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After the Lisbon Street Art & Urban Creativity International 
Conference and book publishing in 2014, Seminar and 
Volume 1 (numbers 1 and 2) of the Street Art & Urban 
*YLH[P]P[`� :JPLU[PÄJ� 1V\YUHS� �PU� ������� [OL� X\HSP[ �̀� X\HU[P[`�
and originality of contributions from distinctive disciplinary 
ÄLSKZ��JVUÄYT�[OL�WLY[PULUJL�HUK�YLSL]HUJL�VM�V\Y�JVSSLJ[P]L�
ongoing work.

For the 2016 open call we invited contributions from all 
disciplines to discuss the tensions and complementarities of 
Center, Periphery, Theory and Practice, as concepts and as 
concrete characteristics of the Street Art & Urban Creativity 
research topic.

What makes it distinct to be in the center or in the periphery 
of the urban context, of the practice or theory? How the 
approach from the practitioners, the art critics, the bloggers, 
[OL�MVSSV^LYZ��JVU[HJ[�[OL�HJHKLTPJ�YLZLHYJO�HUK�ZJPLU[PÄJ�
approach? This are examples of the kind of issues that we 
were looking for to be addressed.

The 2016 edition, volume 2, is composed by 2 numbers, 
number 1 “Center, Periphery: Practice” and number 2 
“Center, Periphery: Theory”.

The number 1, addresses Center and Periphery issues 
of practical nature, texts directly related with authors and 
pieces, including distinct cities, and supports of creation 
such as photo and video, and also about research ethics.

The number 2, is devoted to Theoretical approaches to 
Center, Periphery. Addressing world geographies like 
Uruguay and Brazil, methodological geographies centered 
in values, also about digital geographies, including also for  
WOPSVZVWOPJHS�HUK�YLÅLJ[PVU�LZZH`Z�HUK�VUL�IVVR�YL]PL �̂

Contributions for this issue were selected from the received 
full papers blind peer review process developed by the 
:JPLU[PÄJ�*VTTP[[LL��;OL�M\SS�WHWLYZ�^LYL�Z\ITP[[LK��PU�VUL�
of three formats:

��ZJPLU[PÄJ�HY[PJSLZ"
��LZZH`Z�^VYRPUN�WHWLYZ"
- book or exhibition reviews.

([�H�[PTL�^OLU�.YHɉ[P�HUK�:[YLL[�(Y[�HYL�JSVZLY�[OHU�L]LY�VM�
HY[�THYRL[�HUK�PUZ[P[\[PVUZ��THU`�X\LZ[PVUZ�HYPZL��;OLZL�̂ LYL�
considered during the Lisbon Street Art & Urban Creativity 
International Conference organized by Urbancreativity, 
research topic associated with the research unit of Fine Art 
Faculty of Lisbon University and ISCTE-IUL, with the support 
of FCT (Science Foundation of Portuguese Government). 

We had been working on the Urbancreativity research topic 
since 2014, organizing conferences, editing books, the Street 
(Y[� 
� <YIHU� *YLH[P]P[`� :JPLU[PÄJ� 1V\YUHS�� HUK� KLSP]LYPUN�
services of consultancy and production. 

In the 2016 edition of the Conference and the second volume 
of the Journal, we addressed 2 main aspects: - sharing 
approaches between the academic and non-academic 
RUV^SLKNL� WYVK\J[PVU� VM� .YHɉ[P� HUK� :[YLL[� (Y["� �� OV^� [V�
intensify the relation of Design, Architecture and Urbanism 
^P[O�.YHɉ[P�HUK�:[YLL[�(Y[�

The Conference occurred on June 2016, the 16th and 17th 
in Fine Art Faculty of Lisbon University main Auditorium, and 
18th in ISCTE-IUL Architecture and Urbanism department.



5

 

:JPLU[PÄJ�*VTTP[[LL�
Christian Omodeo, Université Paris-Sorbonne, France
Domenica Arcuri, Università degli Studi di Napoli L’Orientale, Italy
Heike Derwanz, HafenCity University Hamburg, Germany
Ilaria Hoppe, Institut for Art and Visual History, Humboldt Universitat, Germany
Javier Abarca, Independent researcher, Spain
Jacob Kimvall, Stockholm University, Sweden
1LɈYL`�0HU�9VZZ��7O�+��<UP]LYZP[`�VM�)HS[PTVYL��<:(
Laura Novo de Azevedo, Oxford Brookes University, England
Lachlan MacDowall, Centre for Cultural Partnerships, University of Melbourne, Australia
Luca Borriello, Sapienza - Università di Roma, Italy
Maria João Gamito, Faculdade de Belas da Universidade de Lisboa, CIEBA, Portugal
Nick Dunn, Lancaster Institute for the Contemporary Arts, Lancaster University, UK 
Paulo Tormenta Pinto, ISCTE-IUL /  DINAMIA’CET, Portugal
Pedro Costa, ISCTE-IUL / DINAMIA’CET, Portugal
Peter Bengtsen, Art History and Visual Studies, Lund University, Sweden
Ronald Kramer, University of Auckland, New Zealand
Susan Hansen Middlesex University, UK

Executive committee

Pedro Soares Neves – CIEBA/FBA-UL 
+HUPLSH�:PT�LZ�¶�0/(�-*:/�<53"�0:*;,�0<3�
AP2 - Associação para a Participação Pública, Street & Urban Creativity Research Topic hub.

R&D units and institutions

*0,)(�-)(<3��(Y[PZ[PJ�:[\KPLZ�9LZLHYJO�*LU[YL���-HJ\S[`�VM�-PUL�(Y[Z�"
DINÂMIA’CET,  ISCTE -  Instituto Universitário de Lisboa.
FCT – Fundação para a Ciência e a Tecnologia

 
Contact and information

info@urbancreativity.org
Urbancreativity.org

Center, Periphery: TheorySAUC - Journal V2 - N2 



6

1. Introduction

;OL� JP[`� PZ� WYLZLU[LK� HZ� H� ZWHJL� VM� JVUÅPJ[�� JYPZPZ� HUK�
permanent construction, of social interactions with 
competing interests and, in many cases, contradictory. It 
HWWLHSZ�[V�H�JVUJLW[PVU�VM�H�JP[`�[OH[�T\Z[�IL�JVUX\LYLK��
“as an initiatory adventure that everyone has the right to live” 
(Borja, 2003: 32), which tends to a progressive privatization 
of the public space (Delgado & Malet, 2007), closely linked 
to consumption and to social issues such as exclusion and 
insecurity. In this context, where there are fewer areas for 
socialization and coexistence, they appear processes that 
restrict the emergence of an active citizenship or collective 
projects. From these interruptions, it is in the local territory 

where real possibilities of exchanges with the community 
open towards generating spaces of coexistence and 
sociability. The territory is understood as an expressive 
space of everyday life of those who live in it, it prints the 
socio-historical traces of the individuals who live there, 
KL[LYTPUPUN� [OLPY�LZZLU[PHS� JOHYHJ[LYPZ[PJZ�^P[OPU�H�ZWLJPÄJ�
OHIP[H[� �)VYQH������"�9VJJV������"�9VJOH�-\Y[HKV�
�=PLPYH�
AHULSSH����� "�==�((���������;O\Z��P[�[YHUZSH[LZ�[OL�KHPS`�SP]LZ�
of its inhabitants, building a heterogeneous symbolic space 
MYVT�[OL�JVUÅPJ[Z�JYLH[LK�I`�[OL�KP]LYZP[`�VM�P[Z�WVW\SH[PVU��
Tensions generated by individuals who live there build a 
material space shaping the social coexistence. As a result, it 
NP]LZ�H�KPɈLYLU[PHS�HWWYVWYPH[PVU�VM�WO`ZPJHS�ZWHJL�HUK�ZVJPHS�
PULX\HSP[PLZ�HYL�Z[YLUN[OLULK��-PSHYKV�L[�HS�������"�4tUKLa��

  Articles
 

Creativity and territory: 
;OL�JVUZ[Y\J[PVU�VM�JLU[LYZ�HUK�WLYPWOLYPLZ�MYVT�NYHɉ[P�HUK�Z[YLL[�HY[

Ricardo Klein
Professor and researcher at the Faculty of Social Sciences, Universidad de la República, Montevideo, Uruguay.
(ɉSPH[LK�9LZLHYJOLY�VM�[OL�*LU[LY�MVY�[OL�:[\K`�VM�*\S[\YL��7VSP[PJZ�HUK�:VJPL[ �̀�)HYJLSVUH�
rklein78@gmail.com

Abstract
;OPZ�HY[PJSL�HPTZ�[V�HUHS`aL�[OL�TLHUPUN�VM�[OL�K`UHTPJZ�VM�HY[^VYR�WYVK\J[PVU�[OH[�NYHɉ[P�HUK�Z[YLL[�HY[�HY[PZ[Z�J\YYLU[S`�KV�
MYVT�P[Z�JVUJLW[PVU�VM�[LYYP[VYPHS�JLU[LYZ�HUK�WLYPWOLYPLZ��;OL�JP[`�PZ�ZLLU�HZ�H�WSHJL�VM�JVUÅPJ[�HUK�[OL�[LYYP[VY`�HZ�[OL�SVJHS�
ZWHJL�^OLYL�P[�THUPMLZ[Z�P[ZLSM��-VY�NYHɉ[P�^YP[LYZ�HUK�Z[YLL[�HY[�HY[PZ[Z�[OL�JP[`�Z[HUKZ�Z`TIVSPJHSS`�HZ�[OL�SHYNLZ[�Z[YLL[�VM�HSS��
HZ�H�SHYNL�JHU]HZ�WYVK\J[PVU��;OLZL�HYL�]PZPVUZ�[OH[�YLZWVUK�[V�WYVJLZZLZ�[OH[�[OL�TLTILYZ�VM�NYHɉ[P�HUK�Z[YLL[�HY[�YLZWLJ[�
HUK� SLNP[PTH[L��;OL�JP[`� PZ� [OL�NYLH[�NVHS� [V�^PU� �P[Z�WSHJLZ�� P[Z�WO`ZPVNUVT �̀�I\[�HSZV� P[Z�Z`TIVSPJ�ZWHJLZ��� P[� PZ�H�ZWHJL�VM�
YLZPZ[HUJL�HUK�JVUZ[Y\J[PVU�VM�JP[PaLUZOPW��H�WSHJL�VM�ILSVUNPUN�[V�IL�THYRLK�HUK�KLSPULH[LK�HZ�H�Z`TIVSPJ�ZWHJL�VM�[LYYP[VYPHS�
appropriation.

;OL�WYLZLU[�KVJ\TLU[�[HRLZ�[OL�7O+�YLZLHYJO�KL]LSVWLK�I`�[OL�H\[OVY�\UKLY�[OL�7O+�PU�*\S[\YHS�4HUHNLTLU[�HUK�/LYP[HNL�
H[�[OL�<UP]LYZP[`�VM�)HYJLSVUH��0[�ZLLRZ�[V�HWWYVHJO�[OL�JYLH[P]L�WYVJLZZLZ�VM�HUHS`ZPZ��SLNP[PTHJ`�HUK�]HSVYPaH[PVU�PU�NYHɉ[P�HUK�
Z[YLL[�HY[�HUK��HZ�H�JHZL�VM�HUHS`ZPZ��[OL�YLZLHYJOLY�OHZ�JOVZLU�[OL�JP[PLZ�VM�)HYJLSVUH��:WHPU��HUK�4VU[L]PKLV��<Y\N\H`���0[�^HZ�
LZ[HISPZOLK��HZ�LTWPYPJHS�KVTHPU�VM�HUHS`ZPZ��KPZJV\YZLZ�MYVT����NYHɉ[P�^YP[LYZ�HUK�Z[YLL[�HY[�HY[PZ[Z�VM�[OL�TLU[PVULK�JP[PLZ��
[HRPUN�PU[V�HJJV\U[�ZVTL�YLSL]HU[�KPTLUZPVUZ�VM�[OLPY�WYHJ[PJLZ!�]HSVYPaH[PVU�� SLNP[PTHJ �̀�YLJVNUP[PVU��WYVMLZZPVUHSPaH[PVU�HUK�
[LJOUPJHS�ZWLJPHSPaH[PVU��HTVUN�V[OLYZ�

 

Keywords: .YHɉ[P�Z[YLL[�HY[��JYLH[P]P[ �̀�JP[ �̀�[LYYP[VY �̀�JLU[LYZ�WLYPWOLYPLZ��)HYJLSVUH�4VU[L]PKLV



����"�7YHKPSSH�*VIVZ���  �"�==�((���������0U�[OPZ�ZLUZL��P[�PZ�
UV[�VUS`� YLJVNUPaLK�HZ�H�ZWLJPÄJ�NLVNYHWOPJHS�HYLH��I\[� P[�
involves objective and subjective components of its people 
regarding their participation in local spaces.1 The exploration 
of their characteristics will mean the recognition of the 
needs and demands arising from that territory, allowing us to 
understand the complex social network that emerges from 
there (social, cultural and economic processes). The choice 
VM�NYHɉ[P�HUK�Z[YLL[�HY[��[OYV\NO�[OL�[LYYP[VY`�HUK�[OL�W\ISPJ�
ZWHJL� [OH[� KLSPTP[Z� P[�� PZ� KLÄULK�� HTVUN� V[OLY� YLHZVUZ��
by seeking to impact on and involve the city inhabitant, 
and to “break” with its everyday space (Ley & Cybriwsky, 
1974). In the territory, the power struggle appears between 
those who live the city as a collective creation and those 
who want to control their dynamics, as an appropriation of 
a “geographical and symbolic (space) and as a territory of 
social practices” (López, 1998:188).
 
The main objectives set out in this article, from the above 
TLU[PVULK��HYL�[V�KPZJ\ZZ�[OL�JVUJLW[PVU�[OH[�NYHɉ[P�^YP[LYZ�
and street art artists make about the production of artwork, 
from the delimitation of the territorial centers and peripheries. 
It is understood that this production does not respond 
merely from a geographical cut, but is driven by binding 
decisions on how they imagine and live the city from their 
artistic practices. For such purposes, the development will 
focus on two contexts, Barcelona and Montevideo, although 
the analysis can be extended to other cities that produce 
street art. Also, it will seek to explain how they structure 
and determine a geographical map of street art, taking 
into account the creativity processes they develop and the 
decisions they take to give continuity to their practices.

2. Methodological Issues
;V�KL]LSVW�[OL�WYLZLU[�YLZLHYJO��H�X\HSP[H[P]L�TL[OVKVSVNPJHS�
approach was taken (Taylor & Bogdan, 1994) and, for the 
gathering of information, interviews were used (Blanchet & 
Masonnart, 1989) of a focused type (Colognese, S., Bica de 
Mélo, 1998). Visual documents (Valles, 1999) and observation 
[LJOUPX\L��)SHUJOL[�
�4HZVUUHY[��� � "�.\ILY��������^LYL�
added as secondary sources.

 
1 Whether through public or private institutions or organized civil 
society.

In total, 70 interviews were conducted, of which 44 
JVYYLZWVUK� [V� NYHɉ[P� ^YP[LYZ� HUK� Z[YLL[� HY[PZ[Z� MYVT�
Barcelona and Montevideo. The rest were conducted with 
art gallery owners who sell this type of work, stakeholders 
specialized in the study of these urban expressions, public 
administration agents focused on public spaces and urban 
planning, and private project agents of urban creativity and 
murs lliures. Also, Photographic and audiovisual records of 
NYHɉ[P�HUK�Z[YLL[�HY[�PU�[OVZL�JP[PLZ�^LYL�[HRLU��;OLYL�^LYL�
approximately 17000 Photographs, of which 4000 belong 
[V�KPɈLYLU[� WYP]H[L� M\UKZ� �KVUH[LK�� HUK�������^LYL� [HRLU�
directly. Similarly, the researcher undertook some tasks as 
a participant observer such as territorial routes, and day 
HUK�UPNO[�[V\YZ��SVVRPUN�MVY�NYHɉ[P�HUK�Z[YLL[�HY[��-PUHSS �̀�[OL�
YLZLHYJOLY� QVPULK�ZVTL�NYHɉ[P�^YP[LYZ�HUK�Z[YLL[�HY[�HY[PZ[Z�
collectives in their street outputs.

For the selection of the interviewed artists, it was taken into 
HJJV\U[��HZ�H�Z[HY[PUN�WVPU[��[OVZL�NYHɉ[P�^YP[LYZ�HUK�Z[YLL[�
artists that were closer to the public space of the city and 
M\Y[OLY�MYVT�[OL�HY[�THYRL["�[OVZL�^P[O�PU[LYTLKPH[L�YLSH[PVUZ�
^P[O� [OL� W\ISPJ� ZWHJL� VM� [OL� JP[`� HUK� [OL� HY[�THYRL["� HUK�
those working away from the public space of the city and 
close to the art market. Likewise, it took into consideration 
[OLPY�WSHJL�PU�[OL�HJ[\HS�TVTLU[�VM�[OL�NYHɉ[P�HUK�Z[YLL[�HY[�
ZJLULZ� PU� 4VU[L]PKLV� HUK� )HYJLSVUH"� [OL� SLNP[PTHJ`� HUK�
]HSVYPaH[PVU�[OL`�YLJLP]L�MYVT�[OL�TLTILYZ�VM�[OLZL�NYV\WZ"�
the legitimacy and valorization they have from galleries 
[OH[� ZLSS� ^VYRZ� VM� NYHɉ[P� VY� Z[YLL[� HY[� HUK� OV^� [OL`� HYL�
recognized by private projects working in the area of urban 
creativity. Moreover, the researcher considered, as a third 
block of criteria, the level of professionalism, creating three 
criteria: 1 (professional), 2 (on the road to professionalism) 
and 3 (not professional). Finally, the references cited are: B 
(Barcelona) and M (Montevideo). The accompanying number 
corresponds to each particular interview.

.YHɉ[P�HUK�Z[YLL[�HY[!�JVUJLW[Z�\UKLY�JVUZ[Y\J[PVU
;OLYL� PZ� UV�\UHUPTV\ZS`� HJJLW[LK� [OLVYL[PJHS� KLÄUP[PVU�VM�
^OH[� PZ� NYHɉ[P� VY� Z[YLL[� HY[��*VUJLW[\HSS �̀� [OLYL�TH`� L_PZ[�
JLY[HPU�HWWYVHJOLZ��Z\JO�HZ�Z[YLL[�HY[��.HIIH �̀�����"�/LYYLYH�

�6SH`H��������VY�\YIHU�HY[��(IHYJH������"�*HUHSLZ�/PKHSNV��
2008). From other perspectives, these urban expressions 
could be approached as a type of art or as an artistic line, such 
as contextual art (Ardenne, 2006) or relational art (Bourriaud, 

7
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2008). There are no agreements in this regard, nor from the 
most formal art market positions, nor from those that arise 
MYVT�[OL�^VYSK�VM�NYHɉ[P�HUK�Z[YLL[�HY[��2SLPU���������0UKLLK��
many members of these groups are not recognized as 
artists, even if they are considered as professionals (Menger, 
1999, 2009). Also, some authors understand these practices 
as ways of making art illegally in public space (Calogirou, 
����"�:JOHJ[LY��������MYVT�[OL�JOHUNLZ�L_WLYPLUJLK�PU�[OL�
W\ISPJ�ZWHJL�VM�[OL�JP[PLZ��I\[�UV[�HSS�NYHɉ[P�VY�Z[YLL[�HY[� PZ�
done illegally (Klein, 2014). In fact, nowadays, they develop 
creative strategies to legitimize their practices despite being 
[OLT� PSSLNHS� HJ[PVUZ�� -VY� L_HTWSL�� ZVTL�NYHɉ[P� HUK� Z[YLL[�
art artists avoid complaints from neighbors or police reports 
by building and generating convincing speeches to prevent 
JVUÅPJ[Z�� -VY� PUZ[HUJL�� [OL`� WVZL� HZ� Z[\KLU[Z� MYVT� [OL�
Faculty of Fine Arts and they simulate they are doing their 
practical courses, and so they legitimize and institutionalize 
their practices.

Moreover, the durability of the work was central on the origin 
VM� [OL� L_WYLZZPVU�� ILJVTPUN� H� THQVY� LSLTLU[� PU� KLÄUPUN�
NYHɉ[P�HUK�Z[YLL[�HY[�HZ�LWOLTLYHS�\YIHU�L_WYLZZPVUZ"�I\[�[OL�
permanence of time became relative to new technologies, 
the internet and digital cameras. What “before” looked 
passing and transitory, it is now perennial and eternal. For 
L_HTWSL��[OL�SLNP[PTHJ`�NHTLZ�HTVUN�[OL�NYHɉ[P�HY[PZ[Z�[OH[�
YHPKLK�[OL�Z\I^H`�HY[��*HZ[SLTHU������"�*VVWLY�
�*OHSMHU[��
1984), in 1970s in New York, took the durability of the work 
as one of its most important components. This item was 
part of that getting up (Castleman, 2002), so necessary to 
achieve appreciation, respect and legitimacy as a member 
of a subculture or counterculture group of the prevailing 
OLNLTVU`��)LJRLY����� "�4VYLH\�
�(SKLYTHU��������

3. The street and the construction of regional centers 
and peripheries
-VY�NYHɉ[P�HUK�Z[YLL[�HY[�HY[PZ[Z��[OL�JP[`�Z[HUKZ�Z`TIVSPJHSS`�
as a large canvas production, a monumental work that is 
UL]LY�ÄUPZOLK��;OLZL�]PZPVUZ�YLZWVUK�[V�[OL�K`UHTPJZ�[OH[�
TLTILYZ�VM�NYHɉ[P�HUK�Z[YLL[�HY[�JVTT\UP[PLZ�YLZWLJ[�HUK�
legitimate. From the respect for these internal codes of 
JVL_PZ[LUJL�� [OLPY� L_WLYPLUJL� HZ� NYHɉ[P� ^YP[LYZ� HUK� Z[YLL[�
artists will have presence in the large canvas mentioned. 
“There are always codes, the street has its codes. Like 
life, street painting has codes.” [artists\M25). Making new 

walls, sharing or covering them are three of the dynamics 
of intervention being carried out by members of street art. 
0[�PZ�H�JP[`�[OH[�JVUZ[HU[S`�T\[H[LZ��[OH[�PZ�JVUX\LYLK��)VYQH��
2003) because it is understood as a space of resistance 
and construction of citizenship, as a place to belong, to 
be marked and delimited as a symbolic appropriation of 
territorial space: “Montevideo, I was born here and I live 
here. And it is my city” (artists/M19).
 
On a second level, the city gives space to the street as the 
material destiny of intervention. It is the most direct and 
WYPTP[P]L� JVU[HJ[� [OH[� [OL� NYHɉ[P� ^YP[LY� VY� [OL� Z[YLL[� HY[PZ[�
understands that he or she owns to express and to represent 
their view of the world through their work, then the social 
networks will circulate their instances of legitimacy. Part of 
[OL� JVSSLJ[P]L� VM� NYHɉ[P� ^YP[LYZ� HUK� Z[YLL[� HY[PZ[Z� WLYMVYTZ�
artwork in public space because it is based on the idea that 
the   city/street belongs to everyone. “That’s normal, it is the 
street, the street is free” (artists/B2). Under this slogan, they 
build their internal rules between chance, the codes that arise 
from the very genesis of the expression and the watchful 
eye of contemporaneity. The confrontation over the use and 
HWWYVWYPH[PVU�VM� [OL� [LYYP[VY`�HWWYVHJOLZ�KPɈLYLU[�IVYKLYZ!�
the place of private advertising in public space, the role of 
historic buildings and monuments, the construction of the 
concept of heritage and its role in the current urban context, 
the impact of architecture in the management of public 
administration and their view over the city and the place that 
is given to other forms of art in public space, among others.

“(...) the street is everybody’s, people use it as they want. I 
KV�UV[�RUV �̂�P[»Z�H�SP[[SL�KPɉJ\S[��PZU»[�P[&��[V�KLMLUK�VUL�[OPUN��
For me is art, for me is on the street and it is a language and 
a way to express themselves.” [artists\B5)
 
“For me, the street belongs to everyone, is neither of who 
makes tag, nor who does urban art, nor who does nothing. 
The street belongs to everyone. It is a shared space. (...) I 
ÄUK�P[�HTHaPUN��0�SV]L�[OH[�[OLYL�PZ�[OPZ�JVU[YHKPJ[PVU�HUK�^L�
must live with this issue. “[artists\M2)

0U�NLULYHS��WHY[�VM�[OL�JVSSLJ[P]L�VM�NYHɉ[P�^YP[LYZ�HUK�Z[YLL[�
HY[PZ[Z�\UKLYZ[HUKZ�[OH[�[OL�Z[YLL[�HJX\PYLZ�TVYL�JVSVY�HUK�
SPML�I`�[OL�L_PZ[LUJL�VM�[OLZL�HY[PZ[PJ�WYHJ[PJLZ"�[OL`�MLLS�[OL`�
give a “battle” - through practice - against the city’s agony and 



frustration. In short, against the “gray” that symbolically 
permeates the city. That is, there is an aesthetic contribution 
but they also seek the joy of the people when they see their 
works, they link street art with that emotion and the feeling of 
happiness. So this expression in the city is to communicate 
something and “basically, to give gifts to people who are sad 
every day, getting up at 5 am to go to work.” [artists\M10). 
;OLZL�]PZPVUZ�KV�UV[�YLZWVUK�[V�H�ZWLJPÄJ�[`WL�VM�ZVJPL[`�VY�H�
particular contextual model. From this place, the contribution 
PZ�HS^H`Z�WVZP[P]L�HUK�M\SÄSSZ�H�ZVJPHS�YVSL�^P[O�[OL�PUOHIP[HU[��
They understand that there is a drop in the public space and 
through these practices they provide new morphologies to 
[OL� JP[ �̀� ;OYV\NO� [OLPY� HJ[PVUZ�� [OL`� YLJVUÄN\YL�TH[LYPHSS`�
and emotionally the urban gaps emerging in the city. These 
processes do not occur only with the street art of Barcelona 
HUK�4VU[L]PKLV��^L�JHU�ÄUK�[OLT�PU�JP[PLZ�Z\JO�HZ�)\LUVZ�
Aires, Lima, Berlin, Porto, Granada, Bristol or Paris.2

��7LYOHWZ�YPNO[�UV^�[OL�TVZ[�PTWVY[HU[�,\YVWLHU�JP[`�H[�NYHɉ[P 
and street art level.

