landry from Canada, criminology;
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Leventis PhD, from Greece, architecture;
Macdowall PhD from Australia, history;
Schacter PhD from UK, anthropology;
Snyder from New York;
Stavrides from Greece, professor of architecture;
Vilaseca from USA, language professor;
Young, professor and PhD in criminology from Australia.

Of the 15 authors, more than two-thirds are Anglo Saxon 
“world” authors (11 native English speakers). Four are from 
USA, 4 from Australia, 2 from UK, and 1 from Canada. In very 
low minority there is 1 from Italy, 1 from Egypt and 2 from 
.YLLJL� �ILZPKL� [OL� LKP[VYZ��� ;OL� ZJPLU[PÄJ� HYLHZ� VM� [OLZL�
authors are diverse and can be grouped into 6 main areas: 
the main areas are the ones of the editors, architecture and 
design (4 authors) and sociology/ anthropology (4 authors), 
also criminology (2 authors), languages (2 authors) and 
geography and history (3 authors).

If we join the criminology with sociology/anthropology 
ZJPLU[PÄJ� IHJRNYV\UK� VM� [OL� H\[OVYZ� ^L� NL[� [OL� IPNNLY�
group (6 authors, more than 1/3 of the 15), thus the 
KVTPUHU[�ZJPLU[PÄJ�WLYZWLJ[P]L�PZ�PU�[OLZL�O\THU�ZJPLUJLZ�
approach angles. In the back cover of the book the words 
SOCIOLOGY/ URBAN STUDIES/ VISUAL STUDIES appear 
(from the publishing perspective) as the areas where this 
IVVR�^V\SK�Ä[�I`�VYKLY�VM�YLSL]HUJL�

����;OL�HJRUV^SLKNTLU[
The acknowledgment text is well structured, starts from 
the revelation were the idea of the book arose from, the 
conference Disrespectful Creativity, hosted by the Onassis 
Cultural Center in June 2014, declaring gratitude to the 
organizers of the conference and also to the professors 
and institutions that have been supporting the editors work. 
Also, they are grateful for Blaqk crew as the authors of the 
cover image, the families, and contributors, concluding the 
acknowledgments, the book is dedicated to the “anonymous 
protagonists, holding spray cans and paste ups who 
challenge how we read, write and represent our cities”.

���;he intro
Admitting in note 1 that there are practices, writers and 
artists that do their work outside the urban context, the 
manifestations addressed by the book are assumed to be 
limited to urban manifestations. It is a book devoted to the 

TVKLZ�PU�^OPJO�NYHɉ[P�HUK�Z[YLL[�HY[��.:(��OH]L�JOHUNLK�
our ways of seeing, knowing and representing urban 
environments.

The intro is structured as a playful comparison between 
ZJOVSHYS`�HUK�NYHɉ[P�HZ�IV[O�^YP[PUN�WYHJ[PJLZ�HUK�PUJS\KLZ�
Ä]L� WHY[Z!� ZRL[JO�� IHJRNYV\UK�� WPLJL�� V\[SPULZ�� HUK� ÄUHS�
details and signs. Assuming this book as having the purpose 
VM�ÄSSPUN�PU�NHWZ�PU�SP[LYH[\YL��HZ�HU�VWWVY[\UP[`�[V�LTIYHJL�
the craft of writing about writing on the walls, done by “crews 
of scholars”.

����:RL[JO
The “Sketch”, as the initial moment of the intro, serves as a 
draft that gives structure and sense to the work, here we can 
ÄUK�[OL�KLLW�Q\Z[PÄJH[PVUZ�MVY�[OL�WYVK\J[PVU�VM�[OPZ�]VS\TL�

It contains an opening quote from a psychologist that, 
according to the book editors, outlines the main tensions, 
inspirations and research incentives of the publication. This 
X\V[L�]HS\LZ�[OL�¸\NS`�ZJYH^SZ¹�HZ�H�YLÅLJ[PVU�VM�[OL�¸ZV\S¹�
through the hand. Also mentioned here is the usage of the 
“writing on the wall” expression, coming from Balthasar 
biblical character, as a prevision of the future, or also 
interesting the reference to David Ley and Roman Cyb phrase 
¸[VKH`»Z�NYHɉ[P�HYL�[VTVYYV^�OLHKSPULZ¹��0[�PZ�HSZV�TLU[PVULK�
here that G&SA are valuable research lenses, through which 
to unpack some of the tensions and contradictions of urban 
life.

Mentioned here in the “sketch” part of the intro, a  game of 
^VYKZ�^P[O�9VILY[�9LPZULY�NYHɉ[P�KLÄUP[PVU�HZ�¸KPY[`�^VYKZ�
on clean walls”, changed by the greek editors to “clean walls 
dirty conscientiousness”. It’s assumed that G&SA poetically 
break down monopoly of the messages on urban fabric and 
open questions on the nature of public space and right of the 
city, “who’s right and what city”.

The editors share the message that the book intends to focus 
on the controversies within the scene, especially those that 
MVSSV^�MYVT�[Y`PUN�[V�KLÄUL�.:(�ZJOVSHYZ��VY�NLULYH[PUN�UL^�
terms even knowing that part of their meaning will always 
escape in the process and new interpretations will emerge. 
The editors identify the concern about what G&SA are, but 
also what they do, global interpretation of simultaneously 
physical acts and cultural practices, material and immaterial.



The introduction “sketch” closes by noting arguments about 
[OL� YLSH[PVUZ� VM� .:(� ^P[O� LHJO� LKP[VY»Z� ZJPLU[PÄJ� ÄLSK!�
architecture and sociology.

According to the editors, Architecture tends to see G&SA as 
a threat, they are in a reciprocal relation, architecture gives 
material and historical and political background. G&SA are 
part of the life of architecture and fascinate architects.

(IV\[� :VJPVSVN`� P[� PZ� ^YP[[LU� [OH[� P[� ÅPY[Z� ^P[O� .:(�� P[�
reveals the frequent illegal aspects that tell stories that 
otherwise are untold. Sociology also focuses on elements 
VM�.:(�HZ�Z\IJ\S[\YHS�WYHJ[PJLZ��Z\JO�HZ�`V\[O��KPZHɈLJ[LK�
communities, and legal limits of social performances.

The editors declare that this book is a tribute to Athens 
as the muse of G&SA editors explorations. They here 
identify G&SA are used rather to seduce and attract rather 
than inform. Closing the “sketch” there is a very detailed 
explanation about the Cover photo, an image of Athens 
School of Fine Arts, an image that is purposely ambiguous 
to raise questions.

����)ackground
The second part of the intro, called “background”, outlines 
the context from where the book emerges. This intro section 
PZ� MVJ\ZLK� VU� [OL� L_PZ[LU[� W\ISPZOLK� TH[LYPHS�� PKLU[PÄLK�
as in majority being non academic, making reference here 
to all the magazines and mostly photo based books, from 
journalists and photographers (Mailer et al. 1974; Cooper 
HUK�*OHSMHU[�� ��"�*OHSMHU[�HUK�7YPNVɈ�� �����HɉYTPUN�[OH[�
they would not want to critically engage with the subject, 
having as their main purpose to “document the history and 
development of this writing genre”.

In academic terms the editors propose to organize the 
produced knowledge in groups of “waves” distributed 
chronologically, each wave containing a predominant 
group of authors and works with common array of contents 
addressed.

;OPZ�H[[LTW[�[V�KLÄUL�H�UHYYH[P]L�MVY�[OL�RUV^SLKNL�WYVK\J[PVU�
of G&SA has risks, for instance the common array of contents 
addressed by each wave are not homogeneous, the works 
were not coordinated between each other, also the notion of 

wave suggests a peak, and this may not correspond to how 
knowledge about G&SA is produced. Knowledge production 
may be more cumulative and distributed, without “peaks” 
[OH[�W\SS�[OL�YLZ[�VM�[OL�H\[OVYZ�ILOPUK��;OPZ�KPɉJ\S[`�PZ�ZLSM�
assumed somehow by the editors when they use quotation 
marks when mentioning the waves, or when mentioning 
Jean Baudrillard’s1�HZ�ZVTL[OPUN�VɈILH[�

In any case it opens an interesting discussion and proposes 
a needed structure useful for the better understanding of the 
development of (academic) knowledge about G&SA.

According to the editors, tOL� ¸ÄYZ[� HJHKLTPJ� ^H]L¹� VM�
NYHɉ[P� HUK� Z[YLL[� HY[� ZJOVSHYZOPW� JVTLZ� HSTVZ[� ��� `LHYZ�
after “journalist predecessors”. This wave was inaugurated 
by Castelman (1982) and includes works of, among others, 
Richard Lachmann (1988). Also included here is the High 
& Low 1990 MoMA exhibition catalogue (with a chapter 
KL]V[LK�[V�NYHɉ[P��I`�2PYR�=HYULKVL��(KHT�.VWUPR���  ����
and geographer Tim Cresswell’s (1992) work. Although 
other authors examined local scenes, the majority of works 
VM� [OL� �ZV� JHSSLK�� ¸ÄYZ[� HJHKLTPJ� ^H]L¹� HYL� PKLU[PÄLK�
HZ� MVJ\ZLK� VU� [OL� � ���� ��Z� 5L^� @VYR� NYHɉ[P� ZJLUL�� 
 
In a note, the book editors clarify: ;OL� ¸ÄYZ[� ^H]L¹� MVJ\Z�
WYPTHYPS`�VU�^OH[�NYHɉ[P� PZ�HUK�OV^� P[� PZ� [OL�L_WYLZZPVU�VM�
KPZZH[PZÄLK� `V\[OZ��^OPSL� [OL� ¸ZLJVUK�^H]L¹� JVUJLU[YH[LZ�
VU�^OH[� NYHɉ[P� KVLZ� LZZLU[PHSS`� PU� YLSH[PVU� [V� \YIHU� ZWHJL�
and began in early 1990s.

The second wave focuses on other subjects and other 
NLVNYHWOPLZ��1LɈ�-LYYLSS»Z���  ���Crimes of Style, according 
to the editors, is probably the founding publication of 
JVU[LTWVYHY`� NYHɉ[P� ZJOVSHYZOPW�� MVJ\ZLK� VU� [OL� +LU]LY�
scene. Also in the second wave Susan Philip’s (1999) from 
SVVRPUN�H[�3VZ�(UNLSLZ�ZJLUL��PU[YVK\JLZ�KPɈLYLU[�RPUKZ�VM�
NYHɉ[P�Z\INLUYLZ��HUK�V[OLYZ�Z\JO�HZ�Z\IJ\S[\YHS�HUK�NLUKLY�
issues by Nancy Macdonald (2001), pedagogical potentials 
I`� 9HOU� ������� HUK� *OYPZ[LU� ������� HUK� JVTTVKPÄJH[PVU�
by Heitor Alvelos (2004). Others, such as Joe Austin (1996, 
re edition 2001), Ivor Miller (1992, re edition 2002) are also 
mentioned in the “second wave” but could be also in the 
¸ÄYZ[�̂ H]L¹�K\L�[V�[OL�JVU[LU[Z�HUK�KH[LZ�VM�[OL�ÄYZ[�LKP[PVUZ�

Belonging to the “third wave” (21st century), coinciding 
with the establishment of street art in the visual sphere, the 
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number of academic publications grows geometrically. The 
editors mention Ella Chmielewska (2007) as an example 
of the exception to this era of scholarship dominated by 
“mostly theoretical (sometimes over-theoretical) approaches 
[OH[�Z[\K`�NYHɉ[P�PU�WS\YHS�MVYT�YH[OLY�L_HTPUPUN�LHJO�NYHɉ[V�
in its context”. Also, Briguenti (2010) and other researches 
about spatial control, liminality, militarization of the urban 
environment and Macdowall (2006) heritage approach, Kurt 
0]LZVU� �������� 3PZH� .V[[SPLI� ������� JSHZZPÄJH[PVU� Z`Z[LT��
Gregory Snyder (2009) ethnographic study. In this “wave” 
are also included Waclawek (2011), Kramer (2009), Brook 
and Dunn (2011) urban maps, Alison Young (2014) public 
city, and Rafael Schacter (2014) ornament approach. 
 
(SZV� HU� PU[LYLZ[PUN� JS\Z[LY� VM� YVJR� HY[� HUK� HUJPLU[� NYHɉ[P�
scholars are included on this wave, Conferences and 
ZWLJPÄJHSS`� [OL� :(<*� 1V\YUHS� HYL� PKLU[PÄLK� PUZPKL� [OPZ�
academic wave. It is suggested that the third wave ends with 
.:(�OHUKIVVR�LKP[LK�I`�1LɈYL`�9VZZ���������
 
����-PSS�PU
The fourth wave in academic production is envisioned by 
the editors to begin with the book they have organized. It 
is a bold statement, that needs to be analyzed in detail and 
with time. The organization of academic production is a very 
useful exercise that we all need to dialogue about, and this 
is very positive. Not so positive is the self positioning on this 
exercise, although understandable that comes out of the 
OHYK�^VYR�[V�W\ZO�L]LU�M\Y[OLY�[OL�IV\UKHYPLZ�VM�[OL�ÄLSK� 
 
The major reasons stated for this purpose are that, all the 
contributors to this volume, are mapping new territories by 
VɈLYPUN�MYLZO�HUK�PUUV]H[P]L�^H`Z�VM�HWWYVHJOPUN�[OL�[VWPJ��
That commences a new wave of literature that continues 
HUK�YLÅLJ[Z�[OL�[YHKP[PVU��;OH[�UL^�ZJOVSHYZ�HYL�PU[YVK\JLK�
and new methods are explored, but also assuming 
that cities as case studies are not critically explored.  
 
The editors state that the book “explodes” some of G&SA 
KLÄUP[PVUZ� [OH[� KLSPTP[� ^OH[� HYL� [OL� WYHJ[PJLZ� [OH[� JV\U[��
The range of geographies and areas of research serve as 
Q\Z[PÄJH[PVU�MVY�[OL�]VS\TL�[V�^VYR�HZ�H�THW�MVY�J\YYLU[�HUK�
future researches and practitioners.