Also, from their perspective, the city is dynamic and changing, 
fragmenting however many times they need it. This territorial 
redistribution is explained from their interventions and how 
the public administration, and the local districts, apply the 
rules of social coexistence in the public space. Because 
in Barcelona there are “much more rigid regulations in the 
district of Ciutat Vella than in the Nou Barris district. Gràcia 
is very complicated also, by the issue of urbanization” 
[artists\B2). In these logics of artistic production, the building 
of territorial areas of the city disappears according to the 
binomial centers or peripheries. These spaces engage and 
YLZPNUPM`� MYVT� PU[LU[PVUZ� HUK� PU[LYLZ[Z� [OH[� NYHɉ[P� ^YP[LYZ�
and street artists have as a target for intervention. From their 
point of view, the illegality of intervening in the public space 
in the city center is transformed symbolically in a legal aspect 
in territorial peripheries, although formally it continues to be 
an illegal practice. One of the few exceptions where centers 
and territorial peripheries remain per se is when they take 
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the risk of doing artwork with a high police control in the 
W\ISPJ�ZWHJL��0U�[OPZ�^H �̀�[OL�NYHɉ[P�^YP[LYZ�HUK�Z[YLL[�HY[PZ[Z�
consider that there are necessary costs in order to obtain 
(and appropriate) empirically a territory with symbolic and 
material disputes. 

;OLZL� ÄNO[Z� MVY� [OL� HWWYVWPH[PVU� VM� WSHJL� HYL� UV[� VUS`�
NLULYH[LK�PU�[OL�[LUZPVU�IL[^LLU�NYHɉ[P�^YP[LYZ�HUK�Z[YLL[�
HY[PZ[Z� HUK� [OL� W\ISPJ� HKTPUPZ[YH[PVU� �WVSPJL�"� WHY[� VM� [OL�
NYV\W�VM�NYHɉ[P�̂ YP[LYZ�HUK�Z[YLL[�HY[PZ[Z�HSZV�WYVTV[LZ�[OLZL�
practices:

“in Barcelona, the artistic level is impressive, in terms of 
styles. Because here only paints the people who are really 
WHZZPVUH[L�HIV\["�ILJH\ZL�WLVWSL�^OV�WHPU[LK�MVY�MHZOPVU��
now it is not possible, that is, it is nearly impossible to paint 
in Barcelona, the passionate one is the only who paints, the 
old and the new that have guts, or the new ones who still they 
OH]L�ÄULZ�VM�������HUK�������L\YVZ�HUK�[OL`�HYL�VR��;OL�KH`�

something happens to them, it will come up. “Should I keep 
doing this?”, “Is it worth?” And surely they will say “no, it is 
not worth”, “it’s been fun”. [artists\B13)  

What they always aim for, beyond near or territorial 
distances between centers and peripheries of the city, is the 
searching, the gathering and the production of walls with 
high visibility of the work. The centers always attract. An 
action that decentralizes these territorial productions are the 
JVU]LU[PVUZ�VM�NYHɉ[P��\Z\HSS`�WLYMVYTLK�PU�[OL�WLYPWOLYPLZ�
of the city. These coordinated activities mobilize and activate 
the territory for the artwork production and a recognition of 
other territorial areas that are not part of the nerve centers of 
the city. To be part of a crew also contributes to the division 
of the territory, the number of members allows them to 
multiply the number and the breadth of obtained spaces, 
especially in cities with characteristics like Barcelona,   where 
P[�ILJVTLZ�L_[YLTLS`�KPɉJ\S[� [V�WHPU[�^P[OV\[�ILPUN�MV\UK�
by the police. An alternative possibility is to paint on the 

Fig. 2 Berlin, Photo by Ricardo Klein



framework of private projects that manage “free walls”, 
but part of the collective disagree on making work in areas 
with such characteristics: legal walls, managed by a private 
project, giving personal data, etc. 

“I do not have to ask anyone’s permission to paint. I mean, 
I prefer to ask permission from a man on his blind and to be 
able to paint it, than to go to a legal wall, paint it and the next 
day someone has deleted it. Because it will come another 
person that will paint it, so it is cyclical, those are the legal 
walls. I am not convinced about that. I paint on the street 
and what I paint on the street are mostly blinds, abandoned 
places, to rent or whatever, and then I go and I paint them, 
namely, I paint them illegally. But I go there during the day 
and I wear my clothes like I was doing a good job and there 
it is.” [artists\B5)

In any case, the search is to go to the peripheries of the city 
VY�L]LU�V\[�VM�P[��ÄUKPUN�]HJHU[�I\PSKPUN�SV[Z��[\UULSZ��IYPKNLZ�

or abandoned factories are a constant in this regard. The 
street becomes an open air auction where its buyers are the 
NYHɉ[P�^YP[LYZ�HUK�Z[YLL[�HY[PZ[Z�^OV�KV�UV[�WH`�TVUL`�MVY�
obtaining each place.

These starting points and daily walks build and display a 

geographical (and familiar) map for future works in the public 
space. The repetitiveness of their local tours produces 
VIZLY]H[PVUZ�[OH[�OLSW�[V�ÄUK�WVZZPISL�HYLHZ�[V�HJ[��;OLZL�
territorial markings become their menu of options to 
intervene. They conceive the walls as an extension of their 
L`LZ��^OPJO�PZ�^O`�UV[�HSS�[OL�JP[`�^HSSZ�HYL�LX\HS��VUS`�[OVZL�
who can convey a certain sense will be taken into account. 
For instance, those places that achieve high visibility in 
public space (for example, because of the high number of 
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Fig. 4 Montevideo, Photo by Ricardo Klein
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people and transport that can pass through there) are the 
most looked to be painted. These tours translate a map 
VM�\YIHU�NLVNYHWO`� [OH[� LHJO�NYHɉ[P�^YP[LY�VY� Z[YLL[� HY[PZ[�
PZ� V\[SPUPUN� ^P[O� [OLPY� ^VYR� [OYV\NO� [OL� JP[ �̀� ;OL� KPɈLYLU[�
tours, at least the initial ones, leave footprints around the 
artists’ everyday places: their home, their workplace, their 
neighborhood, among others. “If I had a map and I put 
together all the drawings, I will make a good tour of all the 
places I was.” [artists\M10). 

There is no necessary coordination between the chosen 
wall and the sketch that will be stamped on it. Nor is there a 
creative correlation in this regard. The priority is the wall to 
select, the hardware where to paint the artwork. Likewise, 
other relevant factors will be taken into account as part of 
[OL� JYLH[P]L� WYVJLZZ!� [OL� SPNO[� �UH[\YHS� HUK� HY[PÄJPHS�� [OH[�
converges on that wall, the materials and colors that the 
artist has at that time and, ultimately, the number of people 
who pass by.

Even if it is a common place to walk, the number of people 
walking on that area is one of the key variables to choose 

[OL�ÄUHS�WSHJL��>OPSL� [OLYL� PZ�HU� PKLHSPaH[PVU�[OH[�Z[YLL[�HY[�
is generated in all neighborhoods, the fact is that these 
expressions are done in targeted areas of the city. Beyond 
[OL� JPYJ\TZ[HUJLZ� H[� [OL� [PTL�� NYHɉ[P� ^YP[LYZ� HUK� Z[YLL[�
artists see the territory as having a wide range of possibilities 
for the creative impulse, they live the city as the natural 
center of operations for the creation of artwork.

In their movements, there is always the intention to win the 
territory, to discover and somehow to make it their own, 
which ultimately stands as a space power. Even, sometimes, 
to avoid losing it to other colleagues, they generate initiatives 
more related to street craftiness than creative activity. For 
instance, they write on the chosen walls the word “reserved” 
or they make a very simple work (a bomb in two colors, 
for example) to indicate, symbolically, territoriality and 
ownership. The walls they select stay marked as an advance 
for future and more complex artistic interventions, although 
in some cases they eventually decide not to touch them. 
For some artists the walls speak, they feel that public space 
invites them to intervene, creating, somehow, metaphoric 
relations based on the need to mediate with their practice 

Fig. 6 Lima, Photo by Ricardo Klein



in the city. While being an owner is an abstract concept of 
territory, it becomes empirical when it comes to walls located 
in more local territories, containing neighborhood identity. 
The neighborhood where they live is the home outdoors.

“Of course, when you decorate your home, you put a picture 
here because it is good or you put a plant there because it 
is good, it is the same. Your neighborhood wants a good 
look...” [artists\M1)

Many times the dialogue with neighbors enables them to 
achieve that “owning” of the physical space of the city. The 
IHZPJ� WYLYVNH[P]LZ� HYL� [^V� HZ� [OL� JVUX\LZ[� VM� [LYYP[VY`!� P��
ILJH\ZL�OL�VY� ZOL� PZ� [OL�ÄYZ[� [V�HYYP]L�HUK� PP�� ILJH\ZL�OL�
or she made a work on “conditions”, i.e. considered with 
certain value for the group and for the expression itself. From 
[OLZL�]PL^Z��MVY�H�OPNO�L_WVZ\YL�SL]LS�^HSS�P[�^PSS�IL�KPɉJ\S[�
to be maintained in the public space with only two tags, or a 
little worked bomb. In brief, it is everything about unwritten 
JVKLZ�VM�YLZWLJ[��^OPJO�OV]LYZ�IL[^LLU�TLTILYZ�VM�NYHɉ[P�
and street art communities but is never told orally, among 
other reasons, because it is not necessary. Those who feel 
part of these groups know this primordial rule of expression: 
one must respect to be respected. Afterwards, will come, or 
not, legitimacy, recovery and prestige.

4. Conclusions

;OL� WYHJ[PJLZ� VM� NYHɉ[P� HUK� Z[YLL[� HY[� OH]L� ILLU� MLLKPUN�
back processes related to the most local experience 
of expression, with dynamics that link with the global 
movements of creation. Part of the transitions generated 
by those members who seek and pass through the path of 
professionalization is precisely to go out of those closest 
SPTP[Z�[V�[OLPY�ÄYZ[�L_WLYPLUJLZ�VM�Z[YLL[�PU[LY]LU[PVU�

This global movement, that transcends the local scene, 
sometimes results in collaborative projects between artists 
MYVT� KPɈLYLU[� JV\U[YPLZ�� 0U� ZVTL� JHZLZ�� [OL� YLSH[PVUZOPW�
among international artists is greater than with their 
colleagues in the local scene. They join a common search 
to consolidate and share aesthetics, to keep doing projects 
to strengthen transnational dialogues, identifying logics of 
every local town and moving them to an imaginary global 
city, adapting to each one the project itself, a singular work 
dialoguing with multiple cities at once. Because Barcelona,   
Buenos Aires or Bristol are not the same. 

;OL�KPZJV]LYPLZ�HUK� [LYYP[VYPHS� JVUX\LZ[Z�I`�NYHɉ[P�^YP[LYZ�
and street artists build an understanding of the possibility 
that a member of one group paints in a territory that already 
has an owner. It is for this reason that contradictions or 
tensions over shared territories can be generated. The 
JVSSLJ[P]L�^PSS� ILNPU� [V�X\LZ[PVU� [OL� SLNP[PTHJ`�VM� HU� HY[PZ[�
that always paints in the same areas and new views of 
valorization will be built about their place as a street artist. 
Because stagnate is synonymous with immobility, and who 
stands still loses visibility. In some cases, the greater the 
areas of presence, the greatest respect is achieved among 
their peers. These power and ownership games are constant. 
0U�VSK�ZJOVVS�NYHɉ[P�^YP[LYZ�� [OPZ�]PL^� PZ�TVYL�L]PKLU[�HUK�
there is no discussion of this rule. Perhaps for the street 
artists, especially the muralists, this visibility is obscured by 
other interests, for example, the concern to accomplish work 
VM�OPNOLY�X\HSP[`�[OHU�WYL]PV\ZS`�YLHSPaLK��0U�[OPZ�JVUZPZ[Z�H�
desire to keep evolving, as the internal jargon of the group 
says. The expansion of the artwork in the city results in 
[OL�ZWYLHK�VM� [OL�^VYR�VM�LHJO�NYHɉ[P�HUK�Z[YLL[�HY[PZ[�� 0U�
summary, as previously mentioned, this is the reproduction 
and growth of the personal ego.
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4VYLV]LY��[V�HJJLZZ�HUK�^VYR�PU�JVUX\LYLK�[LYYP[VYPLZ�[OL`�
T\Z[�YLX\LZ[�WLYTPZZPVU��VY�[OL`�OH]L�[V�IL�PU]P[LK�I`�ZVTL�
VM� [OL�NYHɉ[P�^YP[LYZ�VY�Z[YLL[�HY[PZ[Z� [OH[� ¸V^U¹� [OLT��)\[�
these dynamics are circular, that is, on the one hand they 
THRL�[OL�PU]P[H[PVU"�VU�[OL�V[OLY��[OL�^OVSL�NYV\W�KVLZ�UV[�
travel throughout the entire city. As large movements in the 
territory are not always generated, no tensions are created 
in relation to the uses and occupations of the spaces. From 
the view of the members of the group, sharing a wall is more 
than to paint together for a Photo. It is a time of community, 
to feel comfortable while you paint for a common purpose. 
And this is achieved only by working on other things that 
do not strictly relate to the mural intervention. That is why 
many artists highlight the friendship that unites them, in 
THU`� JHZLZ�� WYPVY� [V� [OL� Z[HY[� VM� [OL� NYHɉ[P� VY� Z[YLL[� HY[�
adventure. An example of this is the “train” experience. It 

is practically impossible to carry out an intervention in this 
YLNHYK� ^P[OV\[� M\SS� JVUÄKLUJL� HTVUN� P[Z� TLTILYZ�� ;OL`�
are extreme situations because they know that if the police 
arrest them, it will be a negative point for their positioning, 
legitimacy, appreciation and respect in the internal dynamics 
of the expanded group. Being arrested by the police is 
UV[� Z`UVU`TV\Z� ^P[O� TVYL� WYLZ[PNL"� VU� [OL� JVU[YHY �̀� P[�
is a symptom of not having prepared well enough the 
intervention strategy, and therefore they go down few steps 
with reference to their peers.

-PUHSS �̀� P[� PZ� \UKLYZ[VVK� [OH[� [OL� NYHɉ[P� ^YP[LY� HUK� Z[YLL[�
artist is a global artist. While there are territorial references 
that are direct to the production of work of each of them, 
they do not belong exclusively to the local sphere. It is an 
art that can be performed in one’s place of residence and 

Fig. 8 Montevideo, Photo by Ricardo Klein



elsewhere in the world. These processes brought new 
K`UHTPJZ�[V�[OL�WYVMLZZPVUHS�ÄLSK�MVY�\YIHU�HY[PZ[Z��^VYR�UV�
longer accumulates or focuses exclusively on the local level. 
For many, it is a global art form, where the production of 
work can occur anywhere – even the search for new areas of 
creativity can emphasize the need for movement.
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Ironic and provocative poetic phrases take the walls in a 
UL^�RPUK�VM�HJ[PVU�[OH[�OHZ�PU[LUZPÄLK�PU�[OL�SHZ[�`LHYZ�HUK�
has become more and more common on the walls of the 
city. Usually located in places of great movement of people, 
these phrases evoke thoughts about the daily lives of the 
individuals in the city. The walls, before covered only by 
JVSVYM\S�NYHɉ[P�T\YHSZ��ILNPU�[V�WYV]PKL�UL^�L_WLYPLUJLZ�

These are mostly anonymous inscriptions in which their 
authors also prefer to remain anonymous, away from the 
spotlight, the galleries and the media. A mean of resistance 
and informal and urban communication that presents 
ZWLJPÄJ� JOHYHJ[LYPZ[PJZ� HUK� PTWLYH[P]LZ��^OPJO�THRL� [OLPY�
intervention a marginal practice that is highly relativized with 
the place and the moment of their inscription in a territorial 
correlation (Canclini, 2008). An experience that has the 
power to change the perception of used spaces as support 
[V� HTWSPM`� P[Z� TLHUPUNZ�� ;OL� ZWHJL� VM� [OL� ÅV^� HUK� [OL�
constant transformation becomes a space of renewal of the 
perceptual experiment.

;OLZL�HYL�PU[LY]LU[PVUZ�[OH[�JVU[YPI\[L�[V�KLÄUPUN�[OL�\YIHU�
space of the city, creating new plots between wall and 
frontages, besides emphasizing new aspects, which until 
then were not enrolled in those places. The inscriptions 
contribute to rethinking the meaning of everyday actions, 
as well as its relations with the city, the architecture and 
[OL�\YIHU�LU]PYVUTLU[��;OPZ�PZ�H�WYHJ[PJL�[OH[�YLKLÄULZ�[OL�
ZWLJPÄJP[`�VM�[OLZL�ZHTL�Z\WWVY[Z�HUK�WYV]PKLZ�H�UL^�RPUK�
of esthetic, political, poetic or even ironic experience in the 
midst of daily life.

These are little actions that generate a kind of dislocation, a 
SPNO[�TVKPÄJH[PVU� PU�[OL�\YIHU� SHUKZJHWL�[OH[�JHU�ILJVTL�
a vector of an even bigger intervention through the reaction 
of the individuals who experiment with them. 4VKPÄJH[PVUZ�
of a static support that facilitates an important dynamic. 
(JJVYKPUN� [V�4HɈLZVSP� �������� [OL� WVZ[�TVKLYU� YO`[OT� PZ�
made of the encounter of these fragments of non temporality, 
in which the ludic and the imaginary punctuate the daily life.
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Keywords: Transgression, urban intervention, Rio de Janeiro

Center, Periphery: TheorySAUC - Journal V2 - N2



“Stop here, appreciate life for a minute and smile”. The 
phrase of #oraculoproject�� WHPU[LK� PUZPKL� H� ZX\HYL� PU� [OL�
ground, through stencil, invites a pause in daily life, a relief 
in the middle of the city chaos, one minute of leisure in the 
middle of the way. Oraculo, as the author prefers to be 
PKLU[PÄLK��YLTHPUZ�HUVU`TV\Z�HUK�WYLZLY]LZ�[OLPY�MYLLKVT�
VM�ZWLLJO��;OL`�WVPU[�V\[�[OH[�P[�PZ�H�YLWYLZLU[H[PVU�[OH[�Ä[Z�
into any citizen:

The stencil “stop here appreciate LIFE for a minute 

HUK�ZTPSL�¹�YLWYLZLU[Z�NYH[P[\KL�MVY�[OL�VWWVY[\UP[`�
[V� SP]L�HSS� [OPZ� ���� � 0U� [OL� Y\ZO�VM�L]LY`KH`� SPML��^P[O�
[OL�HTV\U[�VM�PUMVYTH[PVU�^L�HYL�IVTIHYKLK�^P[O��
^L�VM[LU�MVYNL[�[V�Z[VW��LUQV`�30-,��LUQV`�^OH[�`V\�
^HU[� ���� ^P[OV\[� TVKLYH[PVU�� [OL� HPY�� [OL� ZLH�� [OL�
WLVWSL�HYV\UK��L[J��� HUK�NP]L� [OHURZ�^P[O� H� ZTPSL�
�6YHJ\SV��PU�PU[LY]PL^�^P[O�[OL�H\[OVY�VU�5V]LTILY�
�����������

Six years later, many are the interventions that were created 
and spread through the city, usually with versions in 
Portuguese and English, and using, most of the time, stencils 
as the vehicle for communication. These interventions open 
a way to the appreciation of the ephemeral and spontaneous 
in everyday life, and make it possible to understand the 

sense that Holderlin gives the dwelling when they propose 
that, “the man poetically inhabits the world” ((W\K Carlos, 
������W��������<USPRL�JVU[LTWVYHY`�NYHɉ[P�ZLLRPUN�MHTL�HUK�
recognition, it is about a kind of appropriation of the urban 
space, which implies acting, feeling and understanding 
[OL� JP[`� PU� H� KPɈLYLU[� THUULY�� ;OLZL� HYL� PUZJYPW[PVUZ� [OH[�
contribute to the formation of identity and visibility in the city, 
modifying it while humanizing it.

0U� [OL� ZHTL� ZLYPLZ�� [OLYL� PZ� [OL� ¸Z[VW� OLYL��THRL�
H� ^PZO�� SLH]L� HUK�THRL� P[� OHWWLU�¹� � :`TIVSPaPUN�
[OL�KYLHTZ�HUK�[OL�HIPSP[`�[V�M\SÄSS�[OLT��P[�KVLZ�UV[�
KLWLUK�VU�:HU[H�*SH\Z�VY�[OL�[VV[O�MHPY �̀�I\[�`V\��
HUK�VUS`�`V\��:LY]LZ�HZ�TV[P]H[PVU�� SPRL�H�W\ZO�����
>OH[L]LY�`V\Y�KLZPYL�����4HRL�P[�OHWWLU���6YHJ\SV��
PU�PU[LY]PL^�^P[O�[OL�H\[OVY�VU�5V]LTILY�����������

Among the other interventions cited by Oraculo, can be 
listed: a star with the phrase “you are a star”, that has the 
objective to work as a cuddle in the middle of pedestrians, 
H�^H`�[V�ZOV^�OV^�LHJO�WLYZVU�PZ�\UPX\L�HUK�ZWLJPHS"�HU�
“x” with the saying “right place right time”, meaning that all 
WSHJLZ�HYL�YPNO[�WSHJLZ�[V�IL�HUK�TV]L�MVY^HYK"�[OL�WOYHZL�
put in the cycle ways “Y\U�HUK�UL]LY�SVVR�IHJR¹��[OH[�H[�ÄYZ[�
refers to an incentive to healthy living, but also to forget the 
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Fig. 1 Oraculo Project, Photo by Hely Costa Júnior,
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NY\KNLZ�VM�[OL�WHZ[�^P[OV\[�YLNYL[Z"�[OL�¸+tQH�]\¹�WHPU[LK�PU�
public places like crosswalks reinforces the sensation that 
that moment had been experimented with previously and 
also the paint, with red ink over tree trunks that have been 
cut, as if it was blood from the tree, they seek to alert us to 
the destruction of nature.

In the middle of the hectic and chaotic Rio de Janeiro, 
the oraculoproject seems to show that man is more than 
a productive being and that our relations go beyond our 
PUZLY[PVU� PU� [OL� ÅL_PISL� TVKLZ� VM� WYVK\J[PVU� PTWVZLK� I`�
capitalism. For the author, it is a transgressive poetry project, 
^OPJO�\ZLZ�[OL�HY[�HZ�ZV�JHSSLK�\YIHU�]LOPJSL�HUK�ZV�KPɈLYZ�
MYVT�NYHWOP[L� HUK� NYHɉ[P�� HS[OV\NO� \ZPUN� [OL� ZHTL� ZWHJL�
and tools.

0� ILSPL]L� [OH[� [OL� VYHJSLWYVQLJ[� PZ� SVJH[LK� PU� HU�
art niche where art extends up where you can 

not measure or imagine. I’m not sure who will go 

[OYV\NO�[OLYL��^OH[�^PSS� [OPZ�JP[PaLU�[OPUR�� PM�OL�^PSS�
IL�[V\JOLK�VY�UV[��PM�P[�^PSS�THRL�H�KPɈLYLUJL�PU�OPZ�
SPML�����VY�L]LU�PM�OL�̂ PSS�YLHSPaL�[OH[�[OPZ�PZ�HY[��6YHJ\SV��
(W\K�4LULaLZ"�4HaaHJHYV��������Z�W����

A political action that can be understood as an instance, in 
P[Z� Z[YVUNLZ[� ZLUZL�� [OH[� KLÄULZ� [OL� ZVJPHS� SPML�� SPTP[PUN� P[��
HUK� JVUZ[YHPUPUN� P[�^OPSL� HSSV^PUN� P[Z� L_PZ[LUJL� �4HɈLZVSSP��
2015). Interventions that provoke ruptures in the mechanical 
order of the city and that introduce a kind of discontinuity. 
(� ZTHSS�� VM[LU� ÅLL[PUN� [YHUZMVYTH[PVU� [OH[� OHZ� [OL� WV^LY�
[V� JOHUNL� [OL� Z\YYV\UKPUNZ� HUK� [HRL� [OL� X\LZ[PVU� [V� [OL�
irregular rhythm of daily life. These inscriptions are produced 
from the appropriation of public spaces, involving them with 
irony, poetry, politics, and so transforming them. An act that 
moves away from repetitive gestures, standard behavior and 
YLWYVK\J[PVU��SPM[PUN�VɈ�[OL�OVTVNLULP[`�PTWVZLK�I`�KHPS`�SPML�
and allowing us to think about the limits imposed by the city 
space time. As phrases such as “Have you loved today?” 
spread through streets and avenues, it can be said, as stated 
by Le Breton (2006), a new emotional culture, averse to the 
rhythm and values imposed by capitalist society, is under 
social construction in the city.