At the intention level, the editors identify that the volume 
aims to:

͑�YLSH[L�[V�JVU[LTWVYHY`�\YIHU�W\ISPJ�^YP[PUN"
͑�VɈLY�NSVIHS�JVU[L_[�JHZL�Z[\KPLZ"
͑�NH[OLY�]HYPV\Z�KPZJPWSPULZ"
͑�VɈLY�UL^�̂ H`Z�VM�[OPURPUN�HIV\[�J\YYLU[�YLZLHYJO�TL[OVKZ"
͑�L_WSVYL�[OL�WVZP[PVU�VM�HJHKLTPJZ�HUK�[OL�PTWSPJH[PVUZ�VU�
[OL�ÄLSK�

Also mentioned as the intent of this book is to showcase 
the plurality of uses of G&SA around the globe, reverse the 
tendency to over theorize and generalize, and invent new 
methods. “The Piece”, referred to as the content of the book 
itself, is organized in three parts:

 - Reading, as concept, creating new meaning and linking 
G&SA and the city, analyzing their relations.
- Writing, as concept, writing in space and writing about 
writing in space.
- Representing, representation of G&SA and as something 
that is (re)presented, presented in a new form.

The reasons for this sequence follow the intentions of the 
editors to structure the volume as a narrative, starting from 
production, to documentation and dissemination, reactions, 
criminalization and removal.
 
����6\[SPULZ��KL[HPSZ�HUK�ZPNU
The outlines section talks about the sequence of chapters 
(reading, writing, representing), each with 5 articles, 4 with 
data of distinct contexts, and 1 (closing each part) article 
with provocations for pushing research forward, according 
to the editors. Concluding the introduction, the editors 
explain in some paragraphs that they are aware of the 
subjectivity behind their choices. Classifying the volume as 
HU�¸PU[LYKPZJPWSPUHY`�QV\YUL`�PU[V�[OPZ�HɈLJ[P]L�SHUKZJHWL�¹�H�
QV\YUL`�^P[OV\[�ÄUHS�KLZ[PUH[PVU�

���7HY[Z�HUK�*OHW[LYZ
In the introduction each part has a short description 
by the editors. In Part 1 (Reading), it is mentioned by 
the editors that it showcases how distinct perspectives 
“read” G&SA. The perspectives come from academia, 
establishment, campaigns, cultural and educational 
institutes, city authorities, activists groups, and legal 
system. The Part 1 chapters and topics addressed are: 



*OHW[LY�����.YHɉ[P��Z[YLL[�HY[�HUK�[OL�KPHSLJ[PJZ�VM�[OL�JP[`���
I`�1LɈ�-HYYLSS�^P[O�MVJ\Z�VU�THWWPUN�[OL�L_PZ[LU[�ZJOVSHYS`�
territories dualities legal/ illegal, visibility / invisibility, and art/ 
action.

Chapter 2 - Art or crime or both at the same time? On the 
ambiguity of images in public space - by Alison Young, among 
others identify contradictions between street art legitimation 
HUK� NYHɉ[P� WLYZLJ\[PVU�� HKKYLZZPUN� J\S[\YHS� HWWYVWYPH[PVU��
questions about authority over urban aesthetics and public 
space.

Chapter 3 - Reading between the [plot] lines: framing 
NYHɉ[P� HZ� T\S[PTVKHS� WYHJ[PZL� �� I`� :HTHU[OH� ,K^HYKZ�
Vandenhoek, makes a proposal of interpretative framework 
for nature through the writing on places. With photography 
theory references to Michael Shanks “archaeography” and 
Roland Barthes “studium” and “punctum” concepts.

Chapter 4 - Interview walls: towards a method of reading 
hybrid surface inscriptions - by Sabina Andron, reading 
methods, hybrid surface inscriptions, unsanctioned and 
sanctioned (as advertising). Gathered readings via semiotics 
between G&SA advertising and street signs. 

*OHW[LY� �� �� .YHɉ[P�� Z[YLL[� HY[� HUK� [OL� KLTVJYH[PJ� JP[`� ��
by Kurt Iveson, not only about G&SA confrontations with 
authority, but alternative forms of authority; challenges the 
notions of public space and urban belonging, introducing 
relations with policy advocacy, permission, participation and 
publication.
 
Part 2, according to the editors’ short description, focuses 
on the form as process, aesthetic, styles, language, setting 
but also materiality and the problem of writing about G&SA.

*OHW[LY�����:[YLL[�HY[�PZ�H�WLYPVK��7,906+!�VY��JSHZZPÄJH[VY`�
confusion and intermural art - by Rafael Shacter, that 
addresses issues as Street Art being a term that is no longer 
capable of grasping the works that are being produced in 
the streets or galleries, proposes intramural art and declares 
street art as a period.

Chapter 7 - Expressive measures: an ecology of the public 
domain - by Andrea Brighenti, contests the trend of street 
HY[�HUK�NYHɉ[P�HZ�JVU]L`VYZ�MVY�LJVUVTPJ�NYV^[O��+LJSHYLZ�

a distinction between the words expression and creativity. 
Creativity declared as creation without expressive intent 
is opposed to human expression and/or expression of 
something.

*OHW[LY�����+LHK�LUKZ�HUK�\YIHU� PUZPNUPHZ!�^YP[PUN�NYHɉ[P�
HUK�Z[YLL[�HY[��OP�Z[VYPLZ�HSVUN�[OL�<5�I\ɈLY�aVUL�PU�5PJVZPH��
2010 - 2014 -  by Panos Leventis, using a map develops a 
UHYYH[P]L�[L_[�HIV\[�[OL�<5�I\ɈLY�aVUL��[OH[�ZWSP[Z�*`WY\Z��
Nicosia and its old city center in two. Street Art is discussed 
HZ� H� JYP[PX\L�� H� YLÅLJ[PVU�� HUK� PZ� PUKPZZVJPHISL� MYVT� [OL�
current and future urban process. 

Chapter 9 - The December 2008 uprising’s stencil images 
in Athens: writing or inventing traces of the future? - by 
Stavros Stavrides deals with traces of 2008 revolt in Athens. 
/H]PUN���LKP[VYZ�MYVT�.YLLJL�HUK�([OLUZ��[OPZ�JOHW[LY�ÄUHSS`�
consummates the capital Greek city as case study. A very 
^LSS�YLMLYLUJLK�JOHW[LY�HUK�YLÅLJ[PVU�\WVU�+LJLTILY������
stencils that were generated in the turning point of the crisis 
aftermath street struggle. Exploring image value and tension 
between stencil art and “stencil act”.

Chapter 10 - Respective repertoires: how writing about 
*HPYLUL�NYHɉ[P�HZ�[\YULK�PU[V�H�ZLYPHS�TVUV[VU`���I`�4VUH�
Abaza, addresses the Cairo revolution and post revolution. 
(U�VIZLY]H[PVU�VU�[OL�LɈLJ[�VM�[OL�ZV�JHSSLK�¸HYHIPJ�ZWYPUN¹�
VU� [OL�*HPYLUL� NYHɉ[P�� HUK� OV^� [OPZ� [YHUZMVYTLK� [OL� ]LY`�
nature of its perception and practice.
 
Part 3 - Representing, How, why and with what impact G&SA 
are represented in media, by fans, promoters, journalists and 
politicians.

Chapter 11 - São Paulo pixação and street art: representations 
of or responses to Brazilian modernism? -  by Alexander 
Lamazares

São Paulo - cultural cannibalism, national ID and modernism. 
Examines well the relation of Brazilian ID and modernism, in 
J\S[\YL�PU�NLULYHS�HUK�HSZV�ZWLJPÄJHSS`�HIV\[�[OL�HYJOP[LJ[\YHS�
characteristics, the good and the bad. Overviews pixação 
and focus on why it is a dystopian reply to modernism.

Chapter 12 - Defensive aesthetics: creative resistance to 
urban policies in Ottawa - by Deborah Landry, eradication of 
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NYHɉ[P�HUK�Z[YLL[�HY[�MYVT�6[[H^H��;HSL�VM�[OL���L_PZ[LU[�SLNHS�
^HSSZ�PU�6[[H^H��KL]LSVWTLU[�PU�[PTL��MYVT�[OL�ÄYZ[�[PTLZ��[V�
zero tolerance and to mural calls and commissions, creating 
H�IPNNLY�NHW�IL[^LLU�NYHɉ[P�^YP[PUN�HUK�V[OLY�L_WYLZZPVUZ�
such as murals.

Chapter 13 - #Instafame: aesthetics, audiences, data - 
Lachlan Macdowall, having presented this topic at the 
SAUC conference 2016, here deals with industrial decay 
to post industrial context, using references and  questions 
such as “where is the street in street art?”, analyses local 
to global, Europe situationism vs Saskia Sassen “global 
street” considering this last one as more helpful. Also using 
the geopolitical aesthetic of Fredric Jameson (Sharrett 1993) 
problematic of local perception of a global movement.

*OHW[LY������9LWYLZLU[H[PVUZ�VM�NYHɉ[P�HUK�[OL�JP[`� PU� [OL�
novel El franco atirador paciente: readings of the emergent 
urban body in Madrid -  by Stephen Luis Vilaseca, Madrid. 
Humanities driven approach to urban environments, 
combining textual criticism with a social analysis of how 
we engage with the city. To contribute to the discussion of 
OV^�^L�JHU�[OPUR�HUK�WYHJ[PJL�\YIHUPZT�PU�KPɈLYLU[�^H`Z��
[OPZ�JOHW[LY�JVTWHYLZ� [OL�HJ[PVUZ�VM�ZUPWLY� �ÄJ[PVUHS�THPU�
JOHYHJ[LY�VM�[OL�UV]LS�ILZ[�ZLSSLY��^P[O�[OL�UVU�ÄJ[PVUHS�SPML�
of street artists.

Chapter 15 - Long live the tag: representing the foundations 
VM� NYHɉ[P� �� I`� .YLNVY`� :U`KLY�� L_HTPULZ� JVU[YHKPJ[PVUZ�
VM� NYHɉ[P� JOHSSLUNPUN� [OL� JVUJLW[\HS� K\HSPZTZ� VM� SLNHS�
vs illegal, art vs vandalism, focusing on “one of the most 
LUK\YPUN� HUK� SLZZ� \UKLYZ[VVK� HZWLJ[Z� VM� NYHɉ[P� ^YP[PUN��
UHTLS`� [OL� ;HN¹�� :[HY[PUN� MYVT�WLYZVUHS� YLHKPUN� VM� NYHɉ[P�
tags and concluding with a discussion of Twist and Amaze 
(Barry McGee and John Lazcand respectively).  

���*VUJS\ZPVU
From the 15 authors, there is a more than 2/3 dominance 
of Anglo Saxonic “world” authors (and 11 native english 
ZWLHRLYZ��� (SZV�� ZJPLU[PÄJ� IHJRNYV\UKZ� :6*0636.@��
URBAN STUDIES/ VISUAL STUDIES appear (from the 
publishing perspective) as the areas where this book would 
Ä[� I`� VYKLY� VM� YLSL]HUJL�� ;OL� Httempts of producing an 
international book, and to break down disciplinary barriers 
HYL� HWWHYLU[�� I\[� [OL� KPɉJ\S[PLZ� YLNHYKPUN� SHUN\HNL� HUK�
overcoming the social sciences/ sociology as the main 

source of knowledge are visible too.
 
The knowledge production around G&SA  is described as 
“waves.” Although this opens an interesting discussion 
HUK� VɈLYZ� H� Z[Y\J[\YL� MVY� [OL� IL[[LY� \UKLYZ[HUKPUN� VM� [OL�
development of (academic) knowledge about G&SA, it is an 
exercise that has risks. I personally see knowledge production 
in G&SA as something more cumulative and distributed, 
without “peaks” that pull the rest of the authors behind. This 
is an empirical perception, but here is not the place and 
moment for this exercise, maybe in another opportunity.  
In the remainder of this review,  I will make some remarks 
HIV\[�ZWLJPÄJ�JOHW[LYZ�MYVT�]HYPV\Z�WLYZWLJ[P]LZ��0U�YLNHYK�
to Chapter 7 - Expressive measures: an ecology of the 
public domain - by Andrea Brighenti, and from the Urban 
Creativity organisation perspective, I guess a discussion 
could be developed here regarding the “creativity” and in 
particular Urban Creativity expression that is criticised as 
]LOPJSL� MVY� [OL� [YLUK�VM�Z[YLL[�HY[�HUK�NYHɉ[P�HZ�JVU]L`VYZ�
for economic growth. Declares a distinction between 
the meaning of the words:expression and creativity.  

It is understandable to want to escape arguments 
made by Richard Florida, especially those that concern 
JYLH[P]L� PUK\Z[YPLZ� HUK� HZZVJPH[LK� NLU[YPÄJH[PVU� SVNPJ�� I\[�
“expression” as a substitute word pushes even further G&SA 
into the art market, high art logic and more far away from the 
infrastructural and functional driven approach of urbanism, 
inclusive of the pervasive low culture that city production is 
made of.

In any case it is a good moment for assuming that Urban 
*YLH[P]P[`� �<*�� SLHKPUN� [V� NLU[YPÄJH[PVU� PZ� ZVTL[OPUN� [OH[�
needs to be shifted from inside, and that is one of the reasons 
for the adoption of UC as expression for a research based 
network. The origin of UC comes also from the developing 
WYVJLZZ�MVY�NYHɉ[P�L_WYLZZPVU�YLUL^HS��Z[HY[PUN�MYVT�NYHɉ[P�
Z[YVUNS`� JVUUV[LK� HUK� KLÄULK� PU� P[Z� LZZLUJL� �THUS`� 5@�
70s interpretation and not so much the Pompei 19 century 
meaning) to street art and urban art. Creativity comes from 
the removal of art word, in a democratization path as in 
“everyone is creative” and “not everyone is an artist” (at 
least in high art frame of work) although everyone can be 
an artist. Urban expressionism or even only expressionism 
would have totally distinct connotations, mainly connected 
to the early 20th century German funded art movement.



Chapter 15 - Long live the tag: representing the foundations of 
NYHɉ[P���I`�.YLNVY`�:U`KLY��PZ�H�NVVK�L_HTWSL�MVY�KPZJ\ZZPUN�
the duty of research to be neutral. Personally, I fully agree 
with the article, good writing and relevant statements. But, 
declarations such as “When tag’s are done skilfully they can 
be as beautiful as any mural” is a fact that is well known 
to the members of the subculture, and most who study it, 
but arguable, for instance the beauty concept is something 
unstable, thus although recognizing and agreeing personally 
with the approach, it lacks neutrality. I
 
In any case, don’t take me wrong in mentioning these 
ZWLJPÄJ� JOHW[LYZ�� ;OPZ� Iook arose as an idea from the 
conference Disrespectful Creativity, hosted by the Onassis 
Cultural Center in June 2014, and it is a good reference and 
certainly worth reading.
 
;OL�IVVR�OHZ�^LSS�KLÄULK�ZLJ[PVUZ��JVUJLW[\HSS`�ZWLHRPUN��
In terms of content, it is also quite rich and makes for 
comfortable reading. As Peter Bengtsen puts it in his short 
review paragraph, this volume constitutes (one more) 
important step towards establishing street art studies as a 
multifaceted academic discipline in its own right.
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���0U[YVK\J[PVU!�*VU[LZ[LK�TLHUPUN
.YHɉ[P�PZ�H�WOLUVTLUVU�VM�JVU[LZ[LK�TLHUPUN��:VTL�YLNHYK�
NYHɉ[P� HZ� H� JVZ[S`� ZVJPHS� WYVISLT�^OPSL� V[OLYZ� HWWYLJPH[L�
it as a vital art form. While the debate on how to control 
NYHɉ[P�PU�W\ISPJ�ZWHJL�WYVJLLKZ��NYHɉ[P�PZ�HI\UKHU[S`�\ZLK�
PU�THYRL[PUN�[V�NLULYH[L�WYVÄ[��>HJSH^LR������"�3VTIHYK��
�������.YHɉ[P�HY[PZ[Z�HYL�YLN\SHYS`�OPYLK�[V�[YHUZMVYT�WYVK\J[Z�
and commercial spaces into interesting and exciting objects 
HUK�TPSPL\Z��([�[OL�ZHTL�[PTL�¶�IL`VUK�YLZ[H\YHU[Z��VɉJLZ��
THSSZ� HUK� OV[LSZ� KLJVYH[LK� ^P[O� NYHɉ[P� ¶� T\UPJPWHSP[PLZ�
spend considerable sums each year to eradicate what is 
perceived as vandalism. 

Building on an ethnographic study, utilizing participant 
VIZLY]H[PVUZ�HUK� PU[LY]PL^Z�^P[O�NYHɉ[P�HY[PZ[Z� PU�:^LKLU��
0� L_HTPUL� OV^� NYHɉ[P� HY[PZ[� UH]PNH[L� IL[^LLU� [OL� ZVJPHS�
worlds of subculture and commerce. 

0U� WYL]PV\Z� YLZLHYJO�� [OL� KPZJ\ZZPVU� VM� NYHɉ[P»Z� WVZP[PVU�
between the poles of art and crime is a central theme 
(Ferrell, 1996; Kramer, 2010; Kimvall, 2014; Macdonald, 
2001; Snyder, 2009; Young, 2012). By framing this article on 
THYRL[PUN�0�HKKYLZZ�HU�\UKLYZ[\KPLK�WYHJ[PJL��^OLYL�NYHɉ[P�
is used to create value instead of being treated as costly 

]HUKHSPZT�� *VTTPZZPVULK� NYHɉ[P� KVUL� MVY� JVTTLYJPHS�
companies has often been perceived as something that 
“sell out” the subculture to the mainstream and make the 
NYHɉ[P� ^YP[LYZ� SVZL� JVU[YVS� V]LY� [OLPY� J\S[\YL� �4HJKVUHSK��
2001; Ferrell, 1996). Painting illegally would thus be a way to 
maintain ownership over the subculture. This article instead 
ÄUKZ� [OH[� NYHɉ[P� ^YP[LYZ� HYL� WYHNTH[PJ� ^OLU� P[� JVTLZ� [V�
^VYRPUN�^P[O�JVTTLYJPHS�JVTWHUPLZ��;OL�UHYYH[P]L�VM�NYHɉ[P�
HZ�ZVTL[OPUN�LZZLU[PHSS`�PSSLNHS�PZ�JY\JPHS�̂ OLU�\[PSPaPUN�NYHɉ[P�
^P[OPU�THYRL[PUN��7HYHKV_PJHSS`� P[� PZ� [OL� PKLH� [OH[�NYHɉ[P� PZ�
destructive that makes it productive.  

;OPZ�HY[PJSL�KPZJ\ZZ�OV^�WYVMLZZPVUHS�NYHɉ[P�HY[PZ[Z�JVUZ[Y\J[��
preserve and utilize tensions between subculture and 
mainstream rather than resolving them. The question this 
HY[PJSL� PU]LZ[PNH[LZ� PZ!�/V^� PZ� [OL�UHYYH[P]L�VM� PSSLNHS�NYHɉ[P�
\ZLK�[V�THUHNL�H\[OLU[PJP[`�HUK�PKLU[P[`�^OLU�NYHɉ[P�HY[PZ[Z�
sell their art and competence within marketing?

-PYZ[� 0�^PSS�JVUZPKLY� [OH[� [OL� SP[LYH[\YL�VU�NYHɉ[P�OHZ�ILN\U�
to question what Young (2012) calls the dichotomy between 
HY[�HUK�JYPTL��;OLU�0�^PSS�IYPLÅ`�KLZJYPIL�OV^�0�W\YZ\LK�[OL�
Z[\K �̀� 0U� [OL�HUHS`ZPZ�� 0�^PSS�ZOV^�OV^�[OL� PKLH� [OH[�NYHɉ[P�
is essentially illegal is used to constructs symbolic capital 

���
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that is traded into the general economy. In the concluding 
remarks, I will discuss the relevance of this article for 
integration of subcultures into the economy, and suggest 
more research on career opportunities produced by behavior 
labeled deviant.

���3P[LYH[\YL�YL]PL^!�;OL�[HIVV�VM�ILPUN�JVTTLYJPHS��
;OL� TLHUPUN�� \ZL�� HUK� ]HS\L� VM� NYHɉ[P�� OHZ� HS^H`Z� ILLU�
\UKLY�JVU[LZ[��2PT]HSS���������>OPSL�NYHɉ[P�VM[LU�PZ�WLYJLP]LK�
of as essentially illegal it is simultaneously demanded within 
marketing. Bourdieu & Delsaut (1993) distinguish between 
two ways to raise demand for a product: technical and 
symbolic. The label, or signature, of a designer or artist 
will almost magically transform the status of an item by 
communicating symbolic value from the originator to the 
item. This “marking” of the product make it scarce and 
desirable, as well as “holy” and “legitimate” (Bourdieu & 
Delsaut, 1993: 120).� 

According to Bourdieu (1984: 93-94) there prevails an 
illusion that taste is something natural and direct. Instead he 
points out that taste is socially structured, and structuring. 
According to a social constructionism perspective value 
is the result of a negotiation of symbolic meaning. The 
TLHUPUN�HUK�]HS\L�VM�NYHɉ[P��PZ�UV[�ZVTL[OPUN�NYHɉ[PPZ[Z��VY�
marketers, decide by themselves. Becker (1963) discusses 
how people in artistic service occupations such as musicians 
identify themselves as superior to the “squares” they serve. 
Individuals who share interests may develop common 
practices distinct from others that make them constitute 
a separate culture. Contemporary society can thus be 
conceptualized as consisting of several subcultures. Becker 
(1963) is known for the labeling theory according to which 
those who are perceived as “deviant” are labeled so by the 
dominant group. But in Becker’s analysis of jazz musicians 
we can also read about how the “outsiders” construct the 
“squares” in the mainstream as dull and boring. Hence, the 
construction of subculture and mainstream is a dialectical 
process. None of these concepts are stable, instead they are 
being socially constructed through constant boundary work 
(Hannerz, 2015). 

 
���;OL�]VJHI\SHY`�VM�)V\YKPL\��+LSZH\[�PTWS`�HɉUP[`�^P[O�>HS[LY�
Benjamin’s ([1936] 2012) concept of aura which I will not be able 
to develop here. Noteworthy is that Benjamin follow Marx in that 
human perception is a historical, and thus social construct.

Building on Becker (1963), Lachmann (1988) argues that 
[OL�TLHUPUN�VM�NYHɉ[P�HZ�^LSS�HZ�^OH[�PZ�WLYJLP]LK�HZ�JYPTL�
is dependent on labeling by others than the practitioners. 
This perspective does not acknowledge the agency with 
which subculture members do boundary work (Hannerz, 
2015). According to Lachmann much of the previous work 
VU� NYHɉ[P� OHZ� PNUVYLK� [OL� KPɈLYLUJLZ� ^P[OPU� NYHɉ[P� HUK�
OHZ� JOHTWPVULK� HSS� NYHɉ[PPZ[Z� HZ� LP[OLY� HY[PZ[Z� VY� ]HUKHSZ��
Lachmann (1988: 229-230) states: “writers are involved 
simultaneously in an art world and a deviant subculture. In 
my study, I have investigated how writers simultaneously are 
involved in the marketing industry and in a subculture; many 
of my informants are involved in an art world as well. 
Halsey and Young (2002) question the possibility to even 
[YLH[� NYHɉ[P� HZ� H� \UPÄLK� J\S[\YL�� ;OL`� KLWPJ[� [OL� NLULYHS�
KPZJV\YZL� VU� NYHɉ[P� HZ� JOHYHJ[LYPaLK� I`� \UJOHSSLUNLK�
HZZ\TW[PVUZ� HIV\[� HNL�� NLUKLY�� ZVJPHS� Z[YH[PÄJH[PVU� HUK�
crime.� In this article I will challenge the assumption that 
SLNHS�HUK�PSSLNHS�WYHJ[PJLZ�VM�NYHɉ[P�HYL�PU�JVUÅPJ[�^P[O�LHJO�
V[OLY�� 0�^PSS� LZWLJPHSS`� HKKYLZZ� OV^�NYHɉ[P�^YP[LYZ�^OV�KV�
illegal as well as commercial work manage the boundaries 
between these practices.

2PT]HSS� ������� PU]LZ[PNH[LZ� OV^� KPɈLYLU[� JVU[L_[Z� JHU�
THRL�[OL�ZHTL�NYHɉ[P� PTHNLZ�IL�\UKLYZ[VVK�HZ�LP[OLY�HY[�
or vandalism. Kimvall (2014: 156) points out that his study 
KVLZ� UV[� PUJS\KL� NYHɉ[P� PU� HK]LY[PZPUN�� H� RPUK� VM� TH[LYPHS�
that “very well may contain other statements and relations”. 
My focus on marketing is to be understood in a broad 
sense, as practices with the purpose to valorize a product, 
brand, company or city. In many cases this is not done with 
traditional marketing such as advertisement and posters. 
It is more common to utilize commissioned walls and art 
shows in cooperation with sponsors. This article study the 
JV�VWLYH[PVU� IL[^LLU� NYHɉ[P� HY[PZ[Z� HUK� JVTWHUPLZ� MYVT�
[OL�WLYZWLJ[P]L�VM�NYHɉ[P�HY[PZ[Z�� 0�KV�UV[� PU]LZ[PNH[L�^OLU�
JVTTLYJPHS�JVTWHUPLZ�\ZL�NYHɉ[P� PTHNLZ�^P[OV\[�JVUZLU[�

 
2. Since my space is limited I will not develop the most relevant 
[OLTL� VM� NLUKLY�� (Z� 4HJKVUHSK� ������� OHZ� ZOV^LK� .YHɉ[P� PZ�
conjoint with qualities that connote masculinity. I suggest that the 
MYLX\LU[�\ZL�VM�NYHɉ[P�PU�THYRL[PUN�VM�JHYZ�ZOV\SK�IL�\UKLYZ[VVK�HZ�
JVUULJ[PUN�ZOHYLK�Z`TIVSPZT�VM�JHYZ�HUK�NYHɉ[P�� P�L��THZJ\SPUP[ �̀�
MYLLKVT�HUK�]LSVJP[ �̀�[OPZ�^V\SK�HSZV�Ä[�[V�[OL�JVUULJ[PVU�[V�JYPTL�
analysed here.



from the artist. Guerilla marketing in also beyond what I will 
address here.

(JJVYKPUN� [V� >YPNO[� HUK� 3HYZLU� �����!��������� ¸NYHɉ[P�
have received little attention from marketing researchers”. 
>P[OPU� ZVJPVSVN �̀� [OL�THQVY� Z[\KPLZ� VU� NYHɉ[P� [V\JO� \WVU�
marketing, but none of them have it as their main focus 
(Ferrell, 1996; Macdonald, 2001; Snyder, 2009). According 
to Macdonald (2001: 151) subcultures are perceived as the 
sources of future trends within marketing. But she, as well 
HZ�V[OLY�ZJOVSHYZ�KLZJYPILZ�[OL�\ZL�VM�NYHɉ[P�V\[ZPKL�VM�P[Z�
perceived authentic setting as a “sell out” (Lachmann, 1988; 
Macdonald, 2001). According to this perspective, writers 
risk losing control over their culture, which would result in 
it being “tame[d]” (Macdonald, 2001:176). According to this 
interpretation subcultures are distinct from, and consequently 
JVTWYVTPZLK��^OLU�JVTTVKPÄLK�HUK�HWWYVWYPH[LK�I`�[OL�
“mainstream” (Lachmann, 1988; 246; Macdonald, 2001: 
174). 

Halsey and Young (2002: 170) state that the image of 
NYHɉ[PPZ[Z�HZ� [LLUHNL�IV`Z� PZ�WLYZPZ[LU[�I\[�UV[�HKLX\H[L��
According to Kramer (2010) previous scholars have neglected 
to distinguish between writers who paint with and without 
WLYTPZZPVU�� 4HJKVUHSK� ������� ÄUKZ� [OH[� \WVU� ILJVTPUN�
adults writers discard illegal activity and enter a more mature 
masculine identity of responsibility and rationality. Lombard 
�����!�����VU�[OL�V[OLY�OHUK�ÄUKZ�[OH[�NYHɉ[P�^YP[LYZ�VM[LU�
will “compromise in one area to obtain rewards in another”. 
This is quite in line with how Becker (1963) describes Jazz 
musicians who adopt to the demands of the audience. They 
are pragmatic and compromise to be able to put food on the 
[HISL��3VTIHYK��������KVLZ�UV[�ÄUK�[OH[�[OPZ�PZ�H�IPN�JVUJLYU�
MVY� NYHɉ[P� HY[PZ[Z�� 0[� PZ� H� NP]L� HUK� [HRL� IL[^LLU� HY[PZ[� HUK�
companies that is accepted. The idea that commercial work 
would be exploitative and degenerative for the subculture is 
dismissed (Lombard, 2013).