In the white walls and forgotten spaces as low walls of 
NHYKLUZ��HZ�^LSS�HZ�[OL�ZHTL�^HSSZ�^OLYL�H\[OVYPaLK�NYHɉ[P�

are carried out and legitimized by society, emerge these 
phrases that act as a form of resistance, escape possibilities 
and gateway. Inscriptions that establish themselves from 
the multiplicity and the social fabric networks as a form of 
resistance appear in multiple spots, prone to transgress, 
disobey, resist and rebel. Where there is a relationship 
of power, there is also a perspective of resistance and 
opposition (Foucault, 1985).

These are forces that converge to the defense of freedom. 
Strategic games between freedom and anonymity of who 
WHPU[Z� [OLT� HUK� [OL� HSPLUH[PVU� VM� NYHɉ[P� HY[PZ[Z�� PU� ^OPJO�
the market and the laws attempt to control their behavior 
^OPSL�V[OLY�WLVWSL�ÄNO[�[V�UV[�IL�KVTPUH[LK��7OYHZLZ�[OH[�
can be noticed as a transversal struggle, immediate and 
X\LZ[PVUPUN� VM� Z\IQLJ[P]P[`� [OH[� PZ� VWWVZLK� [V� [OL� MVYTZ�
of individualization consolidated by economic reason, 
ideological or administrative, which overlaps the graphite, as 
well as its privileges.

Thus, these inscriptions are, at the same time, a “subjectivation 
experience” and a “freedom experimentation” (Proust, 2000 
p.21). A proof of an act of vitality, an individual impulse, within 
the current context of urban art. An urban subconscious, in 
which a cultural marginality emerges again. As free, ethical, 
sensitive, and rational beings, in the context of political 
struggles, the anonymous authors of these sentences, in 
their daily confrontations, become subjects of their practices, 
or, contrariwise, of their rennounce to practices that are set 
by the market and, therefore, can reconstruct and retake 
their place and role. It can be said that the main objective of 
these phrases is not to attack individuals or institutions. It is 
a form of resistance that is practiced against the apparatus, 
TL[OVKZ�HUK�HY[PÄJLZ�KL]LSVWLK�[V�TLL[��JSHZZPM �̀�YLN\SH[L�
and control society.

In short, the sentences are located within a relationship 
of struggle, a symbolic territory of cultural expression and 
contrast, generating a non-hegemonic opposition force. 
They exercise a resistance force, a force that is like power: 
inventive, mobile and productive, a potency that comes from 
below and is spread tactically. They have violated the order 
and can thus reveal the domination and the existing counter-
domination in the street art world. They subvert the esthetics 
VM�VYKLYLK�NYHɉ[P�� SLNP[PTPaLK�HUK�VM[LU�\UKLY�J\YH[VYZOPW��



and replace the ethics of visibility, nonconformity and 
resistance. A symbolic and at the same time material way to 
demark spaces in the city that are used by the most diverse 
subjects, and an appropriation of the urban environment 
through marks of cultural expression and resistance to 
power.

According to Mondardo and Goettert (2008), the city is before 
everything a form of speech, in which the patronization 
would reveal a supposed harmonic among the individuals: 
the pattern is present in order that it should not and can 
not be stained, dirty, scribbled. Thus, the phrases have a 
game character, a ritual, or even a vehicle of information 
that disobey a prohibition, be it for the execution of an 
transgressive inscription or its contents (Leandri,1982).

Thus, such interventions can be comprehended as political 
and symbolical marks, a way of popular expression that 
criticizes the order imposed by the State and the dominant 
classes (Canclini, 2008, p. 339.) In this sense, the political 

can be thought of as a series of inevitable needs that 
NLULYH[L�JVUÅPJ[Z�HUK�ULNV[PH[PVUZ��WHYHKV_LZ�HUK�[LUZPVUZ�
YLZWVUZPISL�MVY�YLSH[PVUZ�^P[O�V[OLYZ��(Z�KLÄULK�I`�9HUJPuYL�
(2006), retaking the Foucault perspective, a set of activities 
that trouble and shake the legitimating interests of the 
JVTT\UP[`�VYKLY�I`�TLHUZ�VM�[OL�HNLUJ`�VM�LX\HSP[ �̀�0[�PZ�PU�
[OPZ�ZLUZL�[OH[�[OL�WYHJ[PJL�VM�^YP[PUN�X\LZ[PVUPUN��WVSP[PJHS�
or ironic phrases over the walls can be understood as a 
practice of dissent.

The dissent has, as a goal, the indention of the sensible 
and the separation of public and private spaces as well as 
[OL�HJ[VYZ�^OV�JHU�VJJ\W`�[OLZL�LU]PYVUTLU[Z��(�JVUÅPJ[�
about the sensible organization of the world, in which the 
phrases throughout the city as “Não Fui Eu”, emerge like 
PUZ[Y\TLU[Z� VM� [OLZL� JVUÅPJ[Z�� ;OL� KPZZLU[� NP]LZ� Z\IZPK`�
[V� [OL� YLZPZ[HUJL�� JVUÅPJ[�� KPZJ\ZZPVU� HUK� HYN\TLU[H[PVU�� 
 According to the artist author to the phrase, 
^OV�WYLMLYZ� [V�IL� PKLU[PÄLK�HZ�5qV�-\P�,\ (always written 
in big letters and with spray) the work started with an 
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Fig. 1 “não fui eu“, Photo by Hely Costa Júnior,
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interest in the street as a vehicle of ideas and also in the 
WP_HsqV1��NYHɉ[P���>OPSL�[OL�NYHɉ[P�PZ�H�ZPNUH[\YL�[OH[�JSHPTZ�
H\[OVYZOPW�� HUK� [OLYLMVYL� [OL� ÄLSK�VM� ZWHJL�� OPZ�^VYR� PZ� H�
“signature that denies the very authorship – an antithesis of 
the very WP_HsqV” (Não Fui Eu, in interview with the author 
in January 10, 2015). A poetical potency emerges from this 
KLIH[L� HUK�� HIV]L� HSS�� MYVT� [OL� KPɈLYLU[� PU[LYWYL[H[PVUZ�
and readings that it can have in the urban space. 
 Given that the politics emerge when the subjects of 
the dissent, that until a moment have no voice or visibility, 
break the silence and gain space in the public scene 
�9HUJPuYL���������¸5qV�-\P�,\¹�PZ�HU�HJ[PVU�[OH[�NL[Z�JSLHYS`�
WVSP[PJHS� WYVÄSLZ�� 0[� HZZ\TLZ� HU� HU[P�ZWLLJO� PU� WSHJLZ� HUK�
moments when it should not do so, and when it does, it 
is from there a political action and its creator and author, 
a political subject. In this context, the phrase rises as a 
weapon of contestation and transgression.

I am aware that the places that I occupy most part 

HYL�WYP]H[L�WYVWLY[ �̀�^OPJO�JHU� SLHK�TL� PU[V� SLNHS�
WYVISLTZ��0�WYLMLY�[OH[�T`�^VYR�PZ�RUV^U��I\[�0�KV�
not - what gives me more independence to come 

HUK� NV� HUK� LUOHUJLZ� [OL� YOL[VYPJ� VM� ^VYR� �5qV�
-\P�,\��PU�PU[LY]PL^�^P[O�[OL�H\[OVY�VU�1HU\HY`�����
������

;OLZL� HYL� HJ[PVUZ� [OH[� HYL� JHWHISL� VM� JYLH[PUN� ÄZZ\YLZ� PU�
the sensible order, in order to confront social structures 
HUK� [OLPY� KP]PZPVUZ� HUK� JYLH[L� UL^� ÄLSKZ� ILSVUNPUNULZZ��
Pallamin remembers, “nothing in itself is political, but it 
can become political as it operates under the dissensual 
rationality” (Pallami, 2010, p. 8). Thus, the political subject, 
5qV� -\P� ,\ becomes himself an agent of manifestation 
through their phrases spread by the city. The political subject 
in not the one who just becomes conscious of himself but, 
above all, the one who becomes an agent of the dissent - 
H� KLJSHZZPÄJH[PVU� VWLYH[VY� JHWHISL� VM� \UKVPUN� [OL� WVSPJL�
structure that limits the place and the functions of each body 
inside society.

;OL�WVSP[PJHS�Z\IQLJ[Z�KV�UV[�L_PZ[�HZ�Z[HISL�LU[P[PLZ��
;OL`�L_PZ[�HZ�Z\IQLJ[Z�PU�HJ[��HZ�W\UJ[\HS�HUK�SVJHS�

 
1 Pixação, graphed with the letter x, according to the phrase’s au-
[OVY�PZ�H�ULVSVNPZT�JYLH[LK�I`�[OL�[HNNLYZ�HZ�ZVTL[OPUN�[OH[�\UPÄLZ�
[OL�NYHɉ[P�J\S[\YL�

JHWHJP[PLZ� [V�I\PSK�VU� P[Z�]PY[\HS�\UP]LYZHSP[ �̀� [OVZL�
controversial worlds that undo the police order. 

:V� [OL`�HYL�HS^H`Z�WYLJHYPV\Z��HS^H`Z� SPRLS`� [V�IL�
JVUM\ZLK�HNHPU�^P[O�ZPTWSL�WSV[Z�VM�[OL�ZVJPHS�IVK`�
[OH[�Q\Z[�HZR�[OL�VW[PTPaH[PVU�VM�̀ V\���9HUJPuYL�(W\K�
5V]HLZ���  ���W������

The politics have no determinate place or event 
predetermined subjects: the dissent brakes the instituted 
and given as natural organization, in which the domination 
relations are consolidates and rooted, in order to change the 
OPZ[VYPLZ� HUK� WSHJLZ� KLÄULK� [OLYL�� PU� ZVTL� RPUK� VM� IH[[SL�
HIV\[� [OL� ZLUZPISL�� (Z� 5qV� -\P� ,\� HɉYTZ�� OL� WYLMLYZ� [V�
YLTHPU� PZVSH[LK� MYVT�[OL�NYHɉ[P�HY[PZ[Z�HUK� [HNNLYZ�NYV\WZ�
for the sake of the autonomy of his work.

0�KV�UV[�JSHZZPM`�T`�^VYR��V[OLYZ�YHURZ�P[�IHZLK�VU�
their personal experiences. I’ve heard some say that 

PZ�NYHɉ[P�HUK�UV[�WP_HsqV�ILJH\ZL�[OL`�SPRL�HUK�[OL`�
[OPUR�P[�PZ�ILH\[PM\S��0�[OPUR�[OPZ�PZ�I\SSZOP[��-VY�TL�PZ�
WP_HsqV�HUK� �� VY� H�^VYR�VM� HY[� [OH[� ZWLHRZ� [V� [OL�
TLKPH�[OH[�P[�PZ�THKL�VM!�WP_HsqV�����0�KV�UV[�ILSVUN�
[V�HU`�JYL^�UVY�WHPU[�^P[O�NYHɉ[P�VY�V[OLY�[HNNLYZ��
KLZWP[L�RUV^PUN�[OL�TLKPH�0�WYLMLY�[V�RLLW�T`�QVI�
H\[VUVTV\Z��^P[OV\[�SPURPUN�TL�[V�HU`�¸WV[¹��5qV�
-\P�,\��PU�PU[LY]PL^�^P[O�[OL�H\[OVY�VU�1HU\HY`�����
������

The policy has an inherent esthetic dimension that emerges 
in the sensible form, directly related to the sensitive and 
political, simultaneously.

The system of a priori forms determining what 

presents itself to sense experience. It a delimitation 

VM� ZWHJLZ� HUK� [PTLZ�� VM� [OL� ]PZPISL� HUK� [OL�
PU]PZPISL��VM�ZWLLJO�HUK�UVPZL��[OH[�ZPT\S[HULV\ZS`�
determines the place and the stakes of politics as a 

MVYT�VM�L_WLYPLUJL��9HUJPuYL��������W�����

0U[LY]LU[PVUZ� SPRL� [OLZL� Ä[� PU� ^OH[� [OL� H\[OVY� JHSSZ� ¸ZOHYL�
of the sensible”. An action with an ever-controversial 
JOHYHJ[LY�� ^OPJO� HɈLJ[Z� [OL� ^H`Z� VM� ILPUN� HUK� [OL� ^H`Z�
they divide the occupations of individuals in the ordinary 
world and its possibilities in a controversial area in which 
certain presences do not reach the visibility and voices 
UV[�OLHYK��;OPZ�ZOHYL�VM�[OL�ZLUZPISL�JVUZ[P[\[L�HU�\ULX\HS�



KP]PZPVU�HTVUN�LX\HSZ��^OPJO�KPYLJ[S`�YLSH[LZ�[V�[OL�WVSP[PJHS�
dimension present there. It is when “the political denounce 
is open to poetry and the popular poetry covers itself 
of political density” (Martin-Barbero, 2009, p.279), the 
JVTIPUH[PVU� HUK� [OL� \UPVU� VM� KPɈLYLU[� ^H`Z� VM� YLILSSPVU�
JVUÄN\YL� HUK� YLNPZ[LY� [OL� WYV[LZ[� PU� [OL� \YIHU� MHIYPJ�� 
Despite 5qV�-\P�,\�JSHPTPUN�[OH[�OPZ�^VYR�PZ�JSVZL�[V�NYHɉ[P��
it is an action that goes beyond the simple demarcation 
of space. Thus like the other inscriptions already cited 
[OL`� HYL� KPɈLYLU[� MYVT� [OL� NYHɉ[P� KLÄULK� I`� 4V\YH�
(1990), as language splinters, or even manifestos of those 
who have nothing to say, because they are strange signs 
that are installed in the continuum of language from a 
discontinuity in an ideological and unreadable confrontation.  
The carioca phrases are interventions that bring to light some 
RPUK� VM� JVUÅPJ[�� 5V[� H� WVPU[� VM� ]PL^� VY� HJRUV^SLKNTLU[�
VM� JVUÅPJ[�� I\[�a shock on the construction of a common 
world, from the claim of another kind of share from the 
ZVJPL[ �̀� PU�^OPJO�HɉYTZ�H�JVU[PUNLUJL�VM� [OL�ZVJPHS�VYKLY��
Thus, the practice of dissent is an invention that makes you 
witness both worlds into one, an action that builds litigious 
and paradoxical worlds, in which they reveal together two 
cutouts of the sensible world.

From this litigious relation among social groups 
constitute the political subjects that can be understood 
as “powers of enunciation and manifestagion of the 
litigation that inscribe themselves as something more, 
something overlapped, regarding any composition of 
a social body¹� �9HUJPuYL� (W\K Novaes, 1996, p. 277). 
 In general, one can say that the writings on the walls 
VM� 9PV� KL� 1HULPYV�� HYL� ^OH[� 9HUJPuYL� ������� JHSSZ� TVKLSZ�
for building a pluralistic world. Models that interpellate 
the dominant esthetic and activate the participation of an 
emancipated spectator, who has the ability to manage 
images produced, as well as creating a regime that resists 
dispersion and neutralization. Unlike the passive spectator 
that only consumes and applauds an artistic object, such 
HZ� H� NYHɉ[P�T\YHS�� [OL� ZWLJ[H[VY� VY� YLHKLY� [OH[� WLYJLP]LZ��
interacts or Photograph the misspelled phrases on the city 
walls, is able to act, create and build their own maps from 
their relationship with what they read, poetic, political, social 
VY� PYVUPJ�WOYHZLZ��7OYHZLZ�[OH[�OH]L�UV�LɈLJ[��I\[�LɈLJ[�H�
change of perception, through which individuals can see 
other realities. 
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1. Introduction

 “-VY�ZVTL�B���D�L]LY`�PUJPKLUJL�VM�NYHɉ[P�PZ�HU�HJ[�VM�]HUKHSPZT�
^OPJO� OHZ� H� KLSL[LYPV\Z� LɈLJ[� VU� [OL� \YIHU� LU]PYVUTLU[��
)\[�MVY�V[OLYZ��L]LY`�PUJPKLUJL�VM�NYHɉ[P�PZ�HU�HɉYTH[PVU�VM�
SPML�PU�[OL�JP[ �̀�SPRL�H�ÅV^LY�HWWLHYPUN�[OYV\NO�H�JYHJR�PU�[OL�
WH]LTLU[��(UK�VM�JV\YZL��[OLYL�HYL�V[OLYZ�̂ OV�VJJ\W`�L]LY`�
JVUJLP]HISL�WVZP[PVU�PU�IL[^LLU�[OLZL�[^V�L_[YLTLZ��.YHɉ[P��
[OLU��WYV]VRLZ�KPZHNYLLTLU[��;OL�X\LZ[PVU�ILJVTLZ!�OV^�
ZOV\SK�^L�OHUKSL�[OPZ�KPZHNYLLTLU[&¹�(Kurt Iveson, 2009b: 
29)

Kurt Iveson’s insights are inspiring, as a call to action for 
ÄUKPUN�TVYL�JVUZ[Y\J[P]L�^H`Z�[V�OHUKSL�[OL�KPZHNYLLTLU[Z�
he mentions, yet there is still much to do in this arena. 
9LJLU[S`� JVTWSL[LK� YLZLHYJO� ^P[OPU� [OL� ,<� .YHɈVS\[PVU�
WYVQLJ[�OHZ�ZLLU�[OH[�T\JO�^VYR�VU�HUK�[OYV\NO�NYHɉ[P� PU�
Europe and other Western contexts still revolves around 
two misleadingly oppositional positions. Typically these 
YLÅLJ[� SVUN�ZLWHYH[LK� HWWYVHJOLZ� VM� \UZVSPJP[LK� ]PZ\HS�
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HUK�\YIHU�WSH`�HYL�H[�[OL�JLU[LY��[V�H\[OVYP[PLZ�SLNHS��WVSP[PJHS�HUK�JVTTLYJPHS�KLTHUKZ�SPL�MHY�JSVZLY�[V�[OL�JLU[LY��

 

,HJO�VM�\Z�^OV�]HYPV\ZS`�HZZVJPH[L�VY�LUNHNL�^P[O�\UJVTTPZZPVULK�Z[YLL[�HY[��\YIHU�JYLH[P]P[`�VY�NYHɉ[P��IYPUN�UL^�JLU[LYZ�HUK�
WLYPWOLYPLZ��IL�[OVZL�YLSH[LK�[V�ZVJPHS�WLYZVUHS�PU[LYLZ[��WYVMLZZPVUHS�VJJ\WH[PVU��VY�ZWH[PHS�HJ[PVU��(Y[PZ[Z��JYLH[P]L�WYHJ[P[PVULYZ��
\YIHU�THUHNLYZ��SHUK�V^ULYZ��J\S[\YHS�JVUZ\TLYZ��[YHUZWVY[�WYV]PKLYZ��HJHKLTPJZ��HJ[P]PZ[Z�HUK�ZLSM�WYVJSHPTLK�]HUKHSZ��LHJO�
YLMYHTL�^OH[�^L�IYPUN� [V� [OPZ� [LYYHPU� [OYV\NO�OPNOS`� KPZWHYH[L� ]HS\LZ� HUK� PUKPJH[VYZ� [OH[�^L� JVUZJPV\ZS`� VY� \UJVUZJPV\ZS`�
H[[YPI\[L�[V�[OLZL�PUMVYTHS�]PZ\HS�\YIHU�WYHJ[PJLZ��

;OPZ�HY[PJSL�KYH^Z�VU�ÄUKPUNZ�MYVT�H�YLJLU[�THQVY�,\YVWLHU�YLZLHYJO�WYVQLJ[��.YHɈVS\[PVU��WS\Z�ZLWHYH[L�ZVJPHSS`�YLZWVUZP]L�
KLZPNU�SLK�PUZPNO[Z�NH[OLYLK�[OYV\NO�[OL�.YHɉ[P�+PHSVN\LZ�5L[^VYR�]PH�[OL�<UP]LYZP[`�VM�[OL�(Y[Z�3VUKVU��WS\Z�PU[LY]PL^Z�^P[O�H�
^PKL�YHUNL�VM�PUKP]PK\HSZ��KP]LYZLS`�JVUJLYULK�^P[O�NYHɉ[P�HUK�YLSH[LK�WYHJ[PJLZ��0[�ZL[Z�V\[�[V�PKLU[PM`�HUK�KPZJ\ZZ�ZVTL�VM�[OL�
]HS\L�ZL[Z�HUK�PUKPJH[VYZ�^OPJO�ZVTL�JVUZPKLY�HZ�JLU[YHS�HUK�V[OLYZ�JVUZPKLY�WLYPWOLYHS�PU�L_WLYPLUJPUN��THUHNPUN��JYLH[PUN�
VY�V[OLY^PZL�PU[LY]LUPUN�PU�\YIHU�JVU[L_[Z�[OYV\NO�]PZ\HS�WYHJ[PJLZ��;OL�HY[PJSL�YLMLYZ�[V�JHZLZ�[OH[�TLYNL�KP]LYZL�]HS\L�JLU[LYZ��
PU�]HY`PUN�Z\JJLZZ��HUK�KPZJSVZLZ�H�U\TILY�VM�PTTLKPH[L�VWWVY[\UP[PLZ�MVY�WYV[V[`WPUN�UL^�JVTTVU�HUK�HJJLZZPISL�^H`Z�[V�
\UKLYZ[HUK�HUK�YLZWVUK�[V�KPɈLYLU[�JLU[LYZ�HUK�WLYPWOLYPLZ�VM�]HS\L��
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urban practice1� HUK� VM� LɈVY[Z� [V�THUHNL� VY� JVU[YVS� [OVZL�
unsolicited activities.2  In this article we refer to non-
HIZVS\[L�MYHTLZ�VM��ºWYV�ZVJPHS»�HUK�ºHU[P�ZVJPHS»��KLÄULK�I`�
.YHɈVS\[PVU���������;OLZL�HYL�\ZLK�HZ�IYVHK�ÄLSKZ�HJYVZZ�
^OPJO� KPɈLYLU[� HJ[PVUZ�� YLZWVUZLZ�� VY� PU[LYWYL[H[PVUZ� TH`�
take root3, but make no assumptions about legal status or 
absolute value of any intervention. By no means does this 
paper wish to enter into another exchange about for versus 
against, pictures versus words, or other such contesting 
polarity that may come to mind. On the contrary, the text 
ZLLRZ�[V�L_WSVYL�VWWVY[\UP[PLZ�[V�YLJVNUPaL�HUK�IL[[LY�HɈVYK�
multiple centers of value, in terms of debate and strategy but 
also in terms of voices represented in practice and on street. 

;V� KH[L�� LɈVY[Z� [V� ºOHUKSL»� [OL� KPZHNYLLTLU[Z� TLU[PVULK�
by Iveson still often result in actions of attrition between 
extremes of interest, of dissent versus control. Meanwhile, 
those “who occupy every conceivable position in between” 
might not get a look in. What is of interest now is to 
consider how we could hear more from and more about 
the fuller spectrum of those positions, which Iveson alludes 
[V�� LHJO�HZ�KPɈLYLU[�JLU[LYZ�VM� ]HS\L� YH[OLY� [OHU� Q\Z[� [^V��
This brings us to explore a more open commons (see for 
example, Bingham-Hall, 2016, 2-4) of value centers among 
]PZ\HS�\YIHU�WYHJ[PJLZ�PUJS\KPUN�NYHɉ[P��Z[YLL[�HY[�HUK�\YIHU�
creativity.

;OPZ�WHWLY�PZ�PUMVYTLK��VU�[OL�VUL�OHUK��I`�ÄUKPUNZ�^OPJO�
Z\YMHJLK�[OYV\NO��HUK�HɈLJ[LK�[OL�MVJ\Z�VM��[OL�.YHɈVS\[PVU�
project - including 90 interviews within the UK, Germany, 
Austria and Spain, plus a ‘state of the art’ review of over 
����RL`�W\ISPJH[PVUZ�PU�[OL�JVU[L_[�VM�NYHɉ[P�HUK�Z[YLL[�HY[��
On the other hand, the insights here draw upon separate 
workshops, desk-research, design-led events, pilot actions, 
and conversations within wider work we have undertaken 

 
���0UJS\KPUN�HSS�\UJVTTPZZPVULK�VY�\UZVSPJP[LK�PUZ[HUJLZ�VM�NYHɉ[P��
street art and urban creativity.

2  Including policing and criminal justice processes but also 
T\UPJPWHS�NYHɉ[P�Z[YH[LNPLZ��JSLHUPUN�ZLY]PJLZ�HUK�[OL�HJ[PVUZ�VM�
WYVMLZZPVUHS�ZLY]PJL�PUK\Z[YPLZ��^OPJO�OH]L�HYPZLU�PU�[OPZ�ÄLSK�

��;OPZ�PZ�KPZ[PUJ[S`�KPɈLYLU[�[V�HZZ\TPUN�[OL�HJ[\HS�PTWHJ[Z�VM�
NYHɉ[P��VY�VM�LɈVY[Z�[V�JVU[YVS�VY�MHJPSP[H[L�P[��HZ�WYV�ZVJPHS�VY�HZ�
anti-social.

from Central Saint Martins (University of the Arts London), 
[OYV\NO� [OL� .YHɉ[P� +PHSVN\LZ� 5L[^VYR�� PU]VS]PUN� OPNOS`�
KP]LYZL�JVU[YPI\[VYZ�JVUJLYULK�^P[O�NYHɉ[P�HUK�Z[YLL[�HY[�4 
The large network of empirical data represented between 
.YHɈVS\[PVU� HUK� [OL� .YHɉ[P� +PHSVN\LZ� 5L[^VYR� LUHISLZ�
this article to (a) identify and discuss samples from a wide 
WHSL[[L�VM�]HS\LZ�YLSH[PUN�[V�NYHɉ[P�HUK�Z[YLL[�HY[�WYHJ[PJLZ��
and (b) consider future tools to better accommodate multiple 
centers of value and understandings of success.

The engagements mentioned above repeatedly point us 
to conundrums about voices represented and resources 
invested in shared (public and private) urban contexts. 
;PTL�HUK�HNHPU�^L�OLHY�[OH[�[HJRSPUN�NYHɉ[P�PZ�HU�L_WLUZP]L�
activity, yet there appears little clarity or agreement over 
who it serves exactly. Whilst city authorities, managers of 
built environments and transport providers around Europe 
are under pressure to deliver more for less, most policies 
HYV\UK� ,\YVWL� Z[PSS� WVZP[PVU� NYHɉ[P�� VY� \UJVTTPZZPVULK�
(including unsanctioned) visual practices, as indisputably 
worthy of prevention, removal, punishment, or a combination 
of these ‘measures’ (responses). Through law, policy or 
street management such visual practices continue to 
be framed and responded-to as intrinsically anti-social, 
irrespective of the context or communities implicated. These 
blanket understandings of value mean that responses are 
forced to incur great cost in street management, policing, 
‘reparations’, legal cases and more. However, as most Street 
Art & Urban Creativity readers will know well, these same 
visual urban practices are also referred to as part of the 
fastest growing or largest worldwide art movement of our 
[PTL��L�N��,SPHZ�HUK�.OHQHY������"�2\[[ULY������"�5HZ[HZPQL]PJ��
U�K�"�2VZ[V]�� U�K�"�:[YLL[�(Y[�7HYPZ�� U�K���� HUK�HYL� [HRLU�HZ�
a boost to cultural capacities and social opportunities. For 
L_HTWSL��VUL�<2�HY[PZ[�PU[LY]PL^LL�MVY�[OL�.YHɉ[P�+PHSVN\LZ�
project suggested, “street art is the only real art movement 
since at least the 1990s” (GDNUK1, 2016). In parallel, major 
 
��.YHɉ[P�+PHSVN\LZ�PZ�H�KLZPNU�SLK�YLZLHYJO�HUK�HJ[PVU�UL[^VYR"�
a safe space for diverse actors to come together to exchange, 
JVU[LZ[�HUK�JVSSHIVYH[L��;OVZL�PU]VS]LK�PUJS\KL�NYHɉ[P�^YP[LYZ��
policing professionals, creative practitioners, authority and 
government representatives, activists, urbanists, residents, land 
and transport managers, academics, street artists, community 
champions and more - each as experts of their own experience. 
^^ �̂NYHɉ[PKPHSVN\LZ�JVT
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international galleries and dealers promote practices they 
refer to as street art (e.g. Tate, 2008, Christies, 2016) and 
NYHɉ[P� �L�N�� :LYWLU[PUL�� 4HYJO� ������� HUK� ZPUJL� ����� [OL�
Google Street Art project has run as one of its worldwide 
online initiatives to “make the world’s culture accessible to 
anyone, anywhere” (Google Cultural Institute, 2015). Such 
WVW\SHYPaH[PVUZ� PUKPJH[L� ZPNUPÄJHU[� JOHUNLZ� PU� H[[P[\KLZ�
[V�NYHɉ[P� HUK�Z[YLL[�HY[��(� MHY�IYVHKLY� ZWLJ[Y\T�OHZ�ILLU�
emerging, which hosts multiple and diverse centers of value. 
However, most legal frameworks and strategies for action 
relating to uncommissioned artworks (permitted or not) still 
do not acknowledge these shifts. To follow, we identify some 
of the centers in this widening spectrum, each as part of a 
JVTTVUZ�^OLYL�KPɈLYLU[�WVZP[PVUZ�HYL�HJ[PVULK�HUK�OLHYK�
TVYL�LX\P[HIS �̀��

Globally, this article seeks to demonstrate the pressing 
need for some redesign in the landscapes and systems 
of sharing value, and ponders how we can bring more 
diverse voices into open and safe exchange. We look to 
opportunities that would allow us to be more intentional in 
L_WVZPUN� V\YZLS]LZ� [V� ]PL^Z� KPɈLYLU[� MYVT� V\Y� V^U�� HUK�
that could open up new ways to see, to respond to, and to 
LUNHNL�^P[O� \UJVTTPZZPVULK�NYHɉ[P�� Z[YLL[� HY[� HUK�\YIHU�
creative practices. In order to do this, we will in the next 
section, 2, discuss the terms of centers and peripheries of 

value, building on theories from design, urban geography, 
audience studies, literary analysis and social and cultural 
HU[OYVWVSVN �̀� PU� [LYTZ�VM� NYHɉ[P� YLSH[LK�WYHJ[PJLZ��>L�^PSS�
explain and explore the frames of ‘anti-social’ and ‘pro-
social’ that many actors of urban environments still apply to 
uncommissioned visual urban practices. We will highlight the 
problematic nature of these two frames as they work within 
a hierarchy. The empirical data will illustrate that peers and 
professional groups working through these frames tend not 
[V�LUNHNL�^P[O�THU`�V[OLYZ�^OV�Z\WWVY[�KPɈLYLU[�]HS\LZ��

In section 3, we will discuss the notion of a commons of 

value centers. To illustrate something of the breadth of this 
commons, we will map out examples from the spectrum of 
]HS\LZ� HZZVJPH[LK�^P[O� NYHɉ[P�YLSH[LK� WYHJ[PJLZ�� HUK� JOHY[�
the indicators for how each might understand ‘success’. 
This will also highlight opportunities for capturing or 
embracing multiple and diverse value centers and indicators 
of ‘better’. We argue that it is useful to experiment and 

evolve innovations (as in workable new ideas) to facilitate 
NYLH[LY�PU]VS]LTLU[�VM�WLVWSL�̂ P[O�KPɈLYPUN�]PL^Z�PU�IV[O�[OL�
thinking and the hearing of feedback, the strategy forming 
HUK� [OL� WYHJ[PJL� VM� NYHɉ[P�� Z[YLL[� HY[� HUK� \YIHU� JYLH[P]P[ �̀�
Hence, we will look at present examples of ‘merged models’ 
that incorporate mixed activities with diverse value centers 
resulting from the wider commons. Finally, we will propose 
a small number of extant opportunities to prototype new 
JVTTVU�HUK�HJJLZZPISL�^H`Z� [V�KPZJLYU�KPɈLYLU[� JLU[LYZ�
and peripheries of value. In other words, who is being served, 
who is not, and what can we do about it?

2. Centers (and Peripheries) of Value

It would be possible to discuss centers of value in terms of 
WO`ZPJHS�HUK�NLVNYHWOPJHSS`�SVJH[LK�UVKLZ�VɈLYPUN�T\S[PWSL�
ILULÄ[Z�MVY�W\ISPJZ5 - in the sense that Tuan posits “to attend 
[spaces or places] even momentarily is to acknowledge 
their reality and value” (1977: 18), or as Warpole discusses 
libraries (2013: 55) as centers of individual and family value. 
In these cases, the place (designed or made construct) acts 
HZ�[OL�JLU[LY�P[ZLSM��,X\HSS`�VUL�JV\SK�KPZJ\ZZ�H�NP]LU�ºWPLJL»�
VM� Z[YLL[� HY[�� \YIHU� JYLH[P]P[ �̀� NYHɉ[P�� L[J�� HZ� [OL� WO`ZPJHS�
center around which selected publics may form or ‘attend’ in 
person, or digitally. However, our focus here is rather on the 
individuals and interest-linked publics as the hosts of values 
who in turn ascribe priorities and interpretations to any given 
context or activity. 

Adam Cooper (2014) Creative Industries representative 
from the Greater London Authority, has asserted that 
\UKLYZ[HUKPUN�[OL�]HS\L�VM�NYHɉ[P�HUK�Z[YLL[�HY[� SPLZ�H[� [OL�
heart of understanding the nature of the contribution of 
NYHɉ[P�HUK�Z[YLL[�HY[� PU�[OL�JP[ �̀�*VVWLY�YLÅLJ[Z�H�ºJYLH[P]L�
cities’ perspective that connects urban culture and creativity, 
economy and city branding with the notion of a successful 
city. Coming from the perspective of a regional government 
representative, Cooper hints at a need now for legal structures 
[V�TV]L�IL`VUK�[OL�UV[PVU�[OH[�SLNHS�LX\HSZ�ILH\[PM\S�]LYZ\Z�
PSSLNHS�LX\HSZ�KLNYHKH[PVU�HZZ\TW[PVUZ�YLWYLZLU[LK�[OYV\NO�

 
5 In using the term ‘publics’ we refer to Dewey (1927), who 
believed the term ‘public’ to be misleading, since it is never a 
ZPUNSL�NYV\W�I\[�PUZ[LHK�YLÅLJ[Z�H�WS\YHS�MVYT�^OLYL�T\S[PWSL�
publics emerge around common issue(s) of concern or interest.



the ‘anti-social’ associations (see also Young, 2014, 2013 
and Shaftoe, 2011)6 to more openly discuss and assess the 
KP]LYZP[`�VM�]HS\LZ�SPURLK�[V�NYHɉ[P�HUK�Z[YLL[�HY[��

In his work within the city of Sydney, urban geographer 
*HTLYVU� 4J(\SPɈL� ������� KPZ[PUN\PZOLZ� ZVTL� VM� [OL�
YLNPTLZ� VM� ]HS\L� PU� [OL� JVU[L_[� VM� Z[YLL[� HY[� HUK� NYHɉ[P��
These include: aesthetic, economic, subcultural, gender, 
ZVJPV�ZWH[PHS�� YLN\SH[VY �̀� JVTTVKPÄJH[PVU�� [LTWVYHS��
advertising and planning. Added to these, others uncovered 
K\YPUN� [OL�.YHɈVS\[PVU� YLZLHYJO7 include frames of law, of 
‘mainstream culture’, local-interest (geographic proximity), 
environmental, health, wellbeing, social media, mass media, 
peer status or peer identities, public consent, political drivers, 
development or transport agendas, and more. If each person 
who makes, responds to or reacts against an instance of 
NYHɉ[P�VY�Z[YLL[�HY[�OVSKZ�KPɈLYLU[�JS\Z[LYZ�VM�[OLZL�YLNPTLZ�
or frames closer to the center and others more peripherally, 
then we need ways to be able to consider and understand 
[OLT�PU�JVTWHYHISL�^H`Z��VY�H[�SLHZ[�VU�H�TVYL�SL]LS�ÄLSK��
Our interview respondents and workshop contributors 
YLWLH[LKS`�IYPUN�\Z�IHJR�[V�[OL�\UKLYZ[HUKPUN�[OH[�KPɈLYLU[�
centers are also bound to the vehicles or formats used to 
indicate perceived successes or value. For example at 
present, local and government-authorities predominantly 
OH]L�[OL�JHWHJP[`�[V�OLHY�NYHɉ[P�JVTWSHPU[Z�[OYV\NO�ZWLJPÄJ�
feedback systems but few are able to capture positive 
responses, or new ideas in comparable ways. Meanwhile, 
JVTT\UP[PLZ�^OV�HYL�HJ[P]L�HIV\[�NYHɉ[P�VU�ZVJPHS�TLKPH��
readily share tweets, posts and comments and street art 
exhibition reports, discuss footfall and audience diversity 
MYLX\LU[S`�HZ�PUKPJH[VYZ�VM�Z\JJLZZ��

What is clear is that the understanding of value is highly 
dependent on who is being served (cared for, communicated 
^P[O�� VY� ZH[PZÄLK�� HUK� ^OV� PZ� UV[�� (� [YHUZWVY[� JVTWHU`�
YLWVY[PUN� [OH[� HSS� [OLPY� J\Z[VTLYZ� HUK� HɈLJ[LK�W\ISPJZ� HYL�
being served by maintaining a zero-tolerance approach is 
UV[� ZV� KPɈLYLU[� [V� H� Z[YLL[� HY[PZ[� VY� ]HUKHS� VWLUS`� Z[H[PUN�
that they are simply not so interested in serving multiple 

��.YHɈVS\[PVU�PU[LY]PL^Z�HSZV�YL]LHSLK�[OH[�Z\JO�VWWVZP[PVU�HYL�Z[PSS�
commonly assumed.

7 Through literature review, semi-structured interviews and 
workshops.

publics through their actions and focusing on those included 
through their particular practice as peers. The measures 
\ZLK�[V�ºZLY]L»�PU�YLSH[PVU�[V�NYHɉ[P�HYL�VM�JV\YZL�KPɈLYLU[�I\[�
ULP[OLY�[Y\S`�YLÅLJ[Z�HU�HTIP[PVU�[V�PUJS\KL�HSS�W\ISPJZ�PU�[OLPY�
actions. The transport operator may hold the appearance of 
JSLHUSPULZZ�ULHY�[OL�OLHY[�VM�[OLPY�]HS\LZ�^OPSZ[�[OL�NYHɉ[PZ[Z�
and even some transport passengers bring other values 
nearer to the center. 

>OLU� HJ[VYZ� ^P[O� H� K\[`� VM� YLZWVUZPIPSP[`� [V^HYKZ� NYHɉ[P�
WYL]LU[PVU� ^VYR� WYPTHYPS`� VU� [OL� IHZPZ� [OH[� � ºNYHɉ[P»��
ºNYHɉ[P�]HUKHSPZT»�HUK�ºHU[P�ZVJPHS�ILOH]PVY»�HYL�Z`UVU`TZ�
�.YHɈVS\[PVU���������[OPZ�HɈLJ[Z�KLJPZPVUZ�HIV\[�^OV�ZOV\SK�
be served (those who lodge complaints or concerns) and 
how (through reporting devices designed to prioritize 
those voices). However, as Iveson (2009b) indicates, the 
assumption that any who perform uncommissioned painting 
activities are distinctly “unsocial”, irrespective of what is 
painted, while others are somehow more social beings and 
more deserving to be seen or heard, is problematic. Further, 
when the service of property ownership as a reigning value 
center is threatened, paint can be construed as criminal 
damage, described as the devaluation or defacement of 
public or private property without the owner’s permission 
�.YHɈVS\[PVU���������/LUY`�:OHM[VL�������HUK�������YLTPUKZ�
us that statutory assessments of what constitute this 
defacement, or devaluation, revolve around property-rights 
and permissions as the only centers of value which can be 
heard, legally speaking. Bengtsen and Arvidsson (2014) 
HZZLY[� [OH[� SH^� HɈVYKZ� Ä_LK� H[[YPI\[PVUZ� VM� ZWHJL� [OYV\NO�
property rights. However, they make the point that this is 
KPɈLYLU[� [V� ZWH[PHS� Q\Z[PJL�� ^OPJO� JHU� VUS`� IL� HJOPL]LK�
where oscillations are permitted over what might be valued 
or devalued. To them, the processes of “place-taking and 
withdrawal” between legal rights, involvements and informal 
actions in space are central to spatial justice (2014: 127). 

Appadurai (2013: 15)8� HUK� 4J(\SPɈL� ������� HSZV� JVUJ\Y�
that understanding value is a process, not intrinsic to an 
object, such as paint or a wall, but it is understood between 
particular cultures, as a localized system of meanings. 
Similarly, Simmel (2011 and originally 1907)9�KLÄULZ�]HS\L�HZ�
 
8 First published in 1986.

 �-PYZ[�W\ISPZOLK�PU�� ���HUK�ÄYZ[�,UNSPZO�W\ISPJH[PVU�^HZ�PU�� ����
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judgments made about objects as subjects (see Appadurai, 
2013: 3-4). This means that the value of a mark on a wall or 
a bridge is located outside its material existence and within 
the contexts of value such as emotional, social, aesthetic, 
or cultural characteristics. Such arguments relate to the 
discussions in audience studies, where a text’s meaning 
�PUJS\KPUN� PUZ[HUJLZ�VM� NYHɉ[P� HUK� Z[YLL[� HY[�� PZ� ]LY`�T\JO�
linked to the reader (audience), which cannot be separated 
MYVT� [OL� JVU[L_[�� 0U� YLWVY[PUN� VU� [OL� ÄLSK� VM� [L_[Z�� :`ZVU�
(1998) also tells us that “Australian literary culture used to 
OH]L� [OYLL�]P[HS�JLU[LYZ�VM�]HS\L!� [OL�HJHKLT`"� [OL� SP[LYHY`�
^YP[LYZ�� WLYMVYTLYZ� HUK� YL]PL^LYZ"� HUK� [OL� W\ISPZOPUN�
industry. They formed a network of relations and tensions that 
ILULÄ[LK�(\Z[YHSPHU�^YP[PUN��;VKH`�^L�OH]L�I\[�VUL�JLU[YL!�
publishing” (270). If Syson’s observations in literary culture 
HYL� THWWLK� [V� [OL� YLHSTZ� VM� NYHɉ[P� HUK� \YIHU� JYLH[P]P[ �̀�
perhaps the value center of law and regulation positions 
itself to remain as the only vital center around which the rest 
are edged towards the periphery, and out of consideration. 
However, Frow (2001: 301) contends, in line with Syson, 
that every act of reading and every act of ascribing value is 
ZWLJPÄJ�[V�[OL�WHY[PJ\SHY�YLNPTL��VY�PU�[OPZ�JHZL�JLU[LY��[OH[�

hosts it. This means each reader may center on those values 
that s/he feels closest to but must acknowledge and be 
YLHK`�[V�LUNHNL�^P[O�KPɈLYLU[�L_WLYPLUJLZ�VM�V[OLY�YLHKLYZ��

Designers have for some time worked to develop diverse 
methods to understand or capture centers and peripheries 
of value in both commercial and societal contexts. For 
example, Leurs and Rezaei (2013) use the Social Innovation 
Value Canvas (Fig. 1) as a visually useful way to consider a 
design proposal in relation to values that lay more centrally 
HUK� ^OPJO� HYL�TVYL�THYNPUHS�� ;OL� ÄN\YL� ZOV^U� NP]LZ� HU�
interpretation whereby commercial value lies at the center. 
This is institutionally informed by economic and operational 
values and uses a hierarchy of frames to understand impact 
\WVU�V[OLYZ��^OLYL�ZVJPHS�]HS\L�ÄYZ[��MVSSV^LK�I`�LTV[PVUHS�
and wider societal value. In other cases however, individual 
or collective (organizational) readers could bring their own 
hierarchies of which values to pull closest to them. At the 
WLYPWOLYPLZ�SPL�KPɈLYLU[�[HRLZ�VU�^OH[�PZ�WLYOHWZ�SLZZ�ZVJPHS��
VY�L]LU�HU[P�ZVJPHS�MVY�KPɈLYLU[�ºYLHKLYZ»��

:LWHYH[LS �̀� KLZPNULYZ� ^VYRPUN� VU� [OL� .YHɉ[P� +PHSVN\LZ�
Network, Extending Empathy project and the European 

Fig 1. Leurs & Rezaei - Social Innovation Value Canvas



.YHɈVS\[PVU� WYVQLJ[�� YLJLU[S`� MHJPSP[H[LK� H� /\THU� .YHɉ[P�
library workshop, which involves an interactive experience 
that engages two people as ‘living books’ (that came from 
a wide range of backgrounds such as public administrators, 
curators, policy makers, security consultants, as well as 
[OVZL�^OV�PKLU[PÄLK�HZ�º]HUKHSZ»��HUK�ºYLHKLYZ»��/LYL��SP]PUN�
books could be taken out for one-to-one exchanges about 
WLYZVUHSS`�OLSK�L_WLYPLUJLZ�HUK�]HS\LZ�PU�YLSH[PVU�[V�NYHɉ[P�
and street art.� The organizers were surprised by the level 
of positive feedback from the event, as a designed ‘device’ 
(Ehn, 2008), which sought to enable diverse centers of value 
to cross paths, as participants compared and heard from 
V[OLYZ�PU�[OL�[LYYHPU�VM�NYHɉ[P��Z[YLL[�HY[�HUK�\YIHU�JYLH[P]P[ �̀

Whilst attempts to discuss how we frame artistic perspectives 
in relation to legal, commercial or even citizen views may be 
unpopular with some10, we observe that incomparable ways 
of sharing (i.e. indicating) values between diverse centers 
are part of what hinder new possibilities for many forms of 
urban creativity. Those who place The Art of these practices 
H[�[OL�JLU[LY�HYL�MYLX\LU[S`�L_WLY[�H[�JVTT\UPJH[PUN�J\S[\YHS�
value among cultural consumers but will show little interest 
in evidencing the value of what they do to a crime prevention 
community, to give one example. It is as if many peer- or 
professional groups still feel compelled to calibrate their 
YLSH[PVUZOPW� [V� NYHɉ[P� [V� LP[OLY� ºWYV�ZVJPHS»� VY� ºHU[P�ZVJPHS»�
frames, and to open out discussion to other ideas or action is 
somehow problematic. Ultimately, this restricts opportunities 
MVY�L_PZ[PUN�HUK�UL^�W\ISPJZ�[V�ILULÄ[��[V�LUNHNL��VY�L]LU�[V�
simply leave space for these practices. 

To follow we discuss the anti-social and pro-social frames a 
little further. These are not just about the activity but also the 
motivations and priorities of those involved. For example, 
the  interventions facilitated during the 2016 Manchester 
Cities of Hope11 as collaborations between charities and 
street artists are pro-socially centered not because of the 
 
����+\YPUN�.YHɉ[P�+PHSVN\LZ�^VYRZOVWZ�Y\U�PU�3VUKVU�HUK�
Barcelona, land managers, artists, crime prevention professionals, 
academics and designers have all variously expressed some level 
of disdain at the thought of subjecting their own actions to the 
perspectives of others.

 
11  See http://citiesofhope.global

impact of the paintings created but because of their focus 
primarily to promote pro-social ends. In contrast, an anti-
NYHɉ[P�JVH[PUN�WHPU[LK�VU�HU�OPZ[VYPJ�I\PSKPUN�PZ�HU[P�ZVJPHSS`�
JLU[LYLK��UV[�ILJH\ZL�VM�[OL�YPNO[Z�VY�^YVUNZ�VM�HU[P�NYHɉ[P�
coatings but because the focus is on intervening in the 
‘anti-social’ rather than in the ‘pro-social’ frame. One frame 
is typically about mitigating something that exists and the 
other is about promoting something new.

2.1  Anti-Social Centers
In discussing anti-social centers of value, we are referring 
typically to strategy and policy, and action-linked values 
that presume most instances of uncommissioned visual 
urban practice to be ‘anti-social’ by default. In this context, 
the indicators of success or failure of an action are most 
UVYTHSS`�JLU[LYLK�VU�SLNHS�YLX\PYLTLU[Z��YLSH[LK�[V�WYVWLY[`��
HUK�WVSP[PJHS�WYLZZ\YLZ��;OL�SLNHS�JVU[L_[�YLJVNUPaLZ�NYHɉ[P�
OH]PUN�LP[OLY�ULNH[P]L�VY�UV�]HS\L��4J(\SPɈL������"�0]LZVU��
2009b). Unsurprisingly, this stance is mainly seen among 
national and local municipalities, policing, law enforcement, 
transport operators and property managers.