Waclawek (2008) as well as Lombard (2013) do investigate 
THYRL[PUN� ^P[O� NYHɉ[P� HUK� ÄUK� [OH[� [OL� JYPTPUHS� Z[H[\Z� VM�
NYHɉ[P�WLYZPZ[Z�L]LU�PM�PUJYLHZPUNS`�\ZLK�^P[OPU�SLNP[�JVU[L_[Z�
such as advertising. Lombard (2013) states that similar to 
the art market in general, the taboo of commercial work 
OHZ�MHKLK��>HJSH^LR��������ÄUKZ�[OH[�[OLYL�PZ�Z[PSS�H�KLIH[L�
^P[OPU� [OL� NYHɉ[P� J\S[\YL� ^OL[OLY� JVTTPZZPVULK� NYHɉ[P�
JVTWYVTPZL�H\[OLU[PJP[ �̀�;OPZ�HY[PJSL�PU]LZ[PNH[LZ�OV^�NYHɉ[P�

artists manage these tensions. 

���4L[OVKVSVN`�
¶�HUHS`aPUN�[OL�Z`TIVSPJ�TLHUPUN�VM�NYHɉ[P
The study behind this article includes participant 
VIZLY]H[PVUZ� PU����ZL[[PUNZ� PU�:^LKLU�^OLYL�NYHɉ[P�HY[PZ[Z�
exhibited or executed their art. The majority of these 
settings where arranged in cooperation with commercial 
companies. The observations took place at parties and 
events, in restaurants, bars, hotels, galleries and the 
streets of three cities. In addition to informal interviews held 
K\YPUN� VIZLY]H[PVUZ�� MVYTHS� PU[LY]PL^Z� ^P[O� NYHɉ[P� HY[PZ[�
who sell their art for purposes of marketing resulted in 13 
hours of recorded conversation. The latter were performed 
as in-depth interviews with open-ended questions in 
JVU]LYZH[PVUZ� HYV\UK� [OL� [VWPJ� VM� NYHɉ[P� HUK� THYRL[PUN�
(Johnson, 2001). There are plenty of examples of marketing 
PU�WYPU[�HUK�ÄST�^OLYL�NYHɉ[P�PZ�\[PSPaLK�[OH[�HYL�^LSS�^VY[O�
examining. However, the observations in this study primarily 
MVJ\ZLZ�VU� L]LU[Z�^OLYL�NYHɉ[P� VU� JHU]HZ� PZ� L_OPIP[LK� PU�
commercial spaces in cooperation with sponsors. This 
LUHISLK�TL�[V�Z[\K`�[OL� PU[LYHJ[PVU�IL[^LLU�NYHɉ[P�HY[PZ[Z�
and their customers in marketing, as well as interaction with 
[OL�ZOHYLK�H\KPLUJL�VM�NYHɉ[P�HY[�HUK�THYRL[PUN�
+\YPUN�[OL�Z[\K`�0�HUHS`aLK�[OL�Z`TIVSPJ�TLHUPUN�VM�NYHɉ[P�
from four perspectives: who� PZ� [OL� NYHɉ[P� ^YP[LY� VY� HY[PZ[��
where, how, and what� KVLZ� [OL�NYHɉ[P�^YP[LY� WHPU[�� 0U�T`�
data these categories are crucial for the social construction 
VM�NYHɉ[P��;OL`�JHU�HSZV�IL�SHILSLK!�agent, space, execution, 
and result. These dimensions are themselves symbolic 
JVUZ[Y\J[PVUZ� [OH[� PUÅ\LUJL� LHJO� V[OLY�� -VY� L_HTWSL�� H�
physical space�̂ OLYL�NYHɉ[P�PZ�executed will be interpreted in 
juridical terms according to which agents have the authority 
to apply colors to its surfaces. Further, whether the result (i.e. 
[OL�^H`�JVSVYZ�HYL�JVTIPULK��^PSS�IL�WLYJLP]LK�HZ�NYHɉ[P�VY�
not depends on a combination of all the other categories. The 
way these dimensions are interpreted determines whether 
the executed result is perceived as street art, marketing, 
NYHɉ[P�� L[J�� -VSSV^PUN� )V\YKPL\� �� ����� HNLU[Z� ^PSS� THRL�
KPɈLYLU[� KPZ[PUJ[PVUZ�VM� HSS� [OLZL�KPTLUZPVUZ�� HUK� [`WPJHSS`�
struggle over them. This will produce value in the form of  
symbolic capital that can be converted into economic capital 
(Bourdieu, 1984). Since these categories are not stable I do 
UV[�KLWHY[�PU�H�WYL�MVYT\SH[LK�KLÄUP[PVU�VM�NYHɉ[P��0UZ[LHK�0�
Z[\K`�OV^�NYHɉ[P� PZ�ZVJPHSS`�JVUZ[Y\J[LK�[OYV\NO�IV\UKHY`�
work (Hannerz, 2015).
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The study was performed in Sweden according to the code of 
conduct in social sciences as formulated by Vetenskapsrådet 
(2014) where the requirements for individual protection are 
the point of departure. Hereby The Code of Ethics of the 
World Medical Association (Declaration of Helsinki) for 
experiments involving human subjects (2013) has also been 
met. 
0U�T`�HUHS`ZPZ�0�^PSS�ÄYZ[�HKKYLZZ�[OL�execution�VM�NYHɉ[P�MVY�
marketing purposes and what symbolic meaning the resulting 
NYHɉ[P�OHZ�PU�THYRL[PUN�spaces. Then I will investigate who 
[OL�NYHɉ[P�HY[PZ[� PZ�HJJVYKPUN�[V�[OL�UHYYH[P]L�[OH[�HYL�\ZLK�
[V� JVUZ[Y\J[� IV\UKHYPLZ� IL[^LLU� NYHɉ[P� HUK� WYHJ[PJLZ�
WLYJLP]LK� VM� HZ� KPZ[PUJ[� MYVT� NYHɉ[P�� Z\JO� HZ� THYRL[PUN��
The third part of the analysis will further discuss how 
[YHUZNYLZZPUN�JVUZ[Y\J[LK�IV\UKHYPLZ�IL[^LLU�NYHɉ[P� HUK�
marketing facilitates the construction of symbolic capital.

���;OL�WYHJ[PJL�VM�THYRL[PUN�^P[O�NYHɉ[P
�����,_LJ\[PUN�Z`TIVSPJ�JYPTL
.YHɉ[P� HY[PZ[Z�VɈLY�IV[O�TH[LYPHS� RUV^SLKNL�HUK�Z`TIVSPJ�
]HS\L� [V� WYHJ[PJLZ� VM�THYRL[PUN�� ;OPZ� YLÅLJ[Z� H� KPZ[PUJ[PVU�
between technical and symbolic items (Bourdieu & Delsaut, 
�  ����>OLU�H�NYHɉ[PPZ[� PZ�OPYLK�[V�[YHUZMVYT�[OL�MHsHKL�VM�
a building or the lobby of a hotel, the technical execution 
consists of the know-how and of rapidly transforming the 
appearance of a large surface. Among my informants, speed 
and ability to work on a large format are emphasized as 
X\HSP[PLZ�JOHYHJ[LYPZ[PJ�MVY�NYHɉ[P�HY[PZ[Z��/V^L]LY��T`�KH[H�
shows that the symbolic qualities are even more important 
than the technical skills. The meaning of the resulting�NYHɉ[P�
WPLJL� PZ� PU[LY[^PULK�^P[O� [OL�Z`TIVSPJ� PTHNL�VM� [OL�NYHɉ[P�
HY[PZ[��;OPZ�PZ�OV^�H�NYHɉ[P�HY[PZ[Z�PU�T`�Z[\K`�YLÅLJ[Z�V]LY�
]HSVYPaH[PVU�VM�NYHɉ[P!�

If someone that doesn’t know who Nug is has 
bought a canvas for loads of cash and are told from 
H�NYHɉ[P�^YP[LY�[OH[�5\N�PZ�KVWL��`V\�RUV^�ILJH\ZL�
he has painted so many trains (…), that only boosts 
the piece of art for them. (---) It is his reputation, 
much more than the visual that sells.

;OPZ� JHU� HSZV� L_WSHPU� [OL� JVTTVU� WYHJ[PJL� VM� NYHɉ[P�
artists being asked to execute their art in front of a public, 
then the performance as well as the artist themselves are 
JVTTVKPÄLK��;OPZ�PZ�HSZV�[OL�JHZL�H[�HY[�ZOV^Z�̂ OLU�]PZP[VYZ�
JHU� TLL[� [OL� NYHɉ[PPZ[Z�� ([� H� WHY[`� 0� ]PZP[� [OL� N\LZ[Z� HYL�
presented with the possibility of acquiring “raw” paintings 

LTIVKPLK�^P[O�NYHɉ[P��:WVUZVYZ�ZPT\S[HULV\ZS`�PUM\ZL�[OLPY�
brands and products with the symbolic capital brought to 
[OL�L]LU[�I`�[OL�NYHɉ[P�HY[PZ[Z��4`�ÄLSK�UV[LZ�YLHK!

;̂ V� JHYZ� JV]LYLK� ^P[O� NYHɉ[P� HUK� JVYWVYH[L�
logos are parked on the street outside the venue. 
Inside some thirty dressed up visitors mingle with 
NYHɉ[P� HY[PZ[Z� PU� WYLTPZLZ� [LTWVYHYPS`� KLJVYH[LK�
with canvases executed by the same artists. One 
WHY[PJPWH[PUN� HY[PZ[� ZH`Z� [V� TL� [OH[� YLHS� NYHɉ[P� PZ�
done illegally. According to this artist the paintings 
L_OPIP[LK� HYL� UV[� NYHɉ[P�� I\[!� ¸[LSS� [OL� Z[VY`� VM�
NYHɉ[P¹�� (� WYLZLU[� WOV[VNYHWOLY� PZ� ^VYRPUN� VU�
H�KVJ\TLU[HY`� ÄST�VU� [OPZ�NYHɉ[P� HY[PZ[�� 0� HZR� [OL�
ÄSTTHRLY� PM� P[�^PSS� IL� WYVISLTH[PJ� MVY� [OL� HY[PZ[� [V�
appear in a documentary at one time painting a train 
in balaclava and in the next scene appearing without 
KPZN\PZL�H[�HU�HY[�ZOV �̂�;OL�ÄSTTHRLY�Z[H[LZ�[OH[�P[�
is up to the artist to decide, and that he thinks that 
[OL�PSSLNHS�HZWLJ[�^PSS�ILULÄ[�[OL�HY[PZ[»Z�JHYLLY��

(JJVYKPUN� [V� [OLZL� HYN\TLU[Z� YLHS� NYHɉ[P� PZ� PSSLNHS�� ;O\Z��
executing images with spray paint in a space where it is 
UV[� HSSV^LK� PZ� NYHɉ[P� WYVWLY�� )\[� H[� HUV[OLY� L_OPIP[PVU�� 0�
TLL[�H�NYHɉ[P�^YP[LY�^OV� QV`M\SS`�JVUJS\KLK� [OH[� [OLYL�HYL�
NYHɉ[P� L]LU[Z� PU�:[VJROVST�L]LY`�^LLR�UV �̂� 0� ÄUK� [OH[� PU�
contrast to the previous statement this writer also considers 
JHU]HZLZ�[V�IL�WHY[�VM�NYHɉ[P�J\S[\YL��;OPZ�HYN\TLU[�PTWSPLZ�
that it is enough if the resulting aesthetics and the agents 
ILSVUN�[V�[OL�ÄLSK�VM�NYHɉ[P�[V�Q\Z[PM`�[OL�SHILS�¸NYHɉ[P¹��-YVT�
[OPZ�� 0� HIZ[YHJ[� [^V� KPɈLYLU[� \ZLZ� VM� [OL� SHILS� NYHɉ[P!� [OL�
ÄYZ[� PZ�UHYYV^�HUK�IHZLK�VU�L_LJ\[PVU"� [OL�V[OLY� PZ�IYVHK�
and based on reference. In the canvases that “tell the story 
VM�NYHɉ[P¹��P�L��YLMLYZ�[V�PSSLNHS�NYHɉ[P���^L�VM[LU�ZLL�SL[[LYZ��
subway cars and characters inspired by cartoons. Sprayed 
and dripping paint are crucial parts of this aesthetic. The 
ZWYH`� JHU� TH[LYPHSPaLZ� NYHɉ[P»Z� Z`TIVSPZT� HZ� ZVTL[OPUN�
PSSLNHS��^OPJO�[OPZ�X\V[L�I`�H�NYHɉ[P�HY[PZ[�L_LTWSPÄLZ!

Yes, very strong symbolic value. It is such a classic 
thing, that if you are in the city and produce a spray 
can, people call the cops. If you instead put up 
posters that might include a tag, no one cares.

To paraphrase Bourdieu’s (1986) observation that cultural 
capital of society’s upper strata is embodied in cultural items 
Z\JO�HZ�IVVRZ�¶�ZWYH`�WHPU[� PZ� PUZ[LHK�VIQLJ[PÄLK�criminal 
capital. The perception of an authentic space� MVY� NYHɉ[P�



QVPULK�^P[O�[OL�PKLH�[OH[�YLHS�NYHɉ[P� PZ�executed with spray 
paint (or marker) are treads in the narrative of what NYHɉ[P�PZ��
During interviews, respondent validation was a natural and 
integrated part of my study. I presented my interpretation 
of statements, inviting informants to comment. An example 
VM�\[PSPaPUN�[OPZ�WYHJ[PJL�PZ�^OLU�HU�HK\S[�NYHɉ[P�HY[PZ[�HUK�0�
KPZJ\ZZLK�[OL�WLYJLW[PVU�[OH[�NYHɉ[P�PZ�ZVTL[OPUN�Q\]LUPSL!