The still-debated foundations of the zero tolerance approach 
go back to Kelling and Wilson’s (1982) much contested 
broken windows theory, which argues that urban disorder 
and vandalism, if not eradicated instantly, will lead to 
HKKP[PVUHS�JYPTL�HUK�HU[P�ZVJPHS�ILOH]PVY��;O\Z��NYHɉ[P�̂ YP[PUN�
PZ� KLÄULK� HZ� HU� HU[P�ZVJPHS� ILOH]PVY�� ZLLU� HZ� HU� HJ[P]P[`�
that may link to further criminal activity and is associated 
with raising feelings of insecurity (Keizer, Lindenberg and 
:[LN�� ������� -YVT� [OPZ� WLYZWLJ[P]L� NYHɉ[P� PZ� KLZJYPILK�
as an infectious disease that spreads like an outbreak 
and causes major changes in a society (Gladwell, 2002). 
.YHɉ[P�PZ�HSZV�ZLLU�HZ�H�ZPNUHS�VM�H�JHYLSLZZ�HUK�PUKPɈLYLU[�
ZVJPL[`��:[HɈVYK�HUK�7L[[LYZVU���������(Z�*YLZZ^LSS���  ���
Z\NNLZ[Z��MYVT�[OPZ�aLYV�[VSLYHUJL�WLYZWLJ[P]L��NYHɉ[P�KVLZ�
not have a place in the fabric of the city. Through the years 
[OLZL�HYN\TLU[Z�JHTL�[V�PUÅ\LUJL�HUK�KLÄUL�W\ISPJ�WVSPJ �̀�
Within Europe, when local and national laws are examined 
P[�ILJVTLZ�JSLHY� [OH[�NYHɉ[P� PZ�KLZJYPILK�HZ�HU�HU[P�ZVJPHS�
activity, as vandalism and criminal damage to property. One 
.YHɈVS\[PVU�PU[LY]PL^LL��6<2���������L_WSHPUZ!�
0�ZWLHR�HIV\[�NYHɉ[P�MYVT�H�]LY`�WHYVJOPHS�WLYZWLJ[P]L��[OH[�
PZ� MYVT� H� [YHUZWVY[� H\[OVYP[`»Z� WLYZWLJ[P]L�� � -VY� \Z� NYHɉ[P�
PZ� JYPTPUHS� KHTHNL�� � 0[»Z� \UH\[OVYPaLK� ZWYH`PUN�� WHPU[PUN��
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ZJYH[JOPUN�� L[JOPUN� VM� HU`� Z\YMHJL� ^OLYL� [OH[� ZWYH`PUN��
WHPU[PUN��ZJYH[JOPUN�VY�L[JOPUN�ZOV\SKU»[�IL�
(WWYVHJOLZ� SPRL� [OL� VUL� L_WYLZZLK� PU� [OL� HIV]L� X\V[L�
(especially focusing on criminal damage) exemplify value 
judgments principally based on permission and property 
V^ULYZOPW� �KPZJ\ZZLK� M\Y[OLY� I`� @V\UN�� ����"� :OHM[VL��
2011). Whilst the ambition may be to reduce what people 
want less of, the zero tolerance and broken windows 
discourses of anti-social centers may in fact enhance moral 
panic (social or political). For example, actions such as the 
restriction or removal of legal walls12��HYL�Q\Z[PÄLK�I �̀�I\[�JHU�
also boost fears about the possibility of spillage (‘spread’) 
VM�[HNZ�[V�UVU�WLYTP[[LK�HYLHZ���0]LZVU����� I!���������I"�
4J(\SPɈL�� ������� /V^L]LY�� JOHUNLZ� OH]L� ILLU� Z\YMHJPUN�
among criminologists, urbanists and some municipalities 
HIV\[�W\ISPJ�VWPUPVU�[V�JYPTLZ� PUJS\KPUN�NYHɉ[P�]HUKHSPZT��
and whether and how to deal with them (Weisburd, 2016, 
@V\UN������"�0]LZVU����� H����� I"�/HSZL �̀�����"�/HSZL`�HUK�
Young, 2002). Impact as experienced in-context (rather than 
in relation to law, for example) has become more important in 
criminology and in designing policy and strategy, in response 
to criminal and anti-social events (Weisburd, 2016). Yet, the 
JOHUNPUN�HWWYVHJOLZ�HUK�WLYZWLJ[P]LZ� PKLU[PÄLK�JVU[PU\L�
to occur predominantly in silos, separated by discipline but 
also by value centers. For example, the research conducted 
K\YPUN� [OL� .YHɉ[P� +PHSVN\LZ� HUK� [OL� .YHɈVS\[PVU� WYVQLJ[Z�
PUJS\KLK� JVU]LYZH[PVUZ� ^P[O� ZVTL� WVSPJL� VɉJLYZ� ^OV�
were frustrated that the law and the criminal justice system 
were not keeping up to date with the changing mood of 
communities and some regional authorities.

2.2  Pro-Social Centers
The discussions in this section refer to the values that center 
primarily on the promotion or addition of social factors, more 
than the removal of something which a given actor or group 
TH`�JVUZPKLY�HU[P�ZVJPHS��0[�HJRUV^SLKNLZ�NYHɉ[P�HUK�Z[YLL[�
art’s potential as (a) an environmental, cultural or economic 
asset, (b) a device for social engagement and material 
contributions in public spaces and (c) a visual form of voice 
among many voices expressed in democratic society. Such 
factors can be linked in part to the political, industry and 
academic discourses around ‘localism’ (DCLG, 2011), 
 
���3LNHSS`�WLYTP[[LK�NYHɉ[P�HUK�Z[YLL[�HY[�^HSSZ�

people-centered planning (TCPA, 2015) and ‘creative cities’ 
�L�N�� /L^PZVU�� ����"� +*4:�� ����"� 3HUKY`� HUK� )PHUJOPUP��
1995). It is against this context we observe the rising 
emergence of pro-social art programs, mural projects, self-
organized community activities, urban festivals and social 
WYVQLJ[Z� LUJHWZ\SH[PUN� NYHɉ[P� HUK� Z[YLL[� HY[� MVY� H� ]HYPL[`�
of reasons such as education, commerce, rehabilitation, 
social innovation, community cohesion, and community 
regeneration (such as the Signal Project in the UK). 

Within the arts-led regeneration in urban environments we 
observe street art’s capacity to enhance urban social life 
and living spaces. Here the indicators of success are street 
safety, activity support and enhancement of the design or 
look of urban spaces. For instance, examples from the UK 
and Australia (Leake Street in London or May Lane Project 
in Sydney) illustrate how, with the use of street art and 
collaboration of various actors, dysfunctional spaces can be 
turned into functional and safe public spaces, where various 
members of the communities can enjoy spending time in 
or using them as part of their communal route. These may 
also refer to emotional value attached to a space as well 
as socio-spatial value where there is an increase in social 
PU[LYHJ[PVU� �))*� 5L^Z�� ����"� ;VV[O�� ����"� (\Z[PU�� ����"�
Iveson, 2010a).13 
 
:VTL� Z[YLL[� HY[� HUK� NYHɉ[P� �SLNHS� HUK� PSSLNHS� PU� ZVTL�
instances) have been recognized as an economic asset, 
having a commercial value, being used as part of a city’s 
image and place branding14, increasing touristic, artistic and 
everyday appeal. For example, it may increase footfall (bring 
tourists to these areas as well as becoming hotspots for 
residences), increase property values and increase business 
MVY� [YHKLYZ� �))*� 5,>:�� ����"� @V\UN�� ����"� >H[[Z� HUK�
-LLUL �̀�����"�)YPZ[VS�*P[`�*V\UJPS������"�3LHJO�HUK�)HRLY��
2010). Within the UK London (Leake Street and Shoreditch) 
as well as Bristol (Stokes Croft) examples reveal that street 
HY[� HUK� NYHɉ[P� H[[YHJ[� [V\YPZ[Z� �>H[[Z� HUK� -LLUL �̀� ����"�
3LHJO�HUK�)HRLY���������0U�YLSH[PVU�[V�[OLZL�PUKPJH[VYZ�NYHɉ[P�
VY�Z[YLL[�HY[PZ[Z�ILJVTL�]HS\HISL�WSH`LYZ�PU�[OL�NLU[YPÄJH[PVU�
of urban spaces (Young, 2014), in the branding of cities, 

 
����:LL�.YHɈVS\[PVU������H

14  Place branding as discussed by Vitiello and Willcocks, 2006



as well as in reducing insecurity and fear of crime in public 
spaces (Gamman and Willcocks, 2009).15

;OLYL� PZ� HSZV� H� ]PL^� VM� Z[YLL[� HY[� HUK� NYHɉ[P� HSSV^PUN� [OL�
JYLH[PVU�HUK�L]VS\[PVU�VM�KLTVJYH[PJ�ZWHJLZ�^OLYL�KPɈLYLU[�
groups within communities can express themselves, as 
ZLLU�PU�[OL�:V\[OIHUR�HYLHZ�PU�[OL�<2��:[LWOLUZVU������"�
Borja and Muxi, 2003). Other indicators of success here 
include emotional value, aesthetic value and subcultural 
value attached to a space. Urbanist Borja and designer 
4\_x� ������� KLZJYPIL� OV^� J\S[\YL� HUK�W\ISPJZ� HYL� KLÄULK�
through the activities and discourses played out in all 
kinds of shared urban contexts, be they public, privately 
managed open areas, or transport contexts. Such spaces, 
[OL`� ZH �̀� ZOV\SK� N\HYHU[LL� �WYV�ZVJPHS�� LX\HSP[`� [OYV\NO�
MVYTZ�VM�HWWYVWYPH[PVU�VU�ILOHSM�VM�KPɈLYLU[�ZVJPHS�VY�J\S[\YHS�
collectives. However inclusive this may appear, a pro-social 
focus in planning, place management, or even wall provision 
among artists usually comes bound to a hierarchical 
Z[Y\J[\YL��ZLL�HSZV�-PN�����[OH[�Ä_LZ�ZVTL�]HS\L�JLU[LYZ�HZ�
greater and pushes others to the peripheries of the terrain. 
-VY�L_HTWSL��:[HɈVYK�HUK�7L[[LYZZVU��������HYN\L�[OH[�SLNHS�
walls and mural projects create the possibility for the spread 
VM� NYHɉ[P� [V� ^PKLY� HYLHZ�� ^OPJO� OVZ[Z� VM� HU[P�ZVJPHS� ]HS\L�
centers want less of. 

3. Towards a Commons of Value Centers
The frames of pro-social and anti-social do not between 
themselves act as umbrellas over all value centers. There 
remain many untapped opportunities to more widely 
acknowledge the multiple and diverse centers at play in 
relation to visual and informal urban practices. This section 
explores the notion of a commons of value centers, which 
brings disparate values into more open dialogue around 
uncommissioned visual urban practices. By this we mean 
a commons where value centers can exchange, co-exist, 
or contest as adversaries in open, visual and generative 
dialogue, rather than as enemies in spatial stalemate. This 
builds upon Bingham-Hall’s (2016) discussion of urban 
commons, to include social and physical space for verbal 
and practice-led discourses. This can be through art, 
through management, cleaning, cultural interventions, and 
more. Figure 2 iterates an exploration of frames of value, 
 
���:LL�.YHɈVS\[PVU������H

HZ�\UKLYZ[HUKPUNZ�HUK� YLZWVUZLZ� [V�NYHɉ[P��Z[YLL[�HY[�HUK�
urban creativity, in both strategy and on-street activity. 
Through the commons of value centers, we look towards 
more developed and accessible approaches for sharing, 
indicating and understanding value, beyond simply the 
MYLX\LU[�HU[HNVUPZTZ�[OH[�TH`�IL�HZZ\TLK��-VY�L_HTWSL��
VUL� PU[LY]PL^LL� MYVT� H� <2� HU[P�NYHɉ[P� PUK\Z[Y`� IVK`�
describes success through rapid removal: “the policy is 
to clean it, obliterate it, get rid of it as fast as practically 
possible” (PLEUK2, 2014). On the other hand, an architect 
interviewee explains that “… many people in Hackney and 
;V^LY�/HTSL[Z�HYL�^HSRPUN�HYV\UK�7OV[VNYHWOPUN�P[�BNYHɉ[PD�
HUK�RPUK�VM�[V\Y�NYV\WZ�HYL�NVPUN�HYV\UK�SVVRPUN�H[�KPɈLYLU[�
IP[Z� VM� NYHɉ[P�� @V\� RPUK� VM� [OPUR�� ^LSS�� P[»Z� ILJVTL� H¯�
something of like a real cultural value” (EUK4, 2014). 

Figure 2.  An exploration of frames of value

Part of the sense in moving beyond the broad frames 
of ‘anti-social’ and ‘pro-social’ is to identify or design 
opportunities to acknowledge wider ranges of value centers 
[OYV\NO� ^OPJO� WLVWSL� HZZLZZ� HJ[P]P[PLZ� Z\JO� HZ� NYHɉ[P�
and street art. Figure 2 is one iteration of our attempts to 
PSS\Z[YH[L�ZVTL�VM�[OPZ�]HYPL[`�HUK�HJ[Z�ZPTWS`�[V�YLÅLJ[�[OL�
recurring tendencies that emerged as we set out to map 
centers of value and related challenges. Relying exclusively 
upon anti-social or pro-social frames for attributing value 
tends to be more hierarchical (illustrated via triangles), more 
expensive (expressed via € symbol) and less adaptable to 
context or situation. Firstly, more hierarchical because given 
value centers trump others by default in these frames. In 
the anti-social frame understandings of success might 
be bound tightly to reductions in anti-social activity, by 
achievement of environmental enforcement targets (e.g. 
CCTV installed) or by prosecution numbers. In pro-social 
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3.2  Merged models
 
CENTERS OF VALUE: 
GRAFFITI; STREET ART 
& URBAN CREATIVITY

Indicators
of success 1

Indicators 
of success 2

Indicators 
of success 3

Regulatory Decrease in legal costs; 
Increase in convictions

Decrease in instances of illegal 
PDUN�PDNLQJ���FULPH�¿JXUHV Decrease in cleaning costs 

Economic &RPPHUFLDO�YDOXH��LQFUHDVH�LQ�
UHYHQXH��VKRSV��PDUNHWV«�

,QFUHDVH�LQ�WRXULVWLF�LPDJH��
DUWLVWLF�DQG�HYHU\GD\�DSSHDO Increase in footfall

Social ,QFUHDVHG�FRPPXQLW\�
engagement

,QFUHDVHG�FRPPXQLW\�
involvement; increased 
DFFRXQWDELOLW\�DQG�WUDQVSDUHQF\

,QFUHDVH�RI�FRPPXQDO�RU�
social ties

Cultural &LW\�LPDJH��SODFH�EUDQGLQJ Increased attendance records

Aesthetic 'HYHORSPHQW�RI�QHZ�VW\OHV (QKDQFHPHQW�RI�WKH�GHVLJQ�DQG�
ORRN�RI�XUEDQ�VSDFHV

Environmental /RFDO�TXDOLW\�LQGLFDWRUV (QKDQFHPHQW�RI�WKH�GHVLJQ�DQG�
ORRN�RI�XUEDQ�VSDFHV

5HGXFHG�SROOXWDQWV���IURP�
VSUD\�SDLQWV�RU�FOHDQLQJ�
FKHPLFDOV

Subcultural ,QFUHDVH�LQ�ZDOOV�VSDFHV ,QFUHDVH�LQ�SDLQWLQJ�DFWLYLW\ ,QFUHDVHG�DFWLYLW\�VXSSRUW

Gender ,QFUHDVH�LQ�JHQGHU�HTXDOLW\�DQG�
RSSRUWXQLW\

Health Decrease in GP visits; 
KHDOWKFDUH�FRVWV (PRWLRQDO�ZHOOEHLQJ

Well-being
,QFUHDVH�LQ�SRVLWLYH�HPRWLRQV�
�VDIHW\��FRPIRUW��KDSSLQHVV��
KHDOWK����

,QFUHDVH�LQ�µTXDOLW\�RI�OLIH¶

Socio-spatial Increased social interaction

&RPPRGL¿FDWLRQ ,QFUHDVH�LQ�FRPPHUFLDO�YDOXH��
,QFUHDVHG�SXEOLFLW\�

,QFUHDVH�LQ�WKH�QXPEHU�RI�
FRPPHUFLDO�E\�SURGXFWV

Increased attendance 
records

Advertising Uses in commercial advertising 8VHV�LQ�VRFLDO�FDPSDLJQV &LW\�LPDJH��SODFH�EUDQGLQJ

Planning Increased regeneration Increased renovation

Arts-led regeneration Increased street safety (QKDQFHPHQW�RI�WKH�GHVLJQ�DQG�
ORRN�RI�XUEDQ�VSDFHV ,QFUHDVHG�DFWLYLW\�VXSSRUW

Social media ,QFUHDVHG�VRFLDO�PHGLD�IHHGEDFN ,QFUHDVHG�IROORZHUV

Mass media Increased mass media coverage

Local-interest 
(geographic proximity)

,QFUHDVHG�FRPPXQLW\�
engagement ,QFUHDVH�LQ�FRPPXQDO�VSDFHV Increased street safety

Public consent 8QSURPSWHG�SXEOLF�RU�VHUYLFH�
XVHU�VDWLVIDFWLRQ Increased attendance records

Political drivers ,QFUHDVHG�SXEOLF�VXSSRUW ,QFUHDVHG�SULYDWH�DQG�SXEOLF��
investment

Transport operator 
agendas 6HUYLFH�XVHU�VDWLVIDFWLRQ

Decrease in cleaning costs; 
PLQLPL]H�µRXWDJH¶�WLPH�RI�UROOLQJ�
stock

'HFUHDVH�LQ�WKH�LQVWDQFHV�RI�
JUDI¿WL

Emotional value
,QFUHDVH�LQ�WKH�HPRWLRQDO�
FRQQHFWLRQ�WR�D�VSDFH��SRVLWLYH�
FRQQRWDWLRQV�

Societal value ,QFUHDVHG�FRPPXQLW\�
involvement Increased social interaction

Event-organizational 
value Increased attendance records Print and online media coverage

Table 1: Evolving table of indicators for diverse Centers of Value



frames, understandings of success might be headed by 
high attendance or participation numbers from an event, or 
by shares among certain social networks. Secondly, more 
expensive because less resource sharing is possible between 
diverse disciplines, departments or communities of interest, 
so the economic burden of particular actions is not shared. 
The fact that the triangles do not overlap each other betrays 
the fact that centers do not naturally cross between anti-
social and pro-social frames. By contrast, in a commons of 
]HS\L�JLU[LYZ�̂ L�ZLL�H�TVYL�LX\P[HISL�Z[Y\J[\YL�̂ P[OPU�̂ OPJO�
]HS\L�JLU[LYZ�L_PZ[��PSS\Z[YH[LK�]PH�[OL�JPYJSL���;OPZ�YLÅLJ[Z�H�
more open and agile negotiation of what is important for 
whom exactly and in what context, including dissimilar 
perspectives (expressed by the two triangles overlapping 
the circle). Next, we will start to expose opportunities for 
using a commons of value centers approach.

3.1  A Commons Tabled
This subsection starts to give form to the discussions on the 
JLU[LYZ�VM�]HS\L�MVY�NYHɉ[P�YLSH[LK�WYHJ[PJLZ��HUK�THWZ�V\[�
ZHTWSL� PUKPJH[VYZ� MVY� OV^� LHJO�TPNO[� KLÄUL� ºZ\JJLZZ»� VY�
‘better’. Table 1 is an early iteration, which likely showcases 
the tip of an iceberg. Even in its current prototype form 
the table in itself already acts as a commons device, like a 
lens, making visible a number of the multiple value centers 
relating to value uncommissioned urban practices in a 
leveled manner. Among the variety of centers16 each hosts 
localized systems of meanings. The meaning of a paste-up 
[OH[�HWWLHYZ�VU�[OL�ZPKL�VM�H�ZOVW�PZ�SPRLS`�]LY`�KPɈLYLU[�MVY�
the shop-owner who holds commercial value at the center, 
than for a passer-by who holds their emotional response at 
the center. Through such meanings, value is ascribed and the 
indicators of ‘success’ or ‘better’ are established. For a train 
BNYHɉ[PD�^YP[LY�� [OL� Z\JJLZZLZ�HUK�^H`Z� [V� PUKPJH[L� �ZOHYL��
[OLT�^PSS�IL�KPɈLYLU[�[OHU�[OVZL�VM�H�QV\YUHSPZ[��H�JVTT\UP[`�
safety professional, or an art dealer, for example. Each 
]HS\L�JLU[LY�KPɈLYLU[PH[LZ� P[ZLSM� MYVT�[OL� ºV[OLYZ»��]HYPV\ZS`�
establishing those others as peripheries from the position 
taken by that center. This does not however preclude the 
possibility for capturing or embracing multiple value centers 
and indicators, discussed further below regarding merged 
models. 

 
����>OPJO�SHYNLS`�LTLYNLK�MYVT�[OL�.YHɉ[P�+PHSVN\LZ�HUK�[OL�
.YHɈVS\[PVU�YLZLHYJO�

Part of the point of a commons is that it can be resilient to 
adapt and reorganize as contesting and desirable priorities 
change. As will be discussed in this subsection, there are 
several cases where such inclusive steps have been taken 
and to cross or redress the pro-social and anti-social divide 
in constructive ways.

Merged models bring together diverse value centers 
IL[^LLU� HJ[P]P[PLZ� VM� \YIHU� THUHNLTLU[� HUK� NYHɉ[P� VY�
urban creativity. They represent clusters of mixed, coexisting 
activities resulting from the wider commons portrayed in 
Figure 2. For example, combining open-walls with improved 
lighting, or greening with restorative justice practices, or 
painting opportunities with maintenance opportunities. 
;OL`�JVTIPUL�KPZWHYH[L�]HS\LZ�HUK�LɈVY[Z�HTVUN�ZWLJPÄJ�
communities and contexts. Brighton, for example, maintain 
a hard-stance on what can be demonstrated as problematic 
among given areas or communities whilst staying far more 
agile to collaborate with, facilitate or leave space for street 
artists in other contexts. Such merged positions can involve 
TVYL�LɉJPLU[��TVYL�HWWYVWYPH[L�W\ISPJ�ZWLUKPUN��;OL`�OLSW�
TP[PNH[L�HU[HNVUPZTZ�PU�PKLU[PÄLK�JVU[L_[Z��̂ OPSL�Z\WWVY[PUN�
T\S[PWSL�[`WLZ�VM�MHJPSP[H[LK��VYNHUPaLK��VY�HɈVYKLK��WLYTP[[LK��
HJ[P]P[`� �ZLL� 5VYTHU�� ������� (� .YHɈVS\[PVU� PU[LY]PL^LL�
describes the merged outlook in Brighton that both aims to 
JVU[YVS�ZWLJPÄJ�WYVISLTZ�PU�H�JLY[HPU�JVU[L_[�HUK�[V�IL�TVYL�
open elsewhere:

We’re not in a position to have a fortress Brighton.  We can’t 

have gates and cameras everywhere. It wouldn’t resolve our 

WYVISLTZ�HUK�P[�^V\SK�IYPUN�H�OVZ[�VM�V[OLY�[OPUNZ�I\[�P[� PZ�
]LY`�KPɉJ\S[�Z[PSS�[Y`PUN�[V�̂ VYR�VU�[OH[�B���D�VUL�VM�[OL�Z[YLUN[OZ�
[here] is that the street art community do a lot of work with 

us and make a lot of the decisions for us and we can work 

with that and we can help it go in a positive direction. (AUK1, 
2014)

In the early 2000’s Brighton and Hove City Council started 
[V� L]VS]L� P[Z� NYHɉ[P� Z[YH[LN`� MYVT� JSLHUPUN� VɈ� HU`� NYHɉ[P�
and street art to making a distinction between disruptive 
HUK� PUUV]H[P]L�^VYRZ� HUK�LUJV\YHNPUN�OPNO�X\HSP[`� HY[� ]PH�
designated urban creativity areas and commissioned works 
(Leach and Baker, 2010). This decision was reached after 
experiencing degradation and unmanaged spaces during 
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[OL� WYLJLKPUN� KLJHKL�� )YPNO[VU� PKLU[PÄLK� HU� VWWVY[\UP[`�
[V� PU]VS]L� NYHɉ[P� ^YP[LYZ� PU� H� WYVJLZZ�� ^OPJO� HPTLK� H[�
merging cultural, economic and crime prevention agendas. 
;OL�*V\UJPS� OHZ� ZPUJL� L_WSVYLK�^H`Z� [V�^VYR�^P[O� NYHɉ[P�
artists to revitalize degenerated spaces especially in the 
center of the city. Artists were given a number of prominent 
wall surfaces with the understanding that they would help 
THPU[HPU�[OLT��;OPZ�HWWYVHJO�THRLZ�LɈVY[�[V�YLJVNUPaL�HUK�
adhere to the centers of value represented by the Brighton 
and Hove City Council (by reducing maintenance costs) but 
also by those local artists (by giving over more space) and 
SVJHS�YLZPKLU[Z�HUK�I\ZPULZZLZ��I`�VɈLYPUN�[OL�WVZZPIPSP[`�VM�
commissioning work for themselves and of increased footfall 
in particular areas). 

;V� NP]L� HUV[OLY� L_HTWSL�� ZWLHRPUN� H[� H� .YHɉ[P� +PHSVN\LZ�
workshop in Bristol, Ruth Essex (2011) describes: 
*V\UJPSZ� HYL� ]LY`�KP]LYZL� PUZ[P[\[PVUZ!� 0� JHTL� PU� HZ� HU� HY[Z�
VɉJLY�^P[OV\[�HU`�[HYNL[Z�PU�T`�QVI�HIV\[�JSLHUPUN�VY�JYPTL�
YLK\J[PVU��:V�^OLU�0�^LU[�PU[V�JV\UJPS�KPZJ\ZZPVUZ��0�PUP[PHSS`�
found that our goals and targets were somewhat opposed to 

ZVTL�VM�[OL�V[OLY�KLWHY[TLU[Z�0�^HZ�^VYRPUN�^P[O��^OV�OHK�
[OLPY�^VYR�NLULYH[LK�I`�JVTWSHPUHU[Z. 

:OL�M\Y[OLY�KLZJYPILZ�OV^�ZOL�JHTL�[V�ÄUK�OLYZLSM�^VYRPUN�
between artists, other citizens and diverse city departments 
HUK�ZSV^S`�THUHNLK�[V�SPUR�\W�KPɈLYLU[�HTIP[PVUZ��I\KNL[Z�
and resources and support for actions to “[...] learn from the 
positive responses, and free up unused creative energy in 
the city” (2011).

At a municipal level, or that of property management or 
place creation, with a merged model multiple drivers are 
accommodated, seeking to serve diverse agendas and 
encourage more astute and more contextually relevant 
JVUJLW[Z� MVY� YLZWVUZL� �.YHɈVS\[PVU�� ����J��� ;OPZ� TLHUZ�
^OLYL�� MVY� L_HTWSL�� JLU[LYZ� JHU� HWWLHY� [V� JVUÅPJ[� ^P[O�
multiple desirable outcomes, it is still possible to develop 
artistic or strategic responses from across these and 
hear, and account for, multiple voices in a single space. 
In the next section we will explore a selection of possible 
M\[\YL� [VVSZ� �LU]PZHNLK� K\YPUN� [OL� .YHɈVS\[PVU� WYVQLJ[��
that have the potential to cater for multiplex ties in 
[OL� JVU[L_[Z� VM� NYHɉ[P�� Z[YLL[� HY[� HUK� \YIHU� JYLH[P]P[ �̀ 
 

3.3 Future tools
We posit a small sample of tools and approaches where 
multiple indicators, measures, centers of value and 
understanding of success can be accommodated more 
VWLUS`� HUK� TVYL� LX\P[HIS`17. Throughout the research 
JHYYPLK�V\[�PU�[OL�JVU[L_[Z�VM�[OL�.YHɉ[P�+PHSVN\LZ�5L[^VYR��
.YHɉ[P� :LZZPVUZ� HUK� .YHɈVS\[PVU�� V\Y� LUNHNLTLU[Z� HUK�
collaborations have included some self-proclaimed vandals 
who are very open, as well as some self-proclaimed artists 
who hold their priorities very close to their chests. We have 
also encountered individuals in cultural, commercial and 
governmental organizations who would apparently prefer far 
greater shifts in legal and urban strategies, and more creative 
actions than they are able to implement right now. These 
voices plus other communities and urban scholars consulted 
�.YHɈVS\[PVU������I��OH]L�[VNL[OLY�SLK�\Z�[V�ZLL�H�TVTLU[�VM�
change - and we think, opportunity - at many levels for urban 
creativity and uncommissioned visual practices. The notion 
of a commons is about bringing peripheries into clearer view 
for those who wittingly or unwittingly miss the point being 
made by some, and it is about allowing others to evolve 
their own centers of value, ideas and practices by increasing 
L_WVZ\YL�[V�KPɈLYLUJL��;OPZ�JHU�OHWWLU�[OYV\NO�̂ PKLY�]LYIHS�
debates but importantly also through the inclusion of urban 
practice as part of the same open discourse. Emergent ideas 
KPZJ\ZZLK�HUK�LUJV\U[LYLK�K\YPUN�[OL�.YHɈVS\[PVU�YLZLHYJO�
included:

- Multi-agenda feedback tools: These are resources that 
X\LZ[PVU�^OV�PZ�ILPUN�ZLY]LK�I`�^OH[�HJ[PVUZ�VY�YLZWVUZLZ��
HUK� ^OV� KLÄULZ� ºZ\JJLZZ»� MVY� L_HTWSL� ^P[OPU� H� NP]LU�
NYHɉ[P�YLSH[LK�ZJLUHYPV��;OL`�HSZV�X\LZ[PVU�^OH[�^V\SK�ILZ[�
indicate reduced attrition, reduced antagonisms, or other 
improvements for each actor (initiator, collaborator, victim 
VY� ILULÄJPHY`��� ;OL� .YHɈVS\[PVU� WSH[MVYT� PZ� ILNPUUPUN� [V�
prototype one version of this through its aggregated ratings 
Z`Z[LT�� MV\UK� OLYL� O[[W!��^^ �̂NYHɈVS\[PVU�L\�YLZWVUK�
YLZWVUZL�ÄUKLY��(JJLZZLK����4HYJO��������

- Valuometers: These are live and connected visualizations 
of issues or actions, shown according to diverse indicators 
as illustrated in Table 1, or according to wide-ranging actor 

 
����:LL�.YHɈVS\[PVU������I



group perspectives (e.g. registered users can feedback once 
they select the actor group which best represents them).

- Intervention mixer: This is a toolkit that helps combine 
PU[LY]LU[PVUZ�[V�MVYT�\UPX\L�HUK�JVU[L_[�ZWLJPÄJ�Z[YH[LNPLZ��
This toolkit would present mixes unconstrained by value 
centers. For example, it may combine a street art event 
with CCTV monitoring where videos/live stream is shared 
via social media making an event more recognized or 
form discussions on CCTV monitoring of public space, 

transparency or civil rights. 

 
- Visual Data Aggregator �4J(\SPɈL�������!�;OPZ�PZ�H�WSH[MVYT�
that combines and collects images as visual value indicators 
VM� NYHɉ[P� �WVZP[P]L� VY� ULNH[P]L�� MYVT� ]HYPV\Z� JOHUULSZ� ��
council cleaning teams, cleaning contractors, residents, 
[V\YPZ[Z��^YP[LYZ�HUK�HY[PZ[Z��7OV[VNYHWOZ�I`�KPɈLYLU[�HJ[VYZ�
HJYVZZ�KPɈLYLU[� KH[HIHZLZ� HUK� ZVJPHS� UL[^VYRPUN� Z`Z[LTZ�
can thereby be brought together. This aggregator acts as a 
TVYL�HJJ\YH[L�YLÅLJ[PVU�VM�[OL�T\S[PWSL�WVZP[P]L�HUK�ULNH[P]L�
PTWHJ[Z�VM�NYHɉ[P�HJ[P]P[`�HUK�HSSV^Z�H�YHUNL�VM�]HS\LZ�[V�IL�
collected through the visual medium rather than just negative 
]HS\LZ�JVTPUN�PU�[OYV\NO�NYHɉ[P�OV[SPULZ�

These represent a fractional sample from wider and evolving 
sets of possibilities (including but not limited to those 
TLU[PVULK� PU�.YHɈVS\[PVU�� ����I��� ;OL`� HYL� VM� JV\YZL� `L[�
to be proven in terms of their capacity to open out the 
commons of value centers discussed. Nonetheless, they 
can act as prototypes - prototypes towards new innovations 
in how uncommissioned visual and creative urban practices 
are contested. 

To our knowledge, very few people ask for practices like 
NYHɉ[P� [V�IL� SLNHSPaLK�WLY�ZL��9H[OLY� [OL�JHSSZ�^L�OLHY�HYL�
for more publics to have voices that can be heard in more 
LX\P[HISL�^H`Z�� PU� YLZWLJ[� VM� [OL� YPJOS`� WVS`OLKYHS� ]HS\LZ��
YLZWVUZLZ� HUK� HJ[PVUZ� HYV\UK� NYHɉ[P�� :THSS� H[[LTW[Z�
to uncover and innovate in the commons of this terrain 
might enable the strategies and tactics of policy and urban 
THUHNLTLU[� [V� ÄUK� NYLH[LY� MYLLKVT� [V� ZWLUK� SLZZ� �[OL`�
have to) while authentically achieving and serving more.

4. Conclusion
(J[PVUZ� [V� WYVTV[L�� HɈVYK� VY� PTWHPY� PUZ[HUJLZ� VM� NYHɉ[P��
Z[YLL[�HY[�HUK�\YIHU�JYLH[P]P[`�YLÅLJ[�WLYZVUHS�WLYZWLJ[P]LZ��
collective priorities or professional positions, which each 
assume particular forms for attributing, hearing and 
expressing ‘value’. As discussed above, those value 
attributions - centers and peripheries - are closely related 
to who is being served and who is not. Centering value 
on a single principle forces other values into periphery, 
and can hinder new opportunities for open ‘successes’ 
(i.e. serving more of the communities that they impact). In 
response, a commons-approach reveals multiple chances to 
prototype new alternatives that enable diverse experiences, 
specialisms, interests or practices to exchange, contest and 
JVSSHIVYH[L���LHJO�PU�KPɈLYLU[�^H`Z�I\[�^P[OPU�HU�HJJLZZPISL�
common of communication and space. These are chances to: 

- ‘Hear’ more diversely, to increase inclusivity through urban 
and creative practices (Gamman and Thorpe, July 2014). 

- Design space for unusual collaborations to happen.
 
- Increase appropriateness in resource-allocation.
 
- Reduce public or societal spending on matters that do not 
warrant spending on courts, cops and corrections.
 
- Reduce unnecessary criminalization of uncommissioned 
visual urban practitioners (Essex, 2011). 
 
��7VVS�LɈVY[�HUK�YLZV\YJL�PU]LZ[TLU[�IL[^LLU�KP]LYZL�
stakeholders and agendas.
 
- Widen the palettes accessible for both the debates and 
the visual practices of urban commons.
 
- Evolve (mature) our collective lexicon of responses to 
PUMVYTHS�\YIHU�WYHJ[PJLZ��Z\JO�HZ�NYHɉ[P��

This article has sought to break down some surface 
oppositions of center and periphery, and to identify direction 
for incumbent and emerging opportunities, such as those 
HIV]L��;OLZL�YLÅLJ[�JOHUJLZ�[V�YLKLZPNU�[OL�^H`Z�[OH[�^L�
understand what ‘better’ might look like when we include 
T\S[PWSL� JLU[LYZ� VM� ]HS\L� PU� JVU[L_[Z� VM� NYHɉ[P�� Z[YLL[� HY[�
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and related practices. In this terrain of activity we can see 
glimpses of a new commons, where value centers can 
exchange, co-exist, or contest as adversaries in open, visual 
and generative dialogue, rather than as enemies in spatial 
stalemate. Through future tools that can expose actors 
in this context to diverse values and understandings of 
success, we may increase the chances for people to have 
H�TVYL�U\HUJLK�]PL^�VM�NYHɉ[P�HUK�V[OLY�JYLH[P]L�WYHJ[PJLZ�
PU� \YIHU�W\ISPJ� ZWHJL��(SS� VM� [OPZ� VM� JV\YZL� [HRLZ�LɈVY[� [V�
create, to innovate, to hear, to have a go. Importantly also, 
it takes willingness to fail, willingness to be surprised and 
willingness to be open about the changes we each want to 
see. 
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It started by coincidence. Of course it did. Most creative 
ventures do. In late 2013, as I was preparing for an research 
HWWSPJH[PVU�VU�OV^�NYHɉ[P�̂ YP[LYZ�PU�:^LKLU�JVUJLP]L�VM��HUK�
make use of, urban space, I started posting more and more 
WPJ[\YLZ�VM�NYHɉ[P�VU�T`�0UZ[HNYHT�HJJV\U[��0UP[PHSS`�MVY�[OL�
sole reason that it was all I Photographed during that time: I 
was riding my bike to tunnels and walls along the lines, went 
to hall of fames, started mapping and analyzing tags in the 
city center, and spent a lot of time benching at the local train 
station waiting for newly painted panels to roll by. The direct 
JVUZLX\LUJL�VM�[OPZ�^HZ�[OH[�[OL�[OPY[`�MYPLUKZ�^OV�VYPNPUHSS`�
followed my personal account for the most part unfollowed 
TL��HUK�JSVZL�[V�H�[OV\ZHUK�NYHɉ[P�^YP[LYZ�Z[HY[LK�[V�MVSSV^�
me instead. Still, there was no plan behind it, besides 
childishly basking in the small amount of attention I got. Plus it 
was fun to follow writers back, and see their work. Instagram 
PZ�[VKH`�HU�PU[LNYH[LK�WHY[�VM�[OL�NYHɉ[P�Z\IJ\S[\YL��0U�THU`�
^H`Z�P[�OHZ�Z\YWHZZLK�NYHɉ[P�THNHaPULZ�HZ�[OL�THQVY�TLKPH�
MVY�JVUZ\TPUN�NYHɉ[P��1HJVIZVU������!������4VYL�ZV��NYHɉ[P�
VU� 0UZ[HNYHT� PZ� UV[� Q\Z[� H� YLWYLZLU[H[PVU� VM� NYHɉ[P�� HZ� PU�
merely consuming it, it constitutes a vital part of producing 
NYHɉ[P!�>YP[LYZ� KV� NYHɉ[P�� 7OV[VNYHWO� P[�� HUK� L]LU� PM� [OL`�
themselves do not post it on Instagram, someone else often 
will (Glaser, 2015). It has come to the point that some writers 

openly discourage others from posting pictures of their work 
^P[OV\[� HZRPUN� [OLT� ÄYZ[�� 0U� THU`� ^H`Z�� 0UZ[HNYHT� PZ� H�
WLYMLJ[�TLKP\T�MVY�NYHɉ[P�� P[Z� PTHNL�IHZLK�ÅV^�HUK�ZOVY[�
comment feeds stimulate discussions between participants 
who sometimes know each other and at other times do not. 
0[� MLH[\YLZ� KPZJ\ZZPVUZ� VU� Z[`SL�� YPZR�� MYLX\LUJ �̀� ]PZPIPSP[ �̀�
but also encouragements through ‘likes.’ The service itself 
PZ�ZVY[�VM�H�KPNP[HS�LX\P]HSLU[�[V�[OL�Z\IJ\S[\YHS�YPKL�[OYV\NO�
NHSSLY`�VM�[YHJRZPKL�NYHɉ[P��6US`�[OH[�P[� PZ�]LY[PJHS�PU�P[Z�ÅV^�
YH[OLY�[OHU�OVYPaVU[HS!�:JYVSSPUN�KV^U�`V\Y�0UZ[HNYHT�ÅV^�PZ�
in many ways similar to riding the train and keeping track of 
the pieces, throws, and tags passing by. More so, similar to 
ZLLPUN�[YHJRZPKL�NYHɉ[P�MYVT�[OL�[YHPU��`V\Y�]PZ\HS�WLYJLW[PVU�
is boundaried by a framed screen, making close inspections 
HUK� KPɈLYLU[� HUNSLZ� SPTP[LK� ¶� HSS� PU� HSS�� IS\YYPUN� [OL� SPUL�
IL[^LLU�[OL�VUSPUL�HUK�VɊPUL�KPTLUZPVUZ�VM�NYHɉ[P��

Which brings me back to the coincidence. As usual when 
KVPUN�X\HSP[H[P]L�YLZLHYJO�VU�Z\IJ\S[\YHS�NYV\WZ��[OPUNZ�KV�
not exactly work out the way you originally had planned. 
The aim of my research project is to explore whether there 
HYL� Z[Y\J[\YLK� KPɈLYLUJLZ� HTVUN� NYHɉ[P� ^YP[LYZ� PU� YLNHYK�
[V� OV^� [OL� º^OLYL�»� º^OH[�»� ºOV �̂»� HUK� º^O`»� VM� NYHɉ[P�
HYL� KLÄULK�� JVTT\UPJH[LK�� HUK� HJ[LK� \WVU� I`� ^YP[LYZ��
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:\IJ\S[\YHS�OL[LYVNLULP[`�^P[OPU�NYHɉ[P�OHZ�ILLU�HKKYLZZLK�
ILMVYL��JM��*HZ[SLTHU��� ��"�4HJ+VUHSK������"�/HSZL`�HUK�
@V\UN�� ����"� :OHUUVU� ������ I\[� OHZ� ILLU� KVUL� ZV� MYVT�
either a demographic perspective, or in terms of stages of 
subcultural development, or as a dichotomy between the 
legal and art-oriented on the one hand, and the illegal and 
vandalizing on the other. Less focus has been on whether 
there are plural structures of meaning providing multiple 
subcultural authentications and emplacements (Hannerz, 
2015). If there are indeed plural subcultural structures of 
TLHUPUN� ^P[OPU� NYHɉ[P� [OLU� ^OH[� HYL� [OL� JVUZLX\LUJLZ�
for how writers interpret and act upon these structures? 
(JJVYKPUNS �̀�0�^HU[LK�[V�MVSSV^�HUK�PU[LY]PL^�KPɈLYLU[�RPUKZ�
VM� NYHɉ[P� ^YP[LYZ� VU� [OL� IHZPZ� VM� ZWH[PHS� KPɈLYLUJLZ�� HZ� PU�
where they predominantly write, so as to investigate whether 
[OL`�LUHJ[LK�ZPTPSHY�WLYJLW[PVUZ�VM�^OH[�HUK�^OLYL�NYHɉ[P�
should be.

Enter the dilemma. For when I started preparing for interviews 
I reluctantly had to admit to myself that despite my initial 
ÄLSK^VYR� 0� ^HZ� NVPUN� [V� OH]L� WYVISLTZ� VM� HJJLZZ� [V� [OL�
ÄLSK�¶�LZWLJPHSS`�ZV�PM�0�^HU[LK�[V�L_WSVYL�WS\YHS�Z\IJ\S[\YHS�
UV[PVUZ�VM�H\[OLU[PJP[ �̀�HZ�[OH[�^V\SK�PUL]P[HIS`�YLX\PYL�WS\YHS�
access points. Now, even though ethnography is somewhat 
obsessed with access – most handbooks for example start 
by discussing it at length – ethnographies on subcultural 
groups are less so. Access is too often assumed as self-
evident due to the researcher already having a relation to 
[OL� ÄLSK��TVZ[� VM[LU� HZ� H� WYPVY� WHY[PJPWHU[� �JM��/VKRPUZVU��
����!���"�/HLUÅLY�� ����I!���"� -VYJL�� ��� !� �"�/HUJVJR�
and Lorr, 2013:325f, too name but a few). This is a highly 
problematic stance that I have discussed at length 
LSZL^OLYL� �/HUULYa�� ������� ^OH[� ^PSS� Z\ɉJL� MVY� UV^� PZ� [V�
say that access must not be taken for granted, as it refers 
to a multi-layered negotiation of proximities and distances, 
as well as trust between the researcher and the researched. 
>OPJO�IYPUNZ�\Z�IHJR�[V�T`�PUP[PHS�WYVISLT��ILJH\ZL�NYHɉ[P�
^YP[LYZ�HYL�KPɈLYLU[� [V� [OL�W\URZ� 0�OHK�WYL]PV\ZS`�Z[\KPLK��
Mainly because what they do is often illegal. It was not that 
easy that I could go to a new city visit a few shows, identify 
KPɈLYLU[�RPUKZ�VM�WHY[PJPWHU[Z�VU�[OL�IHZPZ�VM�[OLPY�OHPY�Z[`SLZ��
shoes, and band shirts, and then start from there. Despite the 
VɉJPHS� PUMVYTH[PVU�WYV]PKLK�I`�:^LKPZO�WVSPJL�H\[OVYP[PLZ��
[YHUZP[�JVTWHUPLZ��HUK�SVJHS�VɉJPHSZ�VU�OV^�NYHɉ[P�^YP[LYZ�
SVVR��2PT]HSS��������TVZ[�^YP[LYZ�KV�UV[�Ä[�[OL�Z[LYLV[`WL�VM�

the hip-hop clad paint-stained youth. Surprise. Rather most 
VM�[OL�[PTL�K\YPUN�T`�ÄLSK^VYR�P[�OHZ�ILLU�ULHYS`�PTWVZZPIS`�
to spot who is a writer and who is not. For the most part, I did 
UV[�L]LU�RUV^�̂ OLYL�[V�SVVR�MVY�WHY[PJPWHU[Z�PU�[OL�ÄYZ[�WSHJL�
(cf. MacDonald, 2001:55). As one of informants later noted in 
relation to security guards trying to catch writers red-handed 
along the train tracks: 

0�TLHU�L]LU�PM�0�HZ�H�^YP[LY�^V\SK�NV�V\[�HSVUN�[OL�SPUL�[V�ÄUK�
someone who painted along the line I would never succeed 
in doing so, even if we tried to make it to a place that we 
know gets painted a hell of a lot. I mean, and we do have a 
lot of knowledge and insight. (GAS1-2015)

:LLPUN�[OPZ�WYVISLT�VM�ÄUKPUN�WHY[PJPWHU[Z�0�JV\SK�VM�JV\YZL�
focus on the few writers I had already met in relation to my 
ÄLSK^VYR�HUK�[OLU�NV�MYVT�[OLYL��-VY�L_HTWSL�0�MYLX\LU[LK�
KPɈLYLU[�VWLU�^HSSZ��WHY[PJPWH[LK�PU�NYHɉ[P�^VYRZOVWZ��HUK�
went to jams and gallery shows. Yet it did little in terms 
VM� NYHU[PUN� TL� HJJLZZ� [V� KPɈLYLU[� Z\IJ\S[\YHS� ZL[[PUNZ��
especially access that lasted beyond those temporary 
meetings. And to be honest, even at such events I had 
problems of spotting who was a writer and who was not. I 
guess I could have just started writing intensively myself, but 
Z[PSS��HZ�0�^HU[LK�[V�HJJLZZ�KPɈLYLU[�NYV\WZ�VM�^YP[LYZ�L]LU�
that would have been restricting in terms of access. 

;OL�ZVS\[PVU�Z[Y\JR�TL�HZ� YH[OLY�L]PKLU[�^OLU�VUL�NYHɉ[P�
writer contacted me through Instagram to ask for a Photo I 
had posted: Would it not be a good idea to simply make use of 
already established contacts I had with writers on Instagram, 
and contact writers through it? By then my followers had 
NYV^U�^H`�IL`VUK������ HUK� 0� L_JS\ZP]LS`�WVZ[LK�KPɈLYLU[�
RPUKZ�VM�NYHɉ[P�[OH[�0�OHK�JVTL�HJYVZZ�K\YPUN�T`�ÄLSK^VYR�
and journeys. More so, writers commented on my pictures 
and I commented on theirs, so contacting them seemed like 
a small step to take. Come to think of it, I already had access 
to multiple settings, yet it was only when I moved my feet that 
I could see the ground I was already standing on. So I began 
communicating with writers through Instagram based on my 
ÄLSK�UV[LZ�VU�OV^�^YP[LYZ�KPZ[PUN\PZO�HUK�KLÄUL�Z\IJ\S[\YHS�
JH[LNVYPLZ!� ([� ÄYZ[�� VU� H� ZWH[PHS� IHZPZ�� JVU[HJ[PUN� [OVZL�
who seemed to mainly paint trains, walls along the track, 
or those who mainly bombed the inner city. I did so through 
personal direct messages in which I introduced my research 



and myself, as well as what I was interested in. In turn, this 
WYV]PKLK�TL�^P[O� YPJOLY� ÄLSK^VYR�� HUK� HZ� 0� L_WHUKLK� [OL�
KPɈLYLU[�ZL[[PUNZ�[OH[�0�̂ HU[LK�[V�PU]LZ[PNH[L�0�JV\SK�[OLU�\ZL�
Instagram once again to access these. The fun pastime had 
suddenly turned into a valuable methodological tool.

3VVRPUN�IHJR�[OYV\NO�T`�ÄLSK�UV[LZ��0�UL]LY�[OV\NO[�VM�T`�
Instagram habits initially as more than simply just a way to 
WHZZ�VU�ZVTL�VM�[OL�NYHɉ[P�[OH[�0�LUJV\U[LYLK�^OLU�KVPUN�
ÄLSK^VYR��9LÅLJ[PUN�\WVU�P[�UV^�OV^L]LY��0�YLHSPaL�[OH[�P[�OHZ�
had numerous advantages. First of all, it has provided me 
with a subcultural identity. When I meet writers, they almost 
immediately ask me, or they the person who introduces 
me, what I write. Lacking a proper tag, I began telling my 
Instagram-nick and noticed that increasingly writers seemed 
to already know something about me through my account. 
In lack of a proper tag, it gave me a subcultural status, not 
as a writer, but more as a chronicler (Kimvall, 2014:39). Such 
H�WVZP[PVU�OHZ�OLSWLK�H�SV[�PU�HWWYVHJOPUN�^YP[LYZ�IV[O�VɈ��
and online providing me with a liminal subcultural position 
that transgresses the boundary of inside and outside, as well 
as across multiple subcultural settings. Second, the shift to 
\ZPUN� 0UZ[YHNYHT�HZ�H�^H`� [V�HJJLZZ�KPɈLYLU[�WHY[Z�VM� [OL�
Z\IJ\S[\YL� HUK� PUP[PH[PUN� H� ÄYZ[� JVU[HJ[�� OHZ� [YHUZMVYTLK�
this previous role of a chronicler into one of, what Martin 
Berg (2015) has called, a participant producer. Even though 
my nick remains, I am now also Erik the researcher, on the 
VUL� OHUK� KVJ\TLU[PUN� NYHɉ[P� VU� 0UZ[HNYHT�� VU� [OL� V[OLY�
hand researching it. At the same time, this role of participant 
producer makes it possible for the prospective interviewees 
to immediately check up on me in relation to both of these 
roles. Making the ongoing negotiation of access rather 
VI]PV\Z��;OL`�JHU�LP[OLY� ZJYVSS�KV^U�T`�ÅV �̂� Q\KNPUN�TL�
on the basis of a chronicler, or they can google my real 
name as a researcher. Third, Instagram has provided me 
^P[O�H�Z\IJ\S[\YHS�LX\P]HSLU[�[V�[OL·[V�TL��HSS�ZV�MHTPSPHY·
punk show: here is an arena in which many writers openly 
participate, and where I can easily make contact with 
^YP[LYZ�^P[OPU�KPɈLYLU[�JVU[L_[Z��;OL�ÄYZ[�TLZZHNL�0�ZLUK�[V�
prospective interviewees is short, presenting myself and my 
research in a few lines and then asking them that if interested 
they can just simply type an answer. If not they can just 
ignore it.  So far none has. The second step is then providing 
information of the study, what the data will be used for and 
OV^�0�^PSS�[YLH[�[OLPY�HUVU`TP[ �̀�(Z�WHY[�VM�[OPZ��0�JHU�X\PJRS`�

HKKYLZZ�[OLPY�X\LZ[PVUZ�HUK�JVUJLYU��(M[LY�[OPZ�̂ L�JHU�HNYLL�
to meet somewhere and I can send them a Photo of me so 
that they can check up on me in person, before approaching 
me at the meeting point. And they sometimes do, watching 
me from a distance together with their friends, or so they 
have told me. Fourth, and in direct relation to the above, 
this way of using Instagram as a point of access means 
that most often I only know my informants’ nick and their 
tag, I do not have any phone numbers, addresses, email-
addresses, or any idea of who they are. Thus I can avoid 
having to explain from whom I got their number or email, 
but also the risk of revealing them to the outside is minimal. 
It is a simple and rather evident way of making an initial 
contact, similar to introducing myself to a writer at an open 
^HSS��-PM[O��NP]LU� 0UZ[HNYHT»Z� PTHNL�IHZLK�ÅV �̂�HZ�^LSS�HZ�
the possibility to easily explore what people like and follow, 
it constitutes an interesting means to explore subcultural 
spatiality and authenticity. It does not only give an insight 
PU[V�[OL�KPɈLYLU[�^OLYLZ�HUK�OV^Z�VM�NYHɉ[P��[OL�JVTTLU[Z�
and hashtags also provide interesting roads into the many 
whys and whats. 