Interviewer: Since you were touching on that the 
ZWYH`�JHU�PZ�Z`TIVSPJHSS`�PUM\ZLK�HUK�[OH[�NYHɉ[P�PZ�
perceived as something youthful, I wonder if this is 
connected to something you said that I interpreted 
as that people still paint illegally maintains the image 
VM�NYHɉ[P�HZ�ZVTL[OPUN�Q\]LUPSL�
Informant: Well, it is probably so, then I guess that is 
H�ILULÄ[��0�ILSPL]L�ZV�

This is one example of how I was able to validate analysis 
during interviews. The symbolism of art done with spray paint 
is infused with the symbolism of youth and crime. The use 
VM�NYHɉ[P�PU�THYRL[PUN�I\PSKZ�VU�[OPZ�Z`TIVSPZT��)V[O�NYHɉ[P�
^YP[LYZ� HUK� JVTTLYJPHS� JVTWHUPLZ� ILULÄ[� MYVT� [OL� PKLH�
[OH[�NYHɉ[P�PZ�PSSLNHS�L]LU�PU�[OL�JHZLZ�^OLU�NYHɉ[P�PZ�KVUL�
on commission and with permission. Consequently, neither 
part is particularly interested in challenging the idea that 
NYHɉ[P�PZ�PU�LZZLUJL�PSSLNHS��;OL�JVTTPZZPVULK�NYHɉ[P�^VYR�
PZ�HSSV^LK�[V�IL�NYHɉ[P�HUK�H[�[OL�ZHTL�[PTL�P[Z�H\[OLU[PJP[`�
PZ�X\LZ[PVULK��)\[�HZ�^L�^PSS�ZLL�P[�PZ�PTWVY[HU[�MVY�[OL�NYHɉ[P�
HY[PZ[Z�[OH[�[OLPY�PKLU[P[`�HZ�H\[OLU[PJ�NYHɉ[P�^YP[LYZ�PZ�PU[HJ[�

�����0[LYH[PUN�[OL�UHYYH[P]L�VM�[OL�V\[ZPKLY
;OL�KVTPUH[PUN�UHYYH[P]L�VM�NYHɉ[P�HZ�ZVTL[OPUN�LZZLU[PHSS`�
PSSLNHS�THRLZ� P[�WVZZPISL� [V�� `LHY�HM[LY� `LHY��WYLZLU[�NYHɉ[P�
HZ�ZVTL[OPUN�`V\UN�HUK�YLILSSPV\Z��6UL�NYHɉ[P�HY[PZ[�Z[H[LZ!

5V^�BNYHɉ[PD�OHZ�Z\Y]P]LK��^LSS�P[�PZ�HSTVZ[����`LHYZ�
(…) but it is still perceived as youthful. I think it is 
because it is still illegal that it still has an underground 
stamp and never really gets housebroke. If it hadn’t 
been illegal I believe it would have died out earlier.

.YHɉ[P� PU� NHSSLYPLZ�� THYRL[PUN�� HUK� VU� JVTTPZZPVU� OHZ�
ILLU� H� WHY[� VM� NYHɉ[P� J\S[\YL� ZPUJL� [OL� � ��Z� �2PT]HSS��
2014; Lombard, 2013; Snyder, 2009). Despite this, as the 
X\V[L� ZOV^Z�� SLNP[� NYHɉ[P� PZ� Z[PSS� WYLZLU[LK� HZ� H� UV]LS[`�
VY� L_JLW[PVU�� ;OPZ� PZ� LZWLJPHSS`� [OL� JHZL� ^OLU� NYHɉ[P� PZ�
L_LJ\[LK� PU� ZWHJLZ� WLYJLP]LK� HZ� HSPLU� [V� NYHɉ[P�� Z\JO� HZ�
in commercial settings. This narrative is exercised when 

lifestyle and fashion magazine Perfect Guide (2014) writes:
.YHɉ[P�OHZ�SVVRLK�H^H`�MYVT�[OL�Z[YLL[�HUK�PU[V�[OL�
ÄUL�NHSSLYPLZ� ¶� HUK�UV^� P[�^HU[Z� [V� [HRL�V]LY�V\Y�
wardrobes as well. The just enough rebellious Zara-
dress is an artistic bargain at budget price.

In to this narrative illegal activity is an explicit or implicit 
YLMLYLUJL�HSZV�^OLU�NYHɉ[P�PZ�L_LJ\[LK�^P[O�WLYTPZZPVU��(Z�
an informant states the illegal aspect is always present:

It is quite obvious if I meet a journalist or someone 
that shall write about me and my exhibition, then it 
is always that [criminal aspect] they stress. It has 
happened that I had an exhibition with textiles, 
and in the newspaper headline it says that: “the 
convicted former vandal exhibits”.

.YHɉ[P�HY[PZ[Z�VM[LU�L_WYLZZ�HUUV`HUJL�V]LY�[OPZ�VIZLZZPVU�
with crime, something that we can read behind the lines in 
[OL�HIV]L�X\V[L��)\[�[OL`�HSZV�ILULÄ[�MYVT�HUK�WHY[PJPWH[L�
in maintaining this narrative. I encounter another formulation 
of the criminal and rebellious narrative when a commercial 
space invites me to witness “the last untouched form 
of art – protected by the strong culture of freedom and 
UVUJVUMVYTP[`¹��/LYL�VUL�VM�[OL�NYHɉ[P�HY[PZ[Z�PZ�WYLZLU[LK�HZ�
coming from “the urban reality” of a rough suburb. According 
[V�[OPZ�UHYYH[P]L�NYHɉ[P�PZ�ZVTL[OPUN�HSPLU�[V�[OL�JVTTLYJPHS�
ZL[[PUN��L]LU�PM�^L�JVUZ[HU[S`�HYL�L_WVZLK�[V�NYHɉ[P�PU�[OLZL�
settings. This is a narrative that enables marketers to bring 
in writers from “the street”, a mythic place outside of society, 
[V�]P[HSPaL�[OL�WL[YPÄLK�LZ[HISPZOTLU[��
Since the principal aim for the participants in my study is to 
WYHJ[PJL�HY[�VU�[OLPY�V^U�[LYTZ��[OL`�ÄUK�^H`Z�[V�IV[O�NL[�
paid and stay true to themselves and their subculture. To 
be true to the subculture’s ideals with which they identify 
is associated with autonomy and self respect, something 
my informants do not want to compromise. This does not 
TLHU�[OH[�NYHɉ[P�\ZLK� PU�THYRL[PUN� PZ�ULJLZZHYPS`�ZLLU�HZ�
compromising autonomy in the way previous research has 
suggested (See Lachmann, 1988 and Macdonald, 2001). My 
informants are pragmatic and willing to compromise. One of 
[OL�PU[LY]PL^LK�NYHɉ[P�HY[PZ[Z�YLÅLJ[Z�V]LY�PU]P[PUN�H�TLTILY�
VM�OPZ�NYHɉ[P�JYL^�[V�WHPU[�H[�HU�HY[�ZOV^�MVY�H�JVTWHU`!

It feels like it is sort of forbidden to do such things 
within art. There were also reactions from our crew 
that he would stand there painting live on an event. 
It was like: “it gonna be a lot of hipsters”. But he will 
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UV[�KV�HU`[OPUN�KPɈLYLU[��OL�^PSS�Q\Z[�KV�OPZ�WPLJL��0[�
doesn’t matter whom he does it for, I guess it is just 
[V�ZOHYL�^OH[�`V\�SV]L��HUK�OL�OHZ�SV]L�MVY�NYHɉ[P��
�¯��)\[�ZVTL�HYL�SPRL!�̧ NYHɈ�ZOV\SKU»[�IL�JVUULJ[LK�
to that, or whatever”. But if he is out bombing and 
then one evening he is drinking for free and does 
ONE piece, I don’t see the problem.

To “just do his piece” and “share what you love” expresses 
OV^� NYHɉ[P� ^YP[LYZ� JHU� YH[PVUHSPaL� HIV\[� WYLZLY]PUN�
authenticity simultaneously with painting on commission. 
This authenticity is obviously fragile, it is guarded by an 
WHYHSSLS�PSSLNHS�WYHJ[PJL��;OL�NYHɉ[PPZ[�̂ OV�HYYHUNLK�[OPZ�L]LU[�
argues for a balance to be preserved between commerce 
and subculture. One commercial painting is OK, since the 
artist is true to H\[OLU[PJ�NYHɉ[P��;V�WHPU[�PSSLNHSS`�PZ�H�^H`�[V�
ZOV^�`V\Y�SV`HS[`�[V�[OL�Z\IJ\S[\YL��)\[�P[� PZ�UV[�PU�JVUÅPJ[�
with selling your art. Instead the illegal activity is precisely 
^OH[�THRLZ�P[�WVZZPISL�[V�ZLSS�NYHɉ[P��;OL�PSSLNHS�YLMLYLUJL�PZ�
what produces symbolic capital. 
Some artists say that they would never change their artistic 
expression upon company request, others are willing to 
compromise but instead keep their authenticity in another 
sphere by continuing to paint in the subcultural context 
parallel to their assignments:

I think you only need to keep them separate in 
your mind. One thing doesn’t need to exclude the 
other. The illegal part usually backs up the gallery 
part. (…) It is not the same thing (…) but they are 
UV[� PU�JVUÅPJ[�^P[O�LHJO�V[OLY�� 0�KVU»[�ILSPL]L� P[� PZ�
wrong. (…) We got to drink some alcohol together 
and laugh, and he did a painting, that doesn’t make 
it less real, on the other hand it wasn’t a piece along 
the line or on a train.

/LYL�̂ L�JHU�ZLL�OV^�H�NYHɉ[P�HY[PZ[�HYN\L�[OH[�PSSLNHS�WHPU[PUN�
is something that contribute to the value of legit painting. 
The commissioned piece was not less authentic or “less 
real”. But at the same time it was not “a piece along the line 
or on a train”. Like we have seen before it is possible for 
H�NYHɉ[P�WHPU[PUNZ�[V�IL�H\[OLU[PJ�HUK�UV[�H\[OLU[PJ�H[�[OL�
same time, or as this writer says: “One thing doesn’t need 
to exclude the other”. The pragmatic statement about the 
KPɈLYLU[�ZVJPHS�ZWOLYLZ�VM�THYRL[PUN�HUK�NYHɉ[P�MVYT\SH[LK�
HZ!� ¸[OL`� HYL� UV[� PU� JVUÅPJ[� ^P[O� LHJO� V[OLY¹�� JVU[YHKPJ[Z�
conclusions about “selling out” in previous research. These 

statements are examples of boundary work (Hannerz, 2015). 
;OL�NYHɉ[P�HY[PZ[�JVUZ[Y\J[Z�H�KPɈLYLUJL�IL[^LLU�PSSLNHS�HUK�
JVTTPZZPVULK�NYHɉ[P��)\[�[OL�HY[PZ[�HSZV�ULNV[PH[LZ�^H`Z�[V�
remain in both these social worlds without selling out. 

;OL� THQVYP[`� VM� T`� PUMVYTHU[Z� L_LJ\[L� PSSPJP[� NYHɉ[P� TVYL�
or less frequently. When they do art shows or work with 
companies, they sometimes use their birth name and 
ZVTL[PTLZ� \ZL� HY[PZ[� UHTL� JVUULJ[LK� [V� NYHɉ[P��4HU`� VM�
them also have one or several additional aliases or tags used 
^OLU�WHPU[PUN�^P[OV\[�WLYTPZZPVU��;OL�KPɈLYLU[�HSPHZLZ�HYL�
used to control the information and presentation of their 
work. It is also a way to manage risks of legal proceedings. 
It is a play with roles and narratives that can result in a split 
identity:

;V�WHPU[�NYHɉ[P�HUK�H[� [OL�ZHTL�[PTL�IL�H�WLYZVU�
with your position within society, that is quite a 
JVUÅPJ[�VM� PKLU[P[PLZ�� 0�L_WLYPLUJLK�[OH[�MVY�ZL]LYHS�
years, am I my alias? And why can’t I possess the 
same rights [as others] because I crossed a line far 
outside of the norm?

Accordingly, the distinction between subculture and 
mainstream that produces symbolic capital is not easy to 
THUHNL��/V^L]LY�� 0� KV�UV[� ÄUK� [OLZL�IVYKLYZ�HZ� ZVSPK�HZ�
previous research has suggested. 

�����*VUÅPJ[PUN�ZWHJL�
A type of space where several of my informants have 
L_LJ\[LK�^VYR� PZ�OV[LS� SVIIPLZ��6UL�NYHɉ[PPZ[�ZHPK�[OH[�[OL�
hotel used his competence to distinguish themselves from 
their competitors in the same, upper-price sector. They 
wanted the atmosphere in their lobby to attract a certain 
type of clientele that appreciate creativity, cool drinks, DJing 
and interesting happenings. Another artist says:

I have painted several hotels (…) the latest year 
HUK�`V\�YLHSS`�UV[PJL�H�KPɈLYLUJL�[OH[�[OLZL�OV[LSZ�
demand street art now. (…) You notice that their 
thought is that they will make the environment cool, 
that it should be new and daring. And then they 
IYPUN�PU�NYHɉ[P�HY[PZ[Z���¯��;OL`�^HU[�[V�ZOV^�[OH[�
they know what time it is, that it isn’t an old tired 
BOV[LSD�� �¯��.YHɉ[P� PZ� OV[� H[� [OL�TVTLU[�� `V\�JHU�
see this both in marketing, in hotels and in the art 
world.3

3. In this quote we see that it is hard to make a distinction between 
NYHɉ[P�HUK�Z[YLL[�HY[��[OL�PUMVYTHU[�\ZLZ�IV[O�SHILSZ��;OPZ�KPZ[PUJ[PVU�
is even vaguer in commissioned work than in unsanctioned.



;OPZ�PZ�VUL�L_HTWSL�VM�OV^�NYHɉ[P»Z�Z`TIVSPJ�JHWP[HS�PZ�I\PS[�
around youth and transgression of norms, here described 
as “young, energetic and daring”. Placing visuals perceived 
as illicit within the legitimate space of an exclusive hotel 
is perceived as daring because they are perceived as, in 
essence, belonging to another space. 