Having said that, I want to end this essay by pointing out that 
this approach, similar to seeking out punks at punk shows 
or writers at an open wall, of course has its disadvantages. 
As Kathy Charmaz  (2006:20) so importantly notes, methods 
are a tool through which we can see some things yet that 
makes us blind to others. It is important not to take writers 
VU�0UZ[HNYHT�HZ�H�YLWYLZLU[H[PVU�VM�[OL�NYHɉ[P�Z\IJ\S[\YL�HZ�
a whole. Not every writer is on Instagram, nor do those who 
HYL�WVZ[�HSS�VM�[OLPY�NYHɉ[P��5LLKSLZZ�[V�ZH �̀�0�HSZV�PU[LY]PL^�
and follow writers who are not on Instagram, and I also do 
L_[LUZP]L� ÄLSK^VYR� IL`VUK� [OL� ZVTL[PTLZ� ZV� YLZ[YPJ[PUN�
screen. My sampling of participants for example, including 
those who are contacted through Instagram, is based on 
a combination of all of these ways of exploring subcultural 
KPɈLYLUJLZ��4`�HJJLZZ�[V�[OL�ÄLSK�PZ�[O\Z�HS^H`Z�^VYRLK!�P[�
YLSPLZ�VU�^OH[�0�KV�HUK�ZH �̀�HZ�T\JO�PU�[OL�ÄLSK�HUK�K\YPUN�
interviews, as on what I post on Instagram. Accordingly it 
is a never-ending methodological project. My point here is 
rather that as used as part of a larger methodological frame 
[OH[� PU]VS]LZ� ÄLSK^VYR� HUK� PU[LY]PL^Z�� \ZPUN� 0UZ[HNYHT�
as a point of access does provide an established arena 
for contact that should at least be further considered and 
developed in research on subcultural groups. The approach 
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presented here works to mitigate the often so major hurdle 
within ethnographic work on subcultural groups: that of 
HJJLZZ��UV[�VUS`�[V�[OL�ÄLSK��I\[�HSZV�[V�[OL�KP]LYZP[PLZ�HUK�
WLYPWOLYPLZ� VM� [OH[� ÄLSK� �/HUULYa�� ������� � 0[� VWLUZ� \W� HU�
innovative investigation of plural subcultural scripts of what 
and how and where the subcultural should be, that can then 
be assessed and explored through other methodological 
means. As such it also provides the researcher with the 
means to ground parts of the analysis in how and where the 
participants themselves present their subcultural activity.
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In this working paper, we address the issue of digital-image 
circulation in the staging of street art visual scenes. Many 
JVUJLW[\HSPaH[PVUZ� OH]L� ILLU� VɈLYLK� MVY� J\S[\YHS� ZJLULZ��
but for Kozorov and Stanojevic (2013) they primarily revolve 
around the idea of “things that matter,” acting as a focus for 
all those involved in their scene-creation and staging. The 
concept of visual scenes is derived from the study of musical 
ZJLULZ� �:OHUR�� �  �"� :[YH �̂� �  �"� ������� *OHYHJ[LYPZ[PJ�
of musical scenes are their spatio-temporal development 
�NLULZPZ��NYV^[O��TH[\YP[`�HUK�KLJH`��� [OLPY�LɈLY]LZJLUJL��
their “over-productive signifying community” (Shank, 1994: 
122), and the TPZL� LU� ZJuUL (staging) of their enactment. 
Moreover, musical scenes are increasingly becoming local, 
[YHUZ�SVJHS� HUK�KPNP[HS� �)LUUL[[�� ����"�:[YH �̂� ������� AHOHY�
HUK�9VILYNL��������ÄUK�[OLZL�ZHTL�JOHYHJ[LYPZ[PJZ�PU�]PZ\HS�
scenes, that is, scenes oriented towards this thing that 
matters through the production of images in local, trans-
local and digital settings. In this regard, street art has now 
become now a widespread globalized visual scene.

Street art is a visual practice that confronts various 
KPɈLYLU[� ]PZPIPSP[`� YLNPTLZ� PU�^OPJO� P[� L_PZ[Z�� 0U� [OPZ� YLNHYK��
]PZPIPSP[`� ¸PZ� UV[� TLYLS`� H� MYLL�ÅVH[PUN� HZWLJ[� VM� ZVJPHS�
interaction. Rather, it is structured as the result of the activities 
HUK�WYHJ[PJLZ�VM�HSS�[OL�KPɈLYLU[�HJ[VYZ�^OV�HPT�[V�WSHU�P[�VY��
on the contrary, to resist planning. Visibility asymmetries are 
arranged in structured complexes, which we call regimes. 
Contemporary society is organized around regimes of 
]PZPIPSP[`� [OH[� JVUJ\Y� PU� [OL� KLÄUP[PVU� HUK�THUHNLTLU[� VM�
WV^LY�� YLWYLZLU[H[PVUZ�� W\ISPJ� VWPUPVU�� JVUÅPJ[� HUK� ZVJPHS�
control” (Brighenti, 2010: 125). Unsanctioned practices of 
street art contest the various visibility regimes that attempt 
to control them, and a process of spatial justice (Bengtsen 
and Arvidsonn, 2014) has thus emerged, resulting in the 
constant renegotiation of the visual nature of public space. 
In sanctioned practices of street art, this contestation of who 
OHZ�[OL�YPNO[�[V�KLÄUL�[OL�]PZ\HS�J\S[\YL�VM�W\ISPJ�ZWHJLZ�PZ�
reduced, but the “subversive” nature of street art can still 
HWWLHY� PU� [OL� KPɈLYLU[� [OLTLZ� HUK� ZP[L�ZWLJPÄJP[`� VM� [OL�
pieces put on public walls. Sanctioned and unsanctioned 
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WYHJ[PJLZ�]LY`�VM[LU�TP_�PU�ZWLJPÄJ�SVJHSLZ��YLZ\S[PUN�PU�]PZ\HS�
scenes that reveal the spatio-temporal evolution of multiple 
forces and tensions that shape the visual culture of public 
spaces in contemporary cities. Apart from the contestation 
over the “ownership” of public space engendered by 
unsanctioned street art, other tensions like environmental 
and political issues or cultural contestations (Ross, 2012) 
are expressed in the encounters of street art with urban 
visibility regimes. Among these tensions, Arab-Occidental 
encounters as expressed in street art are the focus of this 
study. These encounters range from Occidental expressions 
in Arabic settings to Arabic cultural elements in Occidental 
settings. For instance, a piece from Brusk (a French artist) 
combined with the dome architecture of households in 
Djerba (Tunisia) creates an interesting assemblage in an 
(YHIPJ� YLNPTL�VM� ]PZPIPSP[`�^OPSL� HU�(YHIPJ� JHSSPNYHɉ[P� I`�,S�
:LLK�PU�[OL�TPKKSL�VM�7HYPZ��;V\Y�����KVLZ�[OL�LX\P]HSLU[�PU�
an Occidental regime.

While street art visual scenes are grounded in physical 
localities, their manifestation is now also expressed in an 
increasing amount of digital images. As discussed by Glaser 
(2015), the place to be for street art is increasingly on the net. 
;OPZ�OHZ�ZPNUPÄJHU[�PTWSPJH[PVUZ�MVY�[OL�L]VS\[PVU�VM�Z[YLL[�HY[�
PU�NLULYHS��HUK�HU�PTWVY[HU[�X\LZ[PVU��YHPZLK�I`�.SHZLY��SPLZ�
PU�[OL�PUÅ\LUJL�VM�[OL�KPNP[HS�JPYJ\SH[PVU�VM�Z[YLL[�HY[�PTHNLZ�
on their ability to be subversive. The net has its own visibility 
regime resulting from its network topology. As Brighenti 
(2010: 95) writes: 

The network should be better conceived of as 
H� [LYYP[VY`� PU� ^OPJO� H� ZWLJPÄJ� ]PZPIPSP[`� YLNPTL� PZ�
instituted: in any network topology, the visibilisation 
emphasis is placed not on territorial boundaries but 
VU�ZVTL�ZLSLJ[LK�[LYYP[VYPHS�ÅV^Z�¶�^OPJO�VM�JV\YZL�
KVLZ� UV[� H[� HSS�TLHU� [OH[� IV\UKHYPLZ� HYL� HIZLU["�
X\P[L� [OL� JVU[YHY �̀� IV\UKHYPLZ� HYL� HIZVS\[LS`�
necessary to institute networks, at the very 
moment that attention is drawn away from them. 
5L[^VYRZ�HYL� [LYYP[VYPLZ� PU�^OPJO�JLY[HPU�ÅV^Z�HYL�
hypervisibilized while certain others are invibilized 
and hampered, or simply made impossible. 

Digital images of street art expressing Arab-Occidental 
encounters in visual scenes are circulated among these 

KPɈLYLU[� ÅV^Z�� )\[� ^OH[� L_HJ[S`� HYL� [OLZL� ÅV^Z&� >OH[�
is their visibility? Which digital images do they carry? By 
^OVT&�(UK�KV� [OLZL�ÅV^Z� YLÅLJ[� [OL�J\S[\YHS�LUJV\U[LYZ�
of street art pieces on the street? Also, how do these digital 
ÅV^Z� JVTWHYL� ^P[O� [OL� WO`ZPJHS� ÅV^Z� VM� HY[PZ[Z� PU� [OLPY�
trans-locality?

The aim of this research project is to study these 
X\LZ[PVUZ�PU�[OYLL�SVJH[PVUZ!�7HYPZ��-YHUJL���+QLYIH��;\UPZPH���
and Montreal (Canada). All these scenes contain sanctioned 
and unsanctioned street art, enacted by a diversity of actors 
(artists, gallery-owners, promoters, city politicians, as well as 
H�SHYNL�HUK�KP]LYZPÄLK�H\KPLUJL���;V�Z[\K`�[OLZL�ZJLULZ��[OL�
JVUJLW[�VM�̧ ]PZ\HS�WYHJ[PJLZ�¹�HUK�TVYL�ZWLJPÄJHSS`�VM�̧ PTHNL�
practices” (WYH[PX\LZ�KL�S»PTHNL), is developed following the 
approach proposed by Shove and colleagues (2012) for a 
dynamic study of performance. A visual practice is here 
conceived as a block of interrelated elements, whereby when 
one of these elements change the whole practice changes. 

For instance, if a digital image is captured by a digital SLR 
camera, stored on a computer and published on a web site, 
[OPZ�JVUZ[P[\[LZ�H�KPɈLYLU[�WYHJ[PJL�[OHU�HU�PTHNL�JHW[\YLK�
by a cellular phone and instantly circulated on Instagram. 
Image practices of a street art scene are then seen as 
dynamic, physical, and digital. They are in a constant state of 
L]VS\[PVU��^OPJO�YLÅLJ[Z�[OL�JOHUNPUN�UH[\YL�VM�[OLZL�]PZ\HS�
scenes. These image practices are the center around which 
gravitate participants, images (both physical and digital) and 
places (both physical and digital). Physical image practices 
HYL� [OVZL� [OH[� YLZ\S[� PU� ÄUPZOLK� Z[YLL[�HY[� WPLJLZ"� KPNP[HS�
image practices include processed recordings and digital 
images of street art works that circulate in various formats 
and digital locales. 

A methodology of “connective ethnography” of these 
]PZ\HS�ZJLULZ��JVTIPUPUN�VUSPUL�HUK�VɊPUL�^VYR�PU�[OL�ÄLSK�
(Ardevol and Gomez-Cruz, 2014) will be used to describe past 
and current image practices. Past practices will be evaluated 
with Photo-elicitation interviews with participants (Harper, 
2012), and an iconographic analysis of physical works (and 
their digital images) will be conducted to evaluate their 
JVU[LU[� HUK� ZP[L�ZWLJPÄJP[ �̀� ;OL� HUHS`ZPZ� HUK� JVTWHYPZVU�
VM�WHZ[�HUK�WYLZLU[�WYHJ[PJLZ�YLZ\S[PUN�PU�[OLZL�KPNP[HS�ÅV^Z�
will then attempt to ascertain the changing nature of these 
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ZJLULZ��HUK� [OLPY�ZWLJPÄJ�Z[HNPUN�VM�Z[YLL[�HY[�WPLJLZ�^P[O�
reference to Arab-Occidental encounters. The political and 
J\S[\YHS� UH[\YL� VM� [OLZL� LUJV\U[LYZ� ZOV\SK� IL� YLÅLJ[LK� PU�
the characteristics of images, participants, communities, 
HUK�WSHJLZ�[OH[�PUOHIP[�[OLZL�ÅV^Z��
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1 Introduction
From the outset, philosophy’s relation to art is marked 
by an exclusion. When Plato banned the poets from the 
philosophically ordered city he reserved for art only a non-
place in his philosophical system. Any concept of urban art 
T\Z[�I`�KLÄUP[PVU�YLUV\UJL�7SH[V»Z�Q\KNTLU[��OV^L]LY��^L�
claim, it must at the same time accept it. It has to accept 
P[� PUZVMHY� HZ� HY[� HS^H`Z� LS\KLZ� WOPSVZVWO`»Z� NYHZW"� PUZVMHY�
as the artistic activity cannot be accounted for in terms of 
H� YH[PVUHS� Z\IQLJ[�� 0[� PZ� Q\Z[PÄLK� [V� YLQLJ[� P[� UL]LY[OLSLZZ�HZ�
the non-place of art harbours the possibility of an opening 
towards the re-imagination and transformation of the city.

2.
-YVT�[OL�ILNPUUPUN�HU`�KPZJV\YZL�VU�HY[�ÄUKZ�P[ZLSM�HYYLZ[LK��
OLSK�\W�PULZJHWHIS �̀�I`�H�KPɉJ\S[ �̀�¸;OPZ�KPɉJ\S[`¹��4H\YPJL�
Blanchot remarks, “illuminates from the outset, the anomaly 
which is the essence of literary activity which the writer 
both must and must not overcome.” (Blanchot, 1995: 303) 
Blanchot’s concern of course is with the writer of literature, 
the implications involved, however, bear heavily on art in 
general – they pertain to the relation of artist and work as 
such: “[I]n order to write, he must have the talent to write. 
But gifts, in themselves, are nothing. As long as he has not 

yet set down at his table and written a work, the writer is 
not a writer and does not know if he has the capacity to 
become one. He has no talent until he has written, but he 
needs talent in order to write.” (Blanchot, 1995: 303) This is 
the paradox at the origin of any artwork and memorably the 
paradox at the beginning of Heidegger’s The Origin of the 

>VYR�VM�(Y[: “According to the general view, the work arises 
out of and through the activity of the artist. But through 
and from what is the artist that which he is? Through the 
work”. (Heidegger, 2002: 1) Blanchot draws this paradox 
from Hegel’s 7OLUVTLUVSVN`�VM�:WPYP[: “The individual who 
PZ�NVPUN� [V�HJ[�ZLLTZ�� [OLYLMVYL�� [V�ÄUK�OPTZLSM� PU�H�JPYJSL�
in which each moment already presupposes the other, and 
[O\Z�OL�ZLLTZ�\UHISL�[V�ÄUK�H�ILNPUUPUN��ILJH\ZL�OL�VUS`�
gets to know his original nature, which must be his End, 
from the deed, while, in rrder to act, he must have that End 
beforehand.” (Hegel, 1977: 240)
Hegel will move on from this paradox by way of the 
dialectical method: “Talent, action, and end, being intimately 
interconnected (verknüpft) as his own moments are sublated 
from the start.” (Gasché, 1999: 317) However, we take this 
moment of the interruption of Hegel in Blanchot as our point 
of departure as it presents us with the possibility to reject 
any hasty step of conventional view and lets the artwork 
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itself come forth in all its contradictory force. 

This force of paradox is not only at the origin of the work 
of art but also at the origin of the discourse on art in 
the Western tradition. it has informed the trouble- and 
X\HYYLSZVTL�YLSH[PVU�VM�WOPSVZVWO`�HUK�HY[�L]LY�ZPUJL��>OLU�
it comes to the paradox, Plato had the clearest idea of this: 
“The mimeticians are the worst possible breed because 
they are no one, pure mask or pure hypocrisy, and as 
Z\JO�\UHZZPNUHISL��\UPKLU[PÄHISL�� PTWVZZPISL� [V�WSHJL� PU�H�
KL[LYTPULK�JSHZZ�VY�[V�Ä_�PU�H�M\UJ[PVU�[OH[�^V\SK�IL�WYVWLY�
[V� [OLT� HUK� ^V\SK� ÄUK� P[Z� WSHJL� PU� H� Q\Z[� KPZ[YPI\[PVU� VM�
tasks.” (Lacou-Labarthe, 1989: 259) This is reason enough 
for Plato to banish the poets from the well-ordered city. 
Philosophy has thus, although negatively, established an 
originary bond between art and the city. A bond which no 
philosophically informed account of Urban Art may ignore. 
The artistic activity can therefore not be considered a power 
but rather a force, which is power’s other. It is not reducible 
to the individual power, talent or natural capacity of the 
artist-subject but is pre-subjective or beyond subjectivity. – 
In any case, monstrous. (Menke, 2013). It emanates from a 
latency period within the artistic activity.

2.1
3H[LUJ`�PZ�KLÄULK�HZ�¸B[DOL�PU[LY]HS�IL[^LLU�[OL�YLJLW[PVU�VM�
a stimulus and the response to that stimulus” (OED). This can 
pertain to an action, performed unconsciously or precisely 
WSHUULK� [V� [OL� SHZ[�KL[HPS�� [OH[�OHZ�UV[� `L[�ILLU� YLÅLJ[LK��
Between action an reaction there is a reaction time x, a latency 
period. Similar to the motion speed of objects in natural 
physical space, no mathematical precalculation can take full 
account of this interval without allowing for a tolerance range. 
,_[LYUHS� PUÅ\LUJLZ� Z\JO� HZ� ^PUK�� [LTWLYH[\YL� Å\J[\H[PVU�
etcetera. are crucial here. All calculation and assertion before 
the fact can only be speculative. The architect knows this 
all too well. The same is true for the organic body, say the 
physical condition of a body giving birth, or being threatened 
by a disease. In each case, the life expectancy of the host is 
not guaranteed. Time in our case cannot take account of the 
wonder of birth, nor the life expectancy of the subject. Just 
as little as the speed of objects travelling from A to B can 
determine the moment of impact. It can only function as the 
summation of events just before the explosion, the liberation 

of the visible, which, enclosed in invisibility, constantly 
multiplies and disseminates its spores ready to interlink. A 
static emerges which in a given system turns into noise. Like 
an implicit thought that carries content without describing 
it, that rrupts without warning and will have already secured 
its raison d’être. Latency in this sense, structures from the 
ground up, underneath its surface any closed system. If art 
is the force that no closed system of thought can account 
for, then its condition of possibility can only be situated in 
the realm of latency, which structures from a non-place any 
place within the city.

2.2
<YIHU� (Y[� ZWLJPÄJHSS`� OHYIV\YZ� HU� PU[PTH[L� YLSH[PVUZOPW�
to the non-place, which, especially in Marc Augé’s (1995) 
conception describes those places within the city that 
Street Art has always made use of: “transit points”, “railway 
stations”, “interchanges”. In his terminology the city is 
structured by a weave of anthropological places and non-
places: “As anthropological places create the organically 
social, so non-places create solitary contractuality.” (Augé, 
1995: 94) The non-place is the place of the social contract, 
it is not the place of natural communion. The classical 
opposition of nature and culture is translated into that of 
the center and the periphery: “the housing estate [...], where 
people do not live together and which is never situated in 
the centre of anything (big estates characterize the so-called 
peripheral zones or outskirts).” (Augé, 1995: 107-108) If we 
care so much for the peripheral, it is because we are of the 
opinion that the artist always works from a non-place. As 
Augé puts it, “a person entering a non-place is relieved of 
all his usual determinants. He becomes no more than what 
he does or experiences in the role of passenger, customer 
or driver.” (Augé, 1995: 103) The non-place becomes the 
dystopian version of Plato’s philosophically ordered city, 
the dwelling place of the mimetic artist, the actor, the non-
subject and the self divided from itself. In fact: “The non-
place is the opposite of utopia: it exists, and it does not 
contain any organic society.” (Augé, 1995: 111)

0M� [OL� HU[OYVWVSVNPJHS� WSHJL� PZ� PKLU[PÄLK� HZ� H� ¸WSHJBLD� VM�
identity” predicated upon on a whole set of state legislation 
(“The layout of the house, the rules of residence, the zoning of 
[OL�]PSSHNL��WSHJLTLU[�VM�HS[HYZ��JVUÄN\YH[PVU�VM�W\ISPJ�VWLU�
spaces, land distribution, correspond for every individual to 



a system of possibilities, prescriptions and interdicts whose 
content is both spatial and social.” (Augé, 1995: 52-53)), 
the non-place marks the impossibility of this legislated city. 
And, from the spaces of this impossibility, urban art opens 
unto the possibility of “other cities”. This opening is what 
Alison Young refers to as the “uncommissioned city”: “In 
the legislated city [...] the notion of the ‘space-between’ 
is repeatedly overlooked or taken for granted. [...] For the 
inhabitants of the uncommissioned city, however, through-
passage gives rise to the potential to alter a streetscape in 
a range of ways.” (Young, 2014: 54) It is here that urban art 
takes place, in the interstices at the limits of the legislated 
city in which it has no place, where it is always “out of place”.

3 Conclusion

These preliminary remarks do not lend themselves to a 
KLÄUP[PVU�VM�\YIHU�HY[�HZ�Z\JO�V[OLY�[OHU�H�YLHWWYVWYPH[PVU�
of the one proposed by Nicholas Alden Riggle concerning 
street art: “An artwork is [urban art] if, and only if, [urban 
space] is internal to its meaning.” (Riggle, 2010: 246) To 
recognize art’s essential relation to the non-places within 
the city holds major implications for the artistic activity 
concerning the relationality of artwork and space. Only if 
it takes into account the latent information (be it physical, 
ideological, aesthetic etc.) of the place it claims will it be 
able to deconstruct and transform, from its non-place, the 
identity of any place in the city it was thought it could claim 
for itself. If we allow art back into the city, it is under full 
consciousness of the dangers Plato detected in the artists’ 
activity. If we accept the contradictions at the origin of the 
work of art without trying to get rid of them either by banishing 
art altoghther (Plato) or by resolving them dialectically 
(Hegel) it can only be by allowing the monstrous into the city 
which is unbearable for any stable concept of the subject, 
identity and the city itself. Nevertheless, urban art provides 
the means to always re-imagine the pre-established order of 
the city and its inhabitants and allows for the possibility of an 
opening towards “other cities, other citizenships”. (Young, 
2014: 48)
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1. Introduction
In the era of Instagram, NYHɉ[P� HUK� Z[YLL[� HY[� HYL� PUJYLHZ-
ingly produced as digital objects, shaped by the protocols 
of digital platforms and the aggregated responses of global 
audiences converted into data (Avramidis & Drakopoulou 
����" MacDowall 2016). My previous research attempted to 
use data analytics to trace an expansive global portrait of 
the major players and institutions in an emerging street art 
^VYSK��0[�\ZLK�KH[H�NLULYH[LK�MYVT�[OL�[VW�����NYHɉ[P�HUK�
street art accounts to sketch the geographic contours and 
key players, as well as think critically about how Instagram 
is shaping creative practices (MacDowall, 2016). This paper 
acts as a counterpoint to the large scale portrait, instead 
H[[LTW[PUN�[V�ZLL�ZVTL�VM�[OL�LɈLJ[Z�VM�[OPZ�NSVIHS�PUZ[P[\-
tionalisation on a single site, at street level, based on data 
collected daily over a two-year period at an anonymous site 
dubbed “the Boneyard”

There have been many attempts to chart the longitudinal 
HUHS`ZPZ�VM�NYHɉ[P�H[

single sites over long periods: these include books on New 
York walls or individual Halls of Fame and impressive web si-
tes such as Cassidy Curtis’ .YHɉ[P�(YJOHLVSVN` project, whi-
JO�WYVK\JLK�[PTL�SHWZL�PU[LYHJ[P]L�THWZ�VM�RL`�NYHɉ[P�ZP[LZ�
in San Francisco, Los Angeles and New York. This project 
began with Curtis’ own Photographs around 2005 and even-
tually crowd sourced images via Flickr, building a community 
of interest around the project (Curtis, 2008). More recently, 
Susan Hansen and Danny Flynn have proposed a formali-
sed methodology for repeat Photography and longitudinal 
analysis, in order to show how walls function as a form of 
¸HZ`UJOYVUV\Z��`L[�ZLX\LU[PHS��JVTT\UPJH[PVU¹� �/HUZLU�
�
Flynn, 2015). In a similar vein archaeologists Alex G Hale and 
later, Annie Leigh Campbell, have used Instagram to follow 
the changes in a wall over a year, with the description and 
HUHS`ZPZ�VJJ\YYPUN�VU�H�^LLRS`�IHZPZ���'HSL_NOHSL"�'HUUPL-
leighcampbell)

Whether a personal collection memorialising a site, a cus-
tom-built interface that allowed users to cycle through ye-
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HYZ�VM�NYHɉ[P�PU�H�ZPUNSL�TV[PVU�VY�H�^LLRS`�WYHJ[PJL�\ZPUN�H�
WOVUL�HWW��SVUNP[\KPUHS�HUHS`ZPZ�VɈLYZ�H�U\TILY�VM�ILULÄ[Z��
.YHɉ[P� HUK� Z[YLL[� HY[� HYL� PUJYLHZPUNS`� ]PL^LK� ]PH� ZJYLLUZ��
and often in ways which abstract them from both spatial 
and social context. They are also increasingly represented 
[OYV\NO� [OL� SVNPJ� VM� [OL� HY[�THYRL[� �H� ZPUN\SHY�� PKLU[PÄHISL�
author of a discrete object) rather than as a practice with 
more complicated authorship (MacDowall, 2014). In this 
context, the method of longitudinal site analysis promises to 
restore both the contextual and collective dimensions of the 
practice. As Hansen and Flynn argue, repeat Photography 
does not make a distinction between “’artistic’ images and 
TVYL�]PZ\HSS`�ºVɈLUZP]L»�[HNZ¹��PUZ[LHK�OPNOSPNO[PUN��¸NYHɉ[P�
HUK�Z[YLL[�HY[»Z�L_PZ[LUJL�^P[OPU�H�ÄLSK�VM�ZVJPHS�PU[LYHJ[PVU” 
(Hansen & Flynn, 2015). In this piece, I’m also suggesting 
that longitudinal analysis can also draw attention to the com-
WSL_� [LTWVYHSP[PLZ� VM� L_PZ[LUJL� HUK� ]PZPIPSP[`� VM� NYHɉ[P� HUK�
street art in the digital era.