Following Lachmann (1988) and Becker (1963), it is the 
meaning others apply to agents and their practices that will 
KLJPKL�^OL[OLY�NYHɉ[PPZ[Z�JHU�JVU]LY[�[OLPY�Z`TIVSPJ�JHWP[HS�
PU[V�LJVUVTPJ�JHWP[HS��;OPZ�W\[Z�NYHɉ[P�^YP[LYZ�^OV�THRL�H�
SP]PUN� V\[� VM� NYHɉ[P� PU� H� WYLJHYPV\Z�WVZP[PVU��.YHɉ[P� HY[PZ[Z�
HYL�VɈLYPUN�[OLPY�HY[�HUK�J\S[\YL�[V�HNLU[Z�^OV�^HU[�[V�HWWS`�
value to cities, businesses and products. In this process 
[OL�Z`TIVSPJ�TLHUPUN�VM�NYHɉ[P� PZ� [YHUZMLYYLK� [V�WYVK\J[Z��
Consequently the products are transformed from dull and 
boring into urban and interesting. This infusing of symbolic 
capital is often executed at events in restaurants, bars, 
hotels and boutiques. An informant I frequently met in these 
ZWHJLZ�Z[H[LK!� ¸;OL�HY[�NL[Z�TVYL�KPNUPÄLK�^OLU�`V\�NL[�
champagne and exclusive canapés.” At these events, hosts 
^P[O�WSLU[`�VM�ZVJPHS�JHWP[HS� MHJPSP[H[L�L_JOHUNL�VM�KPɈLYLU[�
forms of capital. Hosts with a social network that includes 
agents who have economic capital as well as agents who 
OH]L� KLZPYHISL� Z`TIVSPJ� JHWP[HS�� Z\JO� HZ� [OH[� VM� NYHɉ[P��
OH]L� HU� VWWVY[\UP[`� [V� JVSSHWZL� VY� JSHZO� ZVJPHS� ÄLSKZ� [OH[�
are constructed as distinct and distant. A successful host 
can bridge, mix and play with the tension between spaces 
and agents perceived as in essence distinct. Perceived 
KPZJYLWHUJ`� PZ� UV[� H� KPZHK]HU[HNL�� PUZ[LHK� [OPZ� JVUÅPJ[� PZ�
JHYKPUHS� ^OLU� JVUZ[Y\J[PUN� NYHɉ[P� HZ� ZVTL[OPUN� ]HS\HISL��
/LUJL��[V�ZL[[SL�[OL�KLIH[L�VU�^OL[OLY�NYHɉ[P�PZ�HY[�VY�JYPTL�
PZ�UV[�PU�[OL�PU[LYLZ[�VM�NYHɉ[P�HY[PZ[Z��UVY�MVY�THYRL[LYZ�HUK�
V[OLYZ�^OV�JVTTVKPM`�NYHɉ[P��*VTTPZZPVULK�^VYR�PZ�THKL�
interesting by reference to illegal work, as an informant 
observes:

NYHɉ[P� J\S[\YL� Y\UZ� [VNL[OLY� PU� KPɈLYLU[� NYV\WZ��
Within the cultural world I have always felt they 
love it and think it is very fascinating. There it is 
absolutely no problem if you have painted illegally, 
contrary, it is almost an asset.

This is an illustration on how illegal painting constructs the 
Z`TIVSPJ�]HS\L�VM�SLNP[�NYHɉ[P��0�^P[ULZZLK�H�ZPTPSHY�VWPUPVU�
K\YPUN�HU�HY[PZ[�[HSR��̂ OLU�H����`LHY�VSK�NYHɉ[P�HY[PZ[�YL]LHSLK�

recently having put a tag in the restroom of a local café. This 
statement was by far the most appreciated and the audience 
delightfully erupted in applause.
4`�ÄUKPUNZ�KV�UV[�JVUÄYT�[OH[�P[�PZ�WLYJLP]LK�HZ�¸ZLSS�V\[¹�
MVY�NYHɉ[P�HY[PZ[Z�[V�^VYR�^P[O�THYRL[PUN��4`�PUMVYTHU[Z�KV�
not express concerns about loosing control over their culture 
LP[OLY� �4HJKVUHSK�� ������� 0� OH]L� MV\UK� [OH[� NYHɉ[P�^YP[LYZ�
participate in constructing borders between social spheres. 
This does not mean that they refuse to participate in several 
spheres. One of my informants distinguishes between the 
“corporate” sphere on the one side and the “street level” on 
the other side.

I got irritated with the people I arranged [the event] 
with, which I always get when I work with people 
that are corporate or companies in some way. They 
don’t really know the street level. (…) They don’t 
get how the world functions, but they understand 
that you have to report statistics upwardly in the 
company. (…) But when you rock a party, and create 
art it isn’t much statistics involved. Instead it is more 
a feeling, like: ”was it a great night? Did people 
laugh and have a good time?”

;OL�̂ H`�[OL�NYHɉ[P�HY[PZ[�PU�[OPZ�X\V[L�KPZTPZZLZ�[OL�JVYWVYH[L�
people echoes how jazz musicians in Becker’s (1963) study 
scorned everybody who was not musicians since they were 
“squares” that did not understand the artistic expression. 
This informant expresses a tension when marketers use the 
Z`TIVSPJ�JHWP[HS�VM�NYHɉ[P��;OPZ�KVLZ�UV[�TLHU�[OH[�NYHɉ[PPZ[Z�
KVLZ�UV[�̂ HU[�[V�ZLSS�[OLPY�JVTWL[LUJL��0UZ[LHK�[OPZ�NYHɉ[PPZ[�
expressed that the client did not understand how to make 
WYVWLY�\ZL�VM�[OL�Z`TIVSPJ�JHWP[HS�VɈLYLK��(JJVYKPUN�[V�[OPZ�
NYHɉ[PPZ[��JVTWHUPLZ�YPZR�[V�KLZ[YV`�[OL�Z`TIVSPJ�JHWP[HS�VM�
NYHɉ[P�[OH[�[OL`�^HU[�[V�PU]LZ[�PU��;OL�HY[PZ[�ZPT\S[HULV\ZS`�
performs boundary work, making a clear distinction between 
Z[YLL[�HUK�JVTTLYJL��;OPZ�KVLZU»[�TLHU�[OH[�NYHɉ[P�HY[PZ[Z�
refrain from doing business with the corporate people. 
Among my informants I do not hear univocal support for 
Macdonald’s (2001) conclusion that writers want to retain 
control over their culture by painting illegally and not letting 
outsiders understand it. Many informants also strive for 
acceptance and inclusion. Several of them state that they 
MLLS�H�JHSSPUN�[V�LK\JH[L�[OL�NLULYHS�W\ISPJ�HIV\[�NYHɉ[P�HUK�
HY[�PU�NLULYHS�HUK�NYHɉ[P�PU�WHY[PJ\SHY��
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���*VUJS\KPUN�YLTHYRZ!�WYVK\J[P]L�JYPTL�
0[� OHZ� ILLU� VI]PV\Z� K\YPUN� T`� Z[\K`� PZ� [OH[� NYHɉ[P� PZ� H�
social phenomenon that is perceived as both creative and 
destructive. The debate on this is central throughout the 
OPZ[VY`� VM� NYHɉ[P� �2PT]HSS�� ������� .YHɉ[P� ^YP[LYZ� QVPU� PU� H�
social community formed around creativity and excitement, 
most commonly referred to as art and crime (Lachmann, 
1988: 231). 

My conclusions are not compatible with the idea that 
subcultures are distinct from, and thus compromised, when 
PUJS\KLK� PU[V� [OL� ¸THPUZ[YLHT¹� HUK� ILPUN� JVTTVKPÄLK�
(Lachmann, 1988: 246; Macdonald, 2001: 174). Like Hannerz 
�������� 0� PUZ[LHK�ÄUK�[OH[�HNLU[Z�^P[OPU� [OL�Z\IJ\S[\YL�\ZL�
the idea of mainstream to construct subcultural authenticity, 
which in this article is conceptualized as symbolic capital 
�)V\YKPL\��� �����(KKPUN�[V�[OPZ�WLYZWLJ[P]L�0�ÄUK�[OH[�NYHɉ[P�
artists invite the marketing industry as well as the art market 
[V� WHY[PJPWH[L� PU� [OL� JVUZ[Y\J[PVU� VM� H\[OLU[PJ� NYHɉ[P� HZ�
illegal. This cooperation between social spheres constructed 
HZ�KPZ[PUJ[�HSSV^�NYHɉ[P�^YP[LYZ�[V�JVUZ[Y\J[�]HS\L�HUK�YL[HPU�
the image of outsiders that this value is based on. 

0[�PZ�[OL�UHYYH[P]L�VM�JYPTL�HZ�^LSS�HZ�[OL�JVUÅPJ[PUN�ZWHJLZ�VM��
“street” and “mainstream” that engenders symbolic capital.4 
In marketing this symbolic capital is applied to commodities 
such as sodas, hotels, and cities. Then it is transformed 
into economic capital. This is in line with Waclawek’s (2008) 
HYN\TLU[� [OH[� NYHɉ[P»Z� PSSLNHS� Z[H[\Z� JVUUV[LZ� KHUNLY� HUK�
rebellious youths, something that is used by marketers.
0� ÄUK� [OH[� [OL� WLYZWLJ[P]L� VM� JVTWYVTPZLK� H\[OLU[PJP[`�
^OLU� WLYMVYTPUN� JVTTPZZPVULK� NYHɉ[P� LP[OLY� OHZ� MHKLK�
substantially or is more complex than much of the previous 
research has concluded. This is consistent with Lombard 
������� ^OV� ÄUKZ� [OH[� [OL� JVTTLYJPHSPaH[PVU� VM� NYHɉ[P�
increasingly is a collaborative process between companies 
HUK�NYHɉ[PPZ[Z�� 0�KV�UV[�ÄUK� [OH[�NYHɉ[PPZ[Z�HYL� [`WPJHSS`� PU�
opposition with society (see for example Lachmann, 1988 
and Macdonald, 2001). My informants do not express a 
strong concern about “ownership” over their culture when 
[OL`�ZLSS�[OLPY�HY[�HUK�JVTWL[LUJL��:[PSS��JVUÅPJ[�PZ�JY\JPHS�MVY�
[OL�TLHUPUN�HUK�]HS\L�VM�NYHɉ[P��.YHɉ[PPZ[Z�LTIYHJL�UVYTZ�
as well as challenge them. Several adopt an entrepreneurial 
perspective on the economy and towards themselves. 

����0�ÄUK�H�JVU[PU\\T�IL[^LLU�KPɈLYLU[�JVUZ[Y\J[PVUZ�VM�NYHɉ[P��
what Kimvall (2014) calls discursive formations.

Simultaneously, they challenge by whom, and how, public 
property can be used for communication. Their actions have 
WVSP[PJHS�PTWSPJH[PVUZ�I\[�TVZ[�NYHɉ[P�HY[PZ[Z�HYL�UV[�WVSP[PJHS�
activist. They do not practice civil disobedience for purposes 
VM�YLZVS]PUN�[OL�JVUÅPJ[�IL[^LLU�NYHɉ[P�^YP[LYZ�HUK�WYVWLY[`�
V^ULYZ�� .YHɉ[P� PZ� UV[� LZZLU[PHSS`� PSSLNHS�� ,]LU� PM� THU`�
KLÄUP[PVUZ�VM�NYHɉ[P�KLWHY[�PU�[OL�\UZHUJ[PVULK�JOHYHJ[LY�VM�
this expression there are plenty of examples of activities we 
JHSS�NYHɉ[P�[OH[�HYL�UV[� PSSLNHS��)\[�[OL�JVUULJ[PVU�[V� PSSLNHS�
activity is important also for legit practices. 

3PRL�/HSZL`�HUK�@V\UN������!������ 0�ÄUK�[OH[�[OL� PTHNL�VM�
NYHɉ[PPZ[Z�HZ� [LLUHNL�IV`Z� PZ�WLYZPZ[LU[�I\[�UV[�HKLX\H[L��
My informants have a pragmatic relation to responsibility 
and law, many of them have professional careers, some are 
WHYLU[Z��I\[�[OL`�JVU[PU\L�[V�^YP[L�PSSLNHS�NYHɉ[P��;OPZ�PZ�UV[�
PU�SPUL�^P[O�4HJKVUHSK»Z��������ÄUKPUNZ�[OH[�^OLU�ILJVTPUN�
HK\S[�NYHɉ[P�^YP[LYZ�YLMYHPU�MYVT�PSSLNHS�HJ[P]P[`�HUK�HKVW[�H�
mature masculine identity of responsibility and rationality. 
4`�ÄUKPUNZ�HYL�TVYL� PU� SPUL�^P[O�3VTIHYK� �����!�����^OV�
HYN\LZ�[OH[�NYHɉ[P�^YP[LYZ�¸JVTWYVTPZL�PU�VUL�HYLH�[V�VI[HPU�
rewards in another”. 
This is not perceived as selling out the subculture.  Contrary 
to Kramer’s (2010) statement that previous scholars have 
neglected to distinguish between writers who paint with and 
^P[OV\[�WLYTPZZPVU�0�ÄUK�[OH[�[OL�SP[LYH[\YL�VU�NYHɉ[P�OHZ�UV[�
acknowledged that many writers do both. 

My informants typically do not want to choose between these 
ZPKLZ� VM� NYHɉ[P�� I\[� [OL� WYHJ[PJLZ� HYL� KPɈLYLU[� HUK� WSHJL�
ZWLJPÄJ�� .YHɉ[PPZ[Z� HYL� JYLH[P]L� PU� THUHNPUN� [OLPY� W\ISPJ�
image and they invest what capital they have to acquire a 
position within the society in which they are situated. 

They play with and make use of the stereotypes of “their 
culture“ rather than seeing these constructs as obstacles.5 

4`� HUHS`ZPZ� ZOV^Z� [OH[� NYHɉ[PPZ[Z� ZWSP[� [OLPY� PKLU[P[`� PU[V�
KPɈLYLU[� YVSLZ� ^OLU� [OL`� THRL� H� SP]PUN� VɈ� [OLPY� HY[�� 0U�
WYL]PV\Z�YLZLHYJO��NYHɉ[P�̂ YP[LYZ�HYL�[`WPJHSS`�X\V[LK�I`�[OLPY�
tags, these aliases make many of them possible to identify 
(see Macdonald, 2001; Snyder, 2009; Kramer, 2010; Ferrell, 
1996; and several others). This may restrain writers from 

���;OPZ�KVLZ�UV[�TLHU�[OH[�^YP[LYZ�OH]L�[OL�ZHTL�PUÅ\LUJL�V]LY�
labeling as their customers, or that they might not be exploited.



speaking freely about illegal activity and commissioned work 
at the same time. This might explain why these studies do 
UV[�KPZJ\ZZ� [OL�\ZL�VM�KPɈLYLU[� [HNZ� MVY�KPɈLYLU[�JVU[L_[Z��
This was common among my informants and enabled them 
to, depending on context, control knowledge about their 
activities as well as the perception they gave. This is a way 
[V�PUÅ\LUJL�^OH[�)LJRLY��� ����HUK�3HJOTHUU��� ����JHSSZ�
labeling. This might explain why I did not hear the univocal 
rejection of “selling out” that Macdonald (2001: 173-175) and 
others describe. An additional explanation may be that the 
[HIVV�VM�¸ZLSSPUN�V\[¹�OHZ�LYVKLK�V]LY�[PTL�^P[OPU�NYHɉ[P�HZ�
well as other subcultures. I suggest that this can be because 
of diminishing critical attitudes towards consumerism, 
coming of age of subcultural agents, and faster and 
easier access to subcultures because of developed media 
technology (Jacobson, 2015).

Previous studies indicate that the artistic practice (technical 
RUV^�OV^��TH`�ILULÄ[�^YP[LYZ»�ZJOVVS� YLZ\S[Z�HUK�JHYLLYZ�
in creative professions (Kramer, 2010; Lachmann, 1988; 
Macdonald, 2001; Snyder, 2009, Young, 2012). In addition to 
[OPZ��NYHɉ[P�LUNLUKLY�]HS\L�PU�[OL�MVYT�VM�Z`TIVSPJ�JHWP[HS��
Against the intuitive perspective that crime is something 
[OH[�Y\PUZ�M\[\YL�SPML�JOHUJLZ��0�ÄUK�[OH[�JHYLLYZ�HYL�I\PS[�VU�
actions that are labeled deviant. I suggest that future research 
investigates how life chances develop with reference to 
activities labeled deviant. This may also be relevant to other 
cultural practices. 
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The meaning of the term “curating” has widened over the last 
[^V�KLJHKLZ��>OPSL� P[�VYPNPUHSS`�KLZPNUH[LK�H�]LY`�ZWLJPÄJ�
task within the environment of museums and art galleries, 
P[� PZ� UV^� \ZLK� PU� THU`� V[OLY� ÄLSKZ� HZ� H� IL[[LY�ZV\UKPUN�
substitute for “selecting”.1 In the context of this paper the 
term refers to the act of selecting and arranging artworks 
in order to give shape to a particular way of understanding 
them, a process that is completed by writing theoretical 
texts to help shed light on this vision and on the artworks 
themselves.

;OL�[LYT�¸Z[YLL[�HY[¹�OHZ�UL]LY�OHK�H�Ä_LK�TLHUPUN��HUK�PU�
the last ten years it has become even more ambiguous. It 
is now regularly used to refer to institutional murals, as well 
as to artworks created for the white cube of galleries and 
museums. Within the context of this paper, though, we will 
use it to refer to pieces produced in public space without 
WLYTPZZPVU��HZ� P[�^HZ�WYLKVTPUHU[S`�\ZLK� PU�[OL�ÄYZ[�`LHYZ�
of the last decade. 

���>OLYL��^OLU��OV^�HUK�^O`

Producing a piece of street art is mostly about playing with 
P[Z�JVU[L_[��HUK�[OL�ZHTL�JHU�IL�ZHPK�HIV\[�NYHɉ[P�2, a direct 
precedent of street art. From the smallest tag or sticker to 
the biggest roller piece, the artwork is not so much about 
what is being written, painted or pasted, but about where, 
when, how and why this appears. The visual element added 
to the context can be understood as an excuse to trigger a 

game of choosing spots and working with them – playing 
with existing forms, colors, textures, meanings, connotations 
and history, playing with scale, distance, visibility, intimacy, 
surprise and risk, among other factors. The core of the artistic 
process deals with exploring the landscape, discovering and 
HKHW[PUN� [V�KPɈLYLU[� JVU[L_[Z�� HUK� [O\Z�NP]PUN� ZOHWL� [V�H�
particular understanding of the built environment.3

This adaptation to contexts is often achieved through the 
ÄUKPUN��J\Z[VTPZH[PVU�HUK�KLZPNU�VM�[VVSZ�HUK�TH[LYPHSZ��0U�
order to access surfaces and writing on them in fast and safe 
ways, reaching farther and leaving more permanent marks, 
NYHɉ[P� ^YP[LYZ� OHK� [V� JVTL� \W� ^P[O� ^H`Z� [V� J\Z[VTPZL�
the aerosol – not originally conceived as an art tool, they 
OHK� [V�JVTL�\W�^P[O� [OL�ZOVL�WVSPZO�HWWSPJH[VY�ÄSSLK�^P[O�
OVTLTHKL� PUR�� [OL�THYRLY� ÄSSLK�^P[O�NSHZZ� L[JOPUN� SPX\PK��
[OL� JVTIPUH[PVU� VM� WVSL� HUK� YVSSLY� VY� [OL� ÄYL� L_[PUN\PZOLY�
ÄSSLK�^P[O�WHPU[��:[YLL[�HY[PZ[Z�OH]L�HKVW[LK�[OLZL�YLZV\YJLZ�
and created their own long list, including the stencil, the 
wheatpasted cut-out paper, and project-based approaches 
such as Invader’s tiles or MOMO’s bike-mounted tool set for 
pasting posters on high surfaces.4

Street art pieces are better understood not as objects but as 
events.5 They are not static, they evolve and degrade together 
with their viewers, as genuine parts of their environment. 
The practice of street art involves the modulation of time, 
artists take creative decisions in that dimension. For 
example, pieces that appear occasionally throughout a long 
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After being largely ignored for decades, street art has in the last ten years been increasingly assimilated by society and the art 
system. Numerous artists who started their careers producing street work on their own initiative and without seeking permission 
HYL�UV^�ILPUN�JVTTPZZPVULK�[V�JYLH[L�VɉJPHS�W\ISPJ�HY[�¶�TVZ[S`�T\YHSZ�¶�HUK�WPLJLZ�MVY�NHSSLYPLZ��T\ZL\TZ�HUK�JVSSLJ[PVUZ��
;OPZ�WHWLY�SVVRZ�H[�[OL�KPɈLYLUJLZ�IL[^LLU�WYVK\JPUN�HY[�PU�W\ISPJ�ZWHJL�^P[OV\[�WLYTPZZPVU�HUK�WYVK\JPUN�HY[�MVY�[OL�NHSSLY �̀�
and at the possible approaches to the commission of gallery artworks related to the street practice of an artist. It ends with an 
analysis of the problems and possibilities of commissioning pieces to be produced in the street without permission. 
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WLYPVK�VM� [PTL�KLSP]LY�H�]LY`�KPɈLYLU[�TLZZHNL� [OHU� [OVZL�
which accumulate suddenly. Also, an artist with an intimate 
knowledge of her working environment can choose surfaces 
that will allow works to last longer.

An additional and even more crucial quality of street art has 
to do with the idea of propagation. A street artwork rarely 
exists in isolation, it usually functions as part of a series of 
related pieces scattered through space and time, forming 
networks and paths. For the viewer, enjoying street art 
involves repeated encounters through space and time. This 
allows an excuse to explore, to visit places one would have 
unlikely visited otherwise, to experience the environment 
with new eyes.

���;OL�^OP[L�J\IL�]LYZ\Z�W\ISPJ�ZWHJL

The white cube of galleries and museums is purposefully 
empty and inert. This is of course a very loud and clear 
message in itself, meaning the viewer has left the ordinary 
world and entered the hierarchical space where art is 
supposed to exist. But if we forget about that and agree to 
play the aesthetic game of the white cube, it is as inert as 
a space can be. Its purpose is to let the artwork display its 
values without any forms or meanings interfering. The artist 
PZ�L_WLJ[LK�[V�ÄSS�H�]VPK�̂ P[O�MVYTZ�HUK�TLHUPUNZ��HSS�VM�[OLT�
detached from life by virtue of the inertness of their setting.

In the white cube there is little chance for working with a 
context, with existing forms or textures, meanings or history. 
There is far less chance to play with scale or distance 
than there is in public space. The artist is not forced to 
come up with tools. There is no exploring, no reinventing 
a whole environment. There is no modulation of time, nor 
any witnessing how a piece naturally evolves. It is not 
about where, when or how – it is mostly about what. In the 
white cube the artist is expected to create self-contained 
messages frozen in time. Public space, on the other 
hand, is far from being inert – it is a chaotic amalgam, as 
KPɈLYLU[� MYVT� [OL�^OP[L�J\IL�HZ� P[� JHU�IL�HZ�H�ZL[[PUN� MVY�
art making. When intervening in public space the artist 
faces a whole scenario full of superimposed shapes, 
messages and connotations, and tries to take these into 
account while adding a new element that plays with them. 
;OLYLMVYL�� [V� ZPTWS`� YLWYVK\JL� [OL� PTHNLZ� VM� NYHɉ[P� VY�
street art on a canvas and in a white cube has never 

been a successful approach to art making. The problem 
PZ� [OH[�NYHɉ[P� HUK�Z[YLL[� HY[� PTHNLZ�HYL�UV[� ZLSM�JVU[HPULK�
messages, they rely on their contexts to fully work. When 
observed as detached elements they typically fall short and 
feel obvious. By virtue of the same logic, many complex and 
nuanced artworks conceived for the white cube depend so 
much on an inert environment to be appreciated that they 
would all but disappear if placed in the street.

The import of street art images into the white cube can, 
nevertheless, be done in more successful ways. A good 
example of this can be found in the work of Californian artist 
Barry McGee, who has produced gallery artworks using 
the black and white rendered faces he typically painted 
in the streets in the early 1990s. These images are fairly 
straightforward, probably not interesting enough to function 
by themselves. The artist’s approach has then been to paint 
them on multiple small, framed supports, and then use these 
elements to compose the kind of complex installations 
expected in a white cube. 

The result of this tactic, though, is artworks with no direct 
relation to the artist’s street practice. Like McGee, many 
NYHɉ[P�HUK�Z[YLL[�HY[PZ[Z�UV^HKH`Z�OH]L�ILJVTL�TVYL�VY�SLZZ�
Å\LU[�PU�[OL�SHUN\HNL�VM�JVU[LTWVYHY`�HY[�HUK�KL]LSVWLK�H�
studio-based line of work with no explicit links to their street 
practice. This activity would plainly fall within the scope of 
contemporary art-making, and curating this kind of pieces 
could not be accurately described as “curating street art”.

There are approaches, though, that can allow a curator to 
select objects intimately and meaningfully related to the street 
practice of an artist. However, most of these approaches are 
not in the hands of curators but of the artists.

���0TWVY[PUN�Z[YLL[�HY[^VYRZ

Some strategies allow to import into the white cube not the 
images used in an artist’s street art output, but the street 
artworks themselves. These would include, of course, 
the increasingly common method of tearing pieces from 
buildings, wall and all. This procedure has nevertheless the 
ZHTL� ÅH^Z� KLZJYPILK� PU� [OL� WYLJLKPUN� ZLJ[PVU�� ZPUJL� [OL�
piece becomes frozen in time, detached from the series it 
belongs to and from the contextual experience that gives it 
meaning.



A common method is to photograph a street piece and 
exhibit the resulting image. In the decade of 1960 land art, 
performance art and other artistic approaches that aimed 
[V� ÅLL� [OL� ^OP[L� J\IL� ^LYL� IYV\NO[� IHJR� PU[V� P[� [OYV\NO�
photography, and this has been the case too with street 
art. But photography has a very limited ability to capture a 
context-based piece, as pioneering street artist Daniel Buren 
discussed in depth decades ago.6

A photograph records an artwork from only one arbitrary 
point of view. It captures only one arbitrary part of the visual 
context, and frames out the rest. It captures only one arbitrary 
moment in time – one particular circumstance around the 
piece, one particular weather, light, one particular state of 
the piece. Also, a picture cannot capture smell, it does not 
allow the viewer to touch or hear. Curating street art through 
photographs thus reduces a multidimensional artwork into 
something far detached from the original experience.7

���0TWVY[PUN�[VVSZ�HUK�TH[LYPHSZ

As we have seen, an essential aspect of street art is how 
the artist gets to produce the artwork. Therefore, importing 
into the white cube the tools used in this production process 
JHU� IL� HU� LɈLJ[\HS� ^H`� [V� NL[� [OL� ]PL^LY� JSVZLY� [V� [OL�
street piece. A good example of this approach would be 
North American curator J. R. Rushmore’s exhibition All big 
letters,8�^OPJO�HPTLK�[V�WVY[YH`�[OL�TL[OVKVSVNPLZ�VM�NYHɉ[P�
by displaying tools used for that practice together with 
WOV[VNYHWOZ�VM�HY[PZ[Z�LUNHNLK�PU�KPɈLYLU[�[LJOUPX\LZ�

A related tactic would be to bring materials from the street 
into the white cube. North American artist Brad Downey 
has often made use of this approach, for example in House 
of Cards (2009), where he exhibits a sculpture built with 
pavement tiles taken from the street, or in CCTV Takedown 
(2007), where he exhibits a CCTV camera he stole from a 
building’s facade. In both cases the collectable artwork is 
completed with a photograph that gives proof of where the 
objects displayed at the gallery were originally located, thus 
portraying their relation with the artist’s street practice.9 

This approach was explored by land artists in the 1960s, 
among them Richard Long, who became known for sculptures 
produced in the countryside using materials found on-site. 
Apart from photographing these pieces and exhibiting the 
resulting images, the British artist has produced analogous 

sculptures as gallery artworks by importing the materials 
into the white cube.10 Even the coupling of an object taken 
from the street with a photograph that proves the relation 
of this object with the artist’s street practice was part of 
experiments in the 1970s. This was the case, for example, 
of the piece 6ɉJL� )HYVX\L (1977) by North American 
artist Gordon Matta-Clark, resulting from his homonymous 
intervention produced in Antwerp in the same year.

���;OL�^OP[L�J\IL�HZ�HYJOP]L

A particularly successful formula makes simultaneous use 
of various tactics described above and uses the white cube 
as an archive of objects and documentation related to a 
street project. Swedish artist Adam’s exhibition Slussen, 
produced at Berlin’s art space Urban Art Info in 2009, is a 
good example. 

The homonymous street intervention project portrayed in 
the exhibition consisted in locating and entering a forgotten 
THPU[LUHUJL�ZOLK�PU�[OL�TPKKSL�VM�[OL�JP[ �̀�Ä[[PUN�P[Z�KVVY�̂ P[O�
an ingenious locking system anyone could open by following 
some simple instructions, furnishing it as a living space, then 
installing a trap door and a folding ladder that gave access 
to a network of tunnels existing underneath. The exhibition 
included photographs of the inside and outside of the shed, 
H�SPML�ZPaL�ÅVVY�WSHU�VM�[OL�ZOLK�WHPU[LK�VU�[OL�ÅVVY�VM�[OL�
gallery to give an idea of scale, and some objects used in the 
intervention, such as the folding ladder.

���/`IYPK�WYVQLJ[Z

One last approach to the problem of importing street pieces 
into the white cube are experiments that could be described 
HZ� ¸O`IYPK¹�� ;OLZL� HYL� HY[� WYVQLJ[Z� WYVK\JLK� ZWLJPÄJHSS`�
for the art space which simultaneously function as street 
artworks. An example can be found in Spanish artist E1000’s 
exhibition ;YHZ� SH� Z\WLYÄJPL,11 for which he produced a 
series of small and simple sculptures he then hid in various 
nooks and crannies around the city. What visitors to the 
exhibition could see and purchase were photographs of the 
sculptures displayed together with envelopes. Enclosed in 
LHJO�LU]LSVWL�[OL�JVSSLJ[VY�^V\SK�ÄUK�KPYLJ[PVUZ�[V�MVSSV^�
in order to gain access to the object, and in some cases the 
key needed to open the small maintenance hatch in which 
the piece hid.

���
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But if there is one artist who has worked steadily and 
successfully in devising this kind of hybrid tactic, it is French 
artist Eltono. The earliest example of this line of work is his 
project Pubblico.12 For this project Eltono produced several 
runs of posters featuring one of his characteristic geometric 
KLZPNUZ��\ZPUN�H�KPɈLYLU[�JVSVY�JVTIPUH[PVU�PU�LHJO�Y\U��/L�
[OLU�ZO\ɊLK�[OL�WVZ[LYZ�PU[V�Z[HJRZ�HUK�WHZ[LK�[OLZL�PU�[OL�
streets, leaving the corners of the posters unpasted. After 
allowing some days for passers-by to naturally and gradually 
[LHY�[OL�WVZ[LYZ�VɈ��\U]LPSPUN�YHUKVT�WHY[Z�VM�[OL�KPɈLYLU[�
coloured layers, the artist chose a particular moment in this 
evolution and took the stacks down to be exhibited at the 
gallery.

Eltono knows his outdoor pieces are interesting in part 
because they are living things that evolve due to forces he 
cannot control, and in this project he found a way to harness 
these forces and make them work for him. A way to capture 
the dynamic nature of street art pieces, and of public space 
in general, and making it crystalise into an artwork conceived 
for the white cube. 

(M[LY� [OPZ� ÄYZ[� L_WLYPTLU[� ,S[VUV� OHZ� WYVK\JLK� ZL]LYHS�
others that follow analogous mechanisms. I have been lucky 
enough to curate two of them for two Spanish museums, 
respectively Branco de España in 2010 and Deambular in 
2012. In this last exhibition Eltono expanded the formula, 
conceiving a diverse series of mechanisms which gave 
shape to indoor artworks based not only on actions of 
passers-by but also on street activities of the artist himself.13 
This essentially similar but more multifaceted line of work 
has been developed since then by the artist in several 
exhibitions.

���*\YH[PUN�Z[YLL[�HY[�V\[KVVYZ

Large scale, institutional murals have little to do with street 
art. Although they are nowadays usually advertised under the 
term street art, institutional murals would be more accurately 
described as a form of public art. Public art and street art 
HYL� [^V� M\UKHTLU[HSS`� KPɈLYLU[� HWWYVHJOLZ� [V�THRPUN� HY[�
in public space, and they result in contrasting experiences 
for both the artist and the viewer. A detailed account of the 
KPɈLYLUJLZ�IL[^LLU�[OLZL�[^V�WYHJ[PJLZ�JHU�IL�MV\UK�PU�T`�
contribution to the preceding volume of this journal.14 These 
KPɈLYLUJLZ�OH]L�[V�KV�^P[O�[OL�^OLYL��^OLU��OV^�HUK�^O`�

– with the contextual, temporal, and geographic dimensions 
discussed above, and with the contrast between the 
monumental scale of murals and the human scale of street 
art. Nevertheless, some alternative approaches exist that 
can actually allow the curation of street art outdoors.

;OL� ÄYZ[� HWWYVHJO� PU]VS]LZ� J\YH[PUN� HM[LY�[OL�MHJ[�� [OH[� PZ��
developing a curatorial project around pieces that already 
exist and have been produced outside of it. One example 
of this can be found in the New York-based Street Museum 
of Art, who describes its activities with the term “guerrilla 
curating”. For each project the team behind the Street 
Museum of Art selects a series of street art pieces existing 
in a given city and writes short texts about them, then 
prints these texts on labels mimicking those found next to 
canvases in galleries and museums. The labels are installed 
on street walls close to the pieces they comment upon, and 
the interventions are located on an online map.

A much more common form of curating after-the-fact is the 
street art guided tour, in which a person guides a group of 
people around the city showing them street art pieces and 
speaking about them. The street art tour could be considered 
a form of curating in that it involves selecting a series of 
pieces, proposing a particular order, and using words to 
give background on the pieces, and conceivably also on the 
selection. One usual criticism of this formula, though, is how 
it involves a loss of the elements of exploration and surprise 
in the experience of the viewer.

;OPZ�^V\SK�SLHK�\Z�[V�[OL�ÄUHS�Z\IQLJ[�VM�HUHS`ZPZ�VM�[OPZ�[L_[��
that is, creating a curatorial project by commissioning an 
artist to produce a street art project. It could be argued that 
the model of street art project described above, composed 
VM�H�ZLYPLZ�VM�ZTHSSLY��ZP[L�ZWLJPÄJ�WPLJLZ��JV\SK�IL�WYVK\JLK�
with permission. But seeking permissions for numerous 
SVJH[PVUZ� JHU� ILJVTL� H� SVUN� HUK� KPɉJ\S[� WYVJLZZ�� ^OPJO�
^V\SK� MH[HSS`� OPUKLY� [OL� ÅL_PISL�� L]LU� PTWYV]PZLK� UH[\YL�
characteristic of the work of many street artists. Also, street 
artists tend to favor neglected surfaces, whose owners can 
IL�KPɉJ\S[�[V�ÄUK�

Is it possible then to create a curatorial project by 
commissioning an artist to produce a series of pieces in public 
space without seeking explicit permissions? It is indeed, and 
such projects have taken place many times. Most curatorial 



projects of this kind, though, come not from the street art 
scene but from the world of contemporary art. A good 
example would be the event Art in Odd Places, produced 
yearly since 2005 in New York City, as well as in other cities. 
For each edition, a group of curators commission artists 
[V� WYVK\JL� ZP[L�ZWLJPÄJ� WLYMVYTHUJLZ� HUK� PU[LY]LU[PVUZ� ¶
typically of a small scale– without permission and under 
a certain topic, then publish information and texts about 
pieces, artists and topic.

Only a handful of events within the street art scene have 
developed projects involving the commission of street 
pieces to be produced without permission. Among the 
few festivals known for doing this systematically are Nuart 
from Stavenger, Norway, and Bien Urbain from Besançon, 
France. Both events organise the production of big murals, 
as is the case of the numerous festivals linked to the street 
art scene, but also invite artists to freely roam the city to 
WYVK\JL�ZLYPLZ�VM�O\THU�ZJHSL��ZP[L�ZWLJPÄJ�WPLJLZ�^P[OV\[�
seeking explicit permissions. Nevertheless, a lack of in-
depth texts examining the commissioned artworks, and in 
some cases also the ideas behind the commission, would 
distance these projects from the understanding of curation 
described above.

One artist to mention here would be Escif from Spain, who in 
the last few years has often tried to follow this methodology 
when invited by events or institutions. I was privileged to 
commission him to produce a project of this kind for an 
event in Spain in 2015 15 and the results were nothing short 
of fantastic – proving that curating street art outdoors is not 
only possible, but necessary in these times of institutional 
murals, monetised exhibitions and overall denaturalisation of 
the practice.

���*VUJS\ZPVUZ

>OH[�JV\SK�[OL�KPɈLYLUJLZ�IL��[OLU��IL[^LLU�J\YH[LK�Z[YLL[�
art and street art that takes place on its own? What can 
curators and arts managers contribute? A curated project 
can cover an artist’s travel, accommodation and expenses 
ZV�ZOL�JHU�^VYR�PU�KPɈLYLU[�LU]PYVUTLU[Z��0[�JHU�WYV]PKL�OLY�
with tools, materials, and a studio from which to work. But, 
most importantly, it can contribute three things: it can get 
documenters to thoroughly capture the process and results 
of the artist’s work, it can add a critical dimension to the 

project in the form of texts, and it can put all these results 
together in a publication that can give the project a much 
larger reach.

As described above, photography has a very limited ability 
to capture the multidimensionality of a piece of street art. 
This can be circumvented to some extent by taking not one 
but multiple photographs – by capturing the pieces from 
KPɈLYLU[�WVPU[Z�VM�]PL �̂�^P[O�KPɈLYLU[� MYHTPUNZ�� PU�KPɈLYLU[�
TVTLU[Z�VM� [OL�KH`�VY� [OL�`LHY��\UKLY�KPɈLYLU[� SPNO[Z�HUK�
^LH[OLY� JVUKP[PVUZ�� ^P[O� KPɈLYLU[� JPYJ\TZ[HUJLZ� HYV\UK�
[OLT��HUK�H[�KPɈLYLU[�Z[HNLZ� PU� [OLPY� SPML�HZ� [OL`�NYHK\HSS`�
disappear. Such thorough documentation work can rarely be 
undertaken by the artist, but it could conceivably be done as 
part of a curated project. 

It is in texts, though, where a curated project can really make 
H�KPɈLYLUJL��;L_[Z�JHU�JVU]L`�THU`�HZWLJ[Z�WOV[VNYHWOZ�
may not be able to portray – they can describe aspects of 
the context, of the process of creation of the piece, of the 
relation between piece and context, of the life of the piece, 
or of the experience of the viewer. And, more crucially, 
[OLVYL[PJHS�[L_[Z�JHU�OLSW�\UKLYZ[HUK�[OL�HY[^VYR�I`�VɈLYPUN�
a critical view on it and situating it in its historic and artistic 
context.

A concluding question would be, why so very few of the 
numerous existing street art-related festivals work in this 
KPYLJ[PVU&� (� ÄYZ[�� VI]PV\Z� YLHZVU� HYL� [OL� WV[LU[PHS� ÄULZ��
a problem that can be largely avoided by hiring artists 
known for a tactful approach to selecting locations, scale, 
content and working materials. A second reason has to do 
with money. Getting an artist to study an area in order to 
produce a series of contextually meaningful pieces requires 
inviting her for an extended period of time, which would be 
ZPNUPÄJHU[S`� TVYL� L_WLUZP]L� [OH[� [OL� ZOVY[� Z[H`� [`WPJHSS`�
allocated for the production of a mural. A third reason is 
related to ease of production. Securing one permission 
instead of many involves of course less work, and owners 
VM�WYVTPULU[�^HSSZ�HYL�\Z\HSS`�LHZ`�[V�ÄUK��)\[��TH`IL�TVYL�
importantly, a mural is a more obviously valuable addition 
to a piece of real estate than a small intervention, therefore 
getting the permission for it can be easier.

A fourth reason has to do with how attractive the resulting 
documentation is for the fast online consumption 
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characteristic of today’s culture in general, and of the street 
art audience in particular. While a photograph falls short in 
the capture of a street art piece, it can easily portray a work’s 
spectacular large scale, which tends to be the main value in 
today’s murals. As a result of this, a mural can be much more 
WYVÄ[HISL�PU�[LYTZ�VM�VUSPUL�]PYHSP[ �̀�̂ OPJO�PZ�OV^�[OL�Z\JJLZZ�
of a street art-related festival is often gauged. 

(�ÄM[O��ÄUHS�YLHZVU�PZ�YLSH[LK�[V�[OL�MHJ[�[OH[�M\SS`�HWWYLJPH[PUN�
a street art project involves coming across it repeatedly 
and being familiar with its context. It is therefore unlikely 
[OH[�]PL^LYZ�^OVZL�YLSH[PVU�^P[O�HU�HYLH� PZ�VUS`�Z\WLYÄJPHS�
will perceive its values, or even notice it. Consequently, 
tourists and customers of bars and restaurants, who visit 
areas to quickly consume them rather than to live them, will 
be more attracted to a conspicuous and easily-digested 
mural. This can explain why street art-related festivals favor 
T\YHSZ�� ZPUJL� MHJPSP[H[PUN� NLU[YPÄJH[PVU� HUK� V[OLY� MVYTZ� VM�
commercialisation of an area is often among the goals of 
LP[OLY� [OLPY�VYNHUPZLYZ�VY�VM� [OL�JP[`�VɉJPHSZ�^OV�HSSV^�[OL�
events to take place.

Notes

1 See Williams (2009).

��>P[O� [OL� [LYT� NYHɉ[P� ^L� YLMLY� OLYL� [V� [OL� UHTL�^YP[PUN�
culture that originated in New York city in the decade of 1970 
and was later exported to the whole world.

3 For a detailed analisys of all these factors see Abarca 
(2016).

4 See Abarca (forthcoming).

5 The idea of street artworks as events instead of objects was 
mentioned by North American artist Swoon in Sudbanthad 
(2004).

6 See for example Buren (1988), p. 5.

7 Some artists have found strategies that allow them to give 

photographs a closer link to the street artworks they capture. 
Among them is French artist Ernest Pignon-Ernest, who in 
the early 1970s pioneered the wheatpaste technique. The 
litographic prints he typically pastes in the streets are based 
on charcoal sketches, and he has created studio artworks 
that couple a sketch with a photograph of the resulting print 
installed on a wall. See for example Etude Johannesburg 
(2002).

8 The exhibition took place in 2017 at the Cantor Fitzgerald 
Gallery, Haverford.

9 French artist Invader came up with a related formula in the 
studio pieces he calls alias. An alias is one of his trademark 
mosaics encased inside a block of plexiglass. Each of 
Invader’Z� Z[YLL[�TVZHPJZ� PZ� KPɈLYLU[� MYVT�HSS� V[OLYZ� HUK� PZ�
PKLU[PÄLK� ^P[O� H� JVKL� UHTL�� ,HJO� alias is a unique and 
exact repica of one particular street piece, and it includes 
information of where and when the original was installed.

10 See for example Cornish Slate Ellipse (2009).

11 The exhibition took place in 2015 at the Antonia Puyó 
gallery in Zaragoza.

12 The exhibition took place in 2009 at Rojo Art Space in 
Milano.

13 For a full description of the projects see Abarca (2012). 
The publication includes an in-depth essay about the 
projects, and about the problems of working with street art 
in the white cube.

14 Abarca (2016).

15 Escif en Font de la Pólvora for Milestone Festival in 
Girona, Spain, 2015.
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