The architecture of Instagram produces a temporality based 
on an ever-present now. It’s primary expression is throu-
gh the platform’s home feed, where images are organised 
according to the moment they were posted. In the classic 
version of the platform, (2010-2016), Instagram images were 
not time- or date-stamped but were described only in rela-
tion to the present (e.g. 5 mins ago, 62 weeks ago). From 
early 2016, the Instagram algorithm now adjusts the tem-
poral feed, inserting trending items at later times, and items 
displayed in users accounts are now listed by the date on 
which they were posted. 

The complex temporalities of Instagram are also produced 
by the mixed origins of its content and the production of 
memory. In its design, the platform was originally conceived 
as a forum for current, original Photographic content (refer-
red to as OC) and the Instagram rules still refer to this ethos. 
Some practices have been instituted to encourage the pos-
[PUN�VM�UL^�JVU[LU[�YH[OLY�[OHU�VSK��Z\JO�HZ�[OL�VɉJPHS�
[I[�
(#throwbackthursday) hash-tag, which attempts to contain 
the posting of nostalgic material to a single day of the week. 
However, the platform has plenty of content that diverges 
from this original intent, such as the production and sha-
ring of memes. Also, the sheer demand for constant posting 
overwhelms the temporalities of production for most artists 
and writers, meaning that contemporary content must either 

be split into multiple fragments (for example, the posting of a 
detail of an artwork, followed later by the full image), supple-
mented by everyday observational content or by older con-
[LU[�MYVT�VUL»Z�HYJOP]L��7HY[PJ\SHYS`�PU�NYHɉ[P�J\S[\YL��0UZ[H-
gram has seen the posting of large amounts of from personal 
archives from the analogue era, reversing a trend in which 
personal albums and archives were not shared but existed 
in a closed economy. In the Instagram era, the practice of 
ZLJYLJ`� PU�^OPJO� PTHNLZ�^LYL� WYL]PV\ZS`� JVUÄULK� [V� º[OL�
vault’ has been replaced to some degree with the hive-like, 
collective sharing characteristic of a broader Internet culture.

This paper explores one aspect of this context: the com-
WSL_�[LTWVYHS�L_PZ[LUJL�VM�NYHɉ[P�HUK�Z[YLL[�HY[����[OLPY�K\YH-
tion, speed and acceleration – across multiple time zones. 
0[�HZRZ!�OV^�PZ�[OL�JVUZ\TW[PVU�VM�NYHɉ[P�HUK�Z[YLL[�HY[�HZ�
KPNP[HS� PTHNLZ� HɈLJ[PUN� P[Z� WYVK\J[PVU&�/HZ� KPNP[HS� J\S[\YL�
HJJLSLYH[LK�[OL�WYVK\J[PVU�VM�NYHɉ[P�HUK�Z[YLL[�HY[��KYP]PUN�
shorter, faster cycles of repainting, with a greater ephemera-
SP[`�TH[JOLK�I`�WHYHSSLS�HUK�WV[LU[PHSS`�PUÄUP[L�SP]LZ�VU�KPNP-
tal servers and devices?  In short, is Instagram driving both 
HU�HTWSPÄJH[PVU�VM�NYHɉ[P�HUK�Z[YLL[�HY[��L_WHUKPUN�IV[O�P[Z�
global audience and at times, it’s physical scale) and an ac-
celeration of temporalities and cycles of production?

2. Method
;V�L_WSVYL�[OPZ�X\LZ[PVU��[OL�WHWLY�\ZLZ�data generated over 
a period of 600 days, from mid-2014 to the present at a sin-
gle painting site dubbed ‘the Boneyard’. It uses a number 
of methods to map the duration of pieces on walls and their 
digital echoes, including Photographic recording, data visu-
alisation and social network analysis. Ultimately, this resear-
ch seeks to extend existing methods of longitudinal analysis 
HUK�L]LU[\HSS`�[V�THRL�H�IYVHKLY�HYN\TLU[�HIV\[�[OL�LɈLJ[Z�
VM�ZVJPHS�TLKPH�VU�NYHɉ[P»Z�HLZ[OL[PJ�MLH[\YLZ�

As outlined in my previous research, I have conceived of 
NYHɉ[P�HUK�Z[YLL[�HY[�HZ�YLSH[LK�I\[�KPZ[PUJ[�JH[LNVYPLZ�[OH[�
V]LYSHW�PU�JVTWSPJH[LK�^H`Z��4HJ+V^HSS�����"�4HJ+V^HSS��
2016).  Attitudes to data and data collection may be one 
Z[YVUN�WVPU[�VM�KPɈLYLUJL��0U�NLULYHS�Z[YLL[�HY[PZ[Z�HYL�Z[YVUNS`�
embedded in social media, in which the collection and use of 
data has become normalised, despite revelations about its 
deployment for commercial gain or state surveillance (Ma-
cDowall, 2016). While individual street artists have produced 
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JYP[PX\LZ�VM� ZVJPHS�TLKPH� �¸-HRLIVVR¹��L[J��VY�VJJHZPVUHSS`�
opt out of social media, the practice is heavily embedded in 
post-internet culture and the logic of social media platforms, 
PU�^OPJO�[OL�WYVK\J[PVU�VM�KH[H�HUK�X\HU[PÄJH[PVU�PZ�H�UH[\-
YHS�LSLTLU[��0U�JVU[YHZ[��NYHɉ[P�J\S[\YL�OHZ�H�TVYL�HTIP]H-
lent relationship to data, having roots in an analogue era in 
which data collection was associated with law enforcement 
and the collection of information. From the mid-1990s, law 
enforcement in many countries used a database system to 
record vandalism and calculate the cost of cleaning, down 
[V� [OL�WO`ZPJHS� Z\YMHJL�HYLH�VM�NYHɉ[P��4VYL� YLJLU[S �̀�KH[H�
collection has also been the realm of commercial cleaning 
JVU[YHJ[VYZ�[HZRLK�^P[O�NYHɉ[P�YLTV]HS��^OV�KVJ\TLU[�[OL�
ILMVYL�HUK�HM[LY�VM�JSLHUPUN��:VTL�JVTTLYJPHS�HU[P�NYHɉ[P�
JVTWHUPLZ�HSZV�VɈLY�[V�WLYMVYT�KH[H�JVSSLJ[PVU�HUK�HUHS`-
ZPZ�PU�VYKLY�[V�HPK�PU�[OL�WYVZLJ\[PVU�VM�NYHɉ[P�^YP[LYZ��ZVTL�
deploying remote electronic trip-wires and cameras camou-
ÅHNLK�^P[O���+�WYPU[LK�VIQLJ[Z��

This ambivalence towards data collection has shaped the 
research in a number of ways. Firstly, in this project I have 
chosen to anonymise the site and the artists involved, in or-
KLY� MVY� [OL�Z[\K`� P[ZLSM�ULP[OLY� [V�HɈLJ[� [OL�WHPU[PUN�H[� [OL�
site nor to provide anything that might identify or be useful 
evidence against the participants. For simplicity I assigned 
the artist an alias (in addition to their tag, already an alias) 
based on the NATO phonetic alphabet. 

Secondly, in designing the methods and analysis I’ve also 
taken care not to use methods that could lead to the identi-
ÄJH[PVU�VM�[OL�WHY[PJPWHU[Z��0U�THU`�JPYJ\TZ[HUJLZ��L]LU�JH-
refully anonymised data or meta-data can be used to iden-
tify individuals or places (Haugea et. al 2016). As we have 
seen in the recent controversy over the use of data analytic 
methods to uncover Banksy’s identity, the use of large data 
sets and meta-data are often used in the service of control 
societies. However, many of these methods are already use 
I`�SH^�LUMVYJLTLU[�VɉJLYZ�HUK�V[OLY�HNLUJPLZ�HUK�0�OH]L�
taken some of my methods from strategies used by the mi-
litary strategists in counterinsurgency operations (Everton, 
2012). As I’ll discuss, the site I chose was also under elec-
tronic surveillance for period of time.

Anonymising the participants protects them and the painting 
ZP[L�I\[�P[�HSZV�SLUKZ�P[Z�HU�HIZ[YHJ[�X\HSP[ �̀�:V�T\JO�VM�^OH[�

^L�RUV^�HIV\[�NYHɉ[P�J\S[\YL�JVTLZ�MYVT�HU�PTTLYZPVU�PU�
a particular place, a familiarity with the local history or wri-
ters, crews, styles and spots. We are also encouraged to 
[HRL�NYHɉ[P�HZ�P[�WYLZLU[Z�P[ZLSM��HZ�H�]PZ\HS�VIQLJ[�ZLLRPUN�H[-
tention, often dominating our vision. Thinking about walls as 
the producers of data undermines and cools this immediate 
visual stimuli and response, allowing us to see the broader 
patterns at play. We can now think less about this wall being 
in a particular city or being painted by particular writers and 
more about 

-PUHSS �̀�[OL�HIZ[YHJ[�X\HSP[`�VM�[OL�KH[H�HSZV�JYLH[LZ�TL[H�KH-
ta, that it, information that is emptied of content but  makes 
]PZPISL�V[OLY�X\HSP[PLZ!� [OL� [PTPUN�HUK�K\YH[PVU�VM�HJ[P]P[PLZ��
the existence and contours of networks, extrapolated from 
[OL�OHIP[Z�VM� PUKP]PK\HS� YLSH[PVUZOPWZ��*VUZPKLYPUN�NYHɉ[P� PU�
relation to data and meta-data, both in a practical sense and 
for the broader conceptual horizons these ideas represent.

The painting site was chosen for the research because it had 
an number of unusual features, 
��P[�PZ�Z\I\YIHU��YH[OLY�[OHU�PU�[OL�PUULY�JP[`�^OLYL�NYHɉ[P�PZ�
PU[LUZPÄLK"
- the site is fenced but there are a number of access points 
HUK�P[�PZ�UV[�YLN\SHYS`�WVSPJLK"
- there are few residential properties nearby and the adjoi-
UPUN�I\ZPULZZLZ�HYL�ZLWHYH[LK�I`�SHYNL�MLUJLZ�VY�^HSSZ�"
- While located some distance from the inner-city, it was clo-
ZL�[V�H�THQVY�HY[LYPHS�YV\[L"
�� 0[� PZ�ZL[�IHJR� MYVT�[OL�THPU�YVHK��ZV� [OH[� [OL�NYHɉ[P�JHU�
VUS`�IL�IYPLÅ`�NSPTWZLK�MYVT�WHZZPUN�JHYZ�ZVTL�����TL[YLZ�
H^H �̀�;OLYL�PZ�]LY`�SPTP[LK�WHZZPUN�MVV[�[YHɉJ"
��;OL�ZP[L� PZ�^LSS�RUV^U�HTVUNZ[� [OL�NYHɉ[P�JVTT\UP[`� PU�
the city concerned.

I was initially drawn to the site by an acceleration of painting: 
[OL�KL]LSVWTLU[�VM�H�SHYNL��ZJHSL�WPLJL��X\PJRS`�KLMHJLK�VY�
painted over, then two or three pieces in rapid succession. 
<USPRL� PU�WYL]PV\Z�NYHɉ[P�LYHZ�� [OL�KLMHJLTLU[�VY�ZSHZOPUN�
did not seem to deter intensive painting at the site. Was the 
HJX\PZP[PVU�VM�H�7OV[VNYHWO�VM�[OL�WPLJL��YH[OLY�[OHU�H�JVU-
tinuing piece) and the digital audience (rather than the very 
ZTHSS�U\TILYZ�VM�HJ[\HS�]PZP[VYZ��Z\ɉJPLU[�TV[P]H[PVU&�>HZ�
this a case not just of the normal secluded painting in aban-
doned buildings that had happened for decades but a subtle 



shift in which the walls had become a backdrop for the pro-
K\J[PVU�VM�KPNP[HS�JVU[LU[��;OL�PU[LUZP]L�WHPU[PUN�HUK�X\PJR�
turnover suggested this was the case.

Over the period of analysis the site itself as gone through 
a number of changes and will likely be subject to intensi-
ve development in the near future. I visited the site almost 
daily from July, 2014 to the present (currently for 600 days). 
I cross-checked my data against Instagram posts and a gra-
ɉ[P�ISVN��5LLKSLZZ�[V�ZH �̀�[OPZ�RPUK�VM�KH[H�JVSSLJ[PVU�PZ�]LY`�
intensive and time-consuming. I made a decision to focus 
the data collection on the three main walls (usually allowing 
space for 6 pieces at any one time). As the site gained po-
pularity, new peripheral areas were painted (a low wall, a so-
mewhat scrappy additional wall, etc) but most of the pieces 
were on the six sites I had chosen.

;OL�ZP[L�^HZ�ÄYZ[�[LYTLK�¸[OL�)VUL`HYK¹�PU�H�ZVJPHS�TLKPH�
WVZ[PUN�HIV\[�[OL�ZP[L�I`�HU�PU[LYUH[PVUHS�NYHɉ[P�^YP[LY��;OL�
term has several resonances, capturing both the physical 
appearance of the site as a home for scraps (often strewn 
with piles of dumped rubbish, broken glass and empty spray-
cans (Fig 2) , as well as sexual connotations. The Boneyard 
Project was also a landmark street art project initiated in 
2010, where artists painted derelict aeroplanes in in Tucson, 

(YPaVUH��)`�JVPUJPKLUJL�0»K�^YP[[LU�WYL]PV\ZS`�HIV\[�H�NYHɉ[P�
crew, whose key member had a similar name (MacDowall 
2006). The history of the site isn’t covered in detail here, but 
it has also been used informally as a skate and bike park, 
with both temporary and permanently constructed areas.

Finally, the notion of a boneyard, and a pile of skeletal com-
ponents also provided an image of a pile of data, discarded, 
stripped components and building blocks that accumulate 
at any site of productive labour. The idea of boneyard of data 
IYPUNZ�[V�TPUK�[OL�]HZ[�X\HU[P[PLZ�VM�KH[H�WYVK\JLK�PU�[OPZ�
era, often stock-piled, far exceeding the capacity for analy-
sis, 

3. Analysis
A total of 186 pieces were painted at the six adjoining walls 
over 600 days by 73 artists. For example, Fig. 1 shows the 
pattern of repainting for a single wall. Over this period, 15 of 
the 22 pieces painted lasted for less than three weeks, with 
the longest lasting for two months. Only four pieces lasted 
longer than a month.
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Typically, we might use the term “lifespan” to describe the 
duration of a piece, however this would not be accurate 
here. Firstly, the wall has been repainted, rather than clea-
ned, so though most of the pieces are no longer visible, they 
still exist under the layers of paint and potentially could be 
recovered on revealed under certain circumstances. Secon-
dly, the piece’s “lifespans” are dramatically lengthened by 
their transformation into a digital object.

.P]LU�[OL�J\S[\YL�VM�[OL�ZP[L�HUK�[OL�MYLX\LUJ`�VM�YLWHPU[PUN��
this is certainly part of the intended nature of the artwork. 
Artists were meticulous in documenting their work, often 
asking others to capture additional Photos if the originals 
^LYL�UV[�VM�H�OPNO�X\HSP[ �̀�-V\Y�VM�[OL�ZP_�^HSS�MHJLZ�[V^HYKZ�
the rising sun and are unshaded, often being in intense sun. 
(Y[PZ[Z� HSZV� JVTTLU[LK�VU� [OL�KPɉJ\S[`� VM�7OV[VNYHWOPUN�
the work at certain times of day and year. 

Of course, simply painting in a remote location does not 
mean artists are painting for an absent audience. It is clear 
in the continual crafting and improvising of designs, some 
artists are painting for the pleasure of the activity itself, or 
for more personal reasons. Occasionally, the painting had 
an explicit social function, such as memorial. However, there 
were often explicit mentions of Instagram in the pieces and 

regular Instagram posts of the paintings by the artists them-
ZLS]LZ�� PUKPJH[PUN� [OH[� [OPZ�^HZ�HU�ZPNUPÄJHU[�KPTLUZPVU�VM�
their practice.

When the data for all six walls is added the pattern looks 
more pronounced, as often walls were repainted at the same 
time, in groups of 2-4 artists (Fig 2).

(�YV\NO�SPUL�VM�Ä[�ZOV^Z�[OH[�[OL�H]LYHNL�SPMLZWHU�VM�[OL�WPL-
ces is relatively static across the two years, rising slightly 
from an average of 13 days in (2014) to 29 days (in 2016) 
(Fig. 3). While the overall high turnover of the wall is in line 
^P[O�[OL�UV[PVU�[OH[�NYHɉ[P�WYVK\J[PVU�PZ�HJJLSLYH[LK�PU�[OL�
Instagram era, the slow increase in duration from less than 
two weeks to almost a month does not support the accele-
ration thesis.

/V^L]LY��VUL� MHJ[VY� [OHU�TH`�IL� PUÅ\LUJPUN� [OPZ�H]LYHNL��
HUK�VUL�[OH[� PZ�VM[LU� PU]PZPISL� PU�HJJV\U[Z�VM�NYHɉ[P�� PZ� [OL�
LɈLJ[�VM�[OL�^LH[OLY��+LZWP[L�P[Z�KPNP[HS�SPML��NYHɉ[P�HUK�Z[YLL[�
art remain material practices that are shaped by the rhythms 
of climate. The painting site is in a city with a temperate cli-
mate, though for 4-5 months of the year it is prone to cold 
HUK�̂ L[�̂ LH[OLY��>OPSL�NYHɉ[P�PZ�YLHKPS`�WYVK\JLK�PU�L_[YLTL�

-PN����-YLX\LUJ`�VM�YLWHPU[PUN��>HSSZ�����



conditions, the uses of this site, as a site for leisurely, often 
communal painting, that is largely designed for the produc-
tion of content for a digital audience rather than a passing 
VUL��TLHUZ�[OH[�[OL�^LH[OLY�TH`�OH]L�H�NYLH[LY�LɈLJ[�

It is only in a longitudinal analysis lasting over several years 
that the rhythms of the seasons can be made visible in the 
data and accounted for. Ideally, given the volatile nature of 

contemporary seasons, data from a number of years would 
be used, so as to expose longer rhythms and patterns. Ho-
wever, overlaying the available data from the three calendar 
years of this study onto a singe one 12 month period does 
show clusters activities in the warmer months of year, with 
the two pieces of longest duration roughly bookending the 
winter months (Fig 4).
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>OLU�H�YV\NO�SPUL�VM�Ä[�PZ�JHSJ\SH[LK�MVY�[OL�ZLHZVUHSS`�HK-
Q\Z[LK�ÄN\YLZ��H�ZSV^�HJJLSLYH[PVU�PZ�]PZPISL��ZOV^PUN�H�ZSP-
ght decrease in the average duration of pieces over the 600 
days, from around 22 days to 19 days (Fig 5.).

Now for a more detailed analysis of the patterns produced 
by the durations of individual artists. In total there were 73 
artists who painted at the site. Pieces lasted from 1 day to 
113 days, but on average the walls were repainted every 20 
KH`Z��-VY�ZPTWSPÄJH[PVU��PU�[OPZ�HUHS`ZPZ�0»]L�YLTV]LK�HY[PZ[Z�
who painted only once (53 artists, including some intersta-
te and international artists). The remaining 20 artist’s names 
have been made anonymous by assigning them randomly to 
the NATO phonetic alphabet (coincidentally, many of these 
HYL�HSZV�[OL�[HNZ�VM�^LSS�RUV^U�NYHɉ[P�^YP[LYZ�Z\JO�HZ�+LS[H��
though none of these writers appear in this study) (Fig. 6)

Alias No. of pieces

Alpha 2

Bravo 2

Charlie 4

Delta 3

Echo 23

Foxtrot 3

Golf 4

Hotel 8

India 2

Juliet 4

Kilo 5

Lima 11

Mike 7

November 4

Oscar 2

Papa 3

Quebec 33

Romeo 2

Sierra 2

Tango 4
 
Fig 6. Number of paintings at the site (by artist)

-PN����:LHZVUHSS`�HKQ\Z[LK�MYLX\LUJ`�VM�WHPU[PUN�^P[O�SPUL�VM�Ä[



By sorting this data by the number of pieces, it’s clear that 
two artists – Quebec and Echo – were the most consistent 
painters at the site, both in terms of the numbers of pieces 
painted and the length of time during which they had pieces 
on the walls (Fig. 7). Indeed, both Quebec and Echo were so 
productive that they maintained a nearly constant presence 
across the six walls (sometimes with multiple pieces)

Alias No. of pieces
Total days of 
pieces

Quebec 33 622

Echo 23 618

Lima 11 189

Hotel 8 87

Mike 7 112

Kilo 5 173

Charlie 4 64

Golf 4 32

Juliet 4 94

November 4 90

Tango 4 86

Delta 3 15

Foxtrot 3 55

Papa 3 174

Alpha 2 33

Bravo 2 24

India 2 24

Oscar 2 53

Romeo 2 32

Sierra 2 55
 
Fig 7. Number of paintings at the site 
(by artist and total duration)

The data can also be sorted to show the average duration of 
the pieces of each artist (Fig 8). Excluding the outlying Papa 
(who had one piece remain untouched throughout winter) 
the average duration of pieces clusters at 18.5 days.

Alias
No. of 
pieces

Total 
days of 
pieces

Average 
duration of 
pieces

Papa 3 174 58

Kilo 5 173 35

Sierra 2 55 28

Echo 23 618 27

Oscar 2 53 27

Juliet 4 94 24

November 4 90 23

Tango 4 86 22

Quebec 33 622 19

Foxtrot 3 55 18

Lima 11 189 17

Alpha 2 33 17

Mike 7 112 16

Charlie 4 64 16

Romeo 2 32 16

Bravo 2 24 12

India 2 24 12

Hotel 8 87 11

Golf 4 32 8

Delta 3 15 5
 
Fig 8. Number of paintings at the site 
(by artist, total duration and average duration)

The duration of a piece is measure we might use within a 
TVYL�[YHKP[PVUHS�JVUJLW[PVU�VM�NYHɉ[P�J\S[\YL��^OLYL�YLZWLJ[�
was measured in part by the ability to ‘hold down a wall’, that 
is, within an economy where artists were encouraged to only 
WHPU[�V]LY�WPLJLZ�^P[O�VUL�VM�H�OPNOLY�X\HSP[ �̀�SVUNL]P[`�VM�H�
piece was, in general, a sign that the work was respected 
(for aesthetic or social reasons). However, in the context of 
this site and the Instagram Era, this measure is less clear, as 
the pieces’ duration, in physical and virtual spaces, is more 
complex.

We have already abstracted the data by anonymising it, and 
removing reference to the actual content, leaving only dates 
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and durations. As many of the walls were painted with more 
than one piece at a time, the site can also produced a map 
VM�ZVJPHS�YLSH[PVUZ��YLÅLJ[PUN�NYHɉ[P»Z�KPTLUZPVU�HZ�H�ZVJPHS��
as well as aesthetic, practice. To produce a map of the so-
cial networks at the site, the data was coded to express a 
series of nodes (in this case, the list of 20 artists who painted 
more than once at the site) and a series of edges (expressing 
a relationship between artists who painted together). In the 
language of social network analysis these relationships are 
deemed “undirected”, that is, expressing a connection be-
tween two nodes that doesn’t originate at either node (unlike 
a telephone call or email). The mapping is also skewed be-
cause, for reasons of simplicity and scale, it excludes those 
who painted solo, or who only painted at the site once.

The picture of the social organisation of painters at the site 
shows a tightly connected community (Fig. 10). Almost 

all members are connected to the social group and most 
members are connected to more than one other member. 
:VJPHS� UL[^VYR� HUHS`ZPZ� JHU�X\HU[PM`� [OL� U\TILY� VM� KPYLJ[�
connections of individual members, as well as features of 
the overall group, such as its density (actual connections 
between members, compared to the number of maximum 
theoretically possible connections, or the average connec-
tion or path between members across a number of nodes. 
(Kardushan 2012, p. 29-32). There are also examples of 
strong ties  - in this case, artists painting together multiple 
times – compared to weaker ties, where interaction is more 
limited. (Fig. 10).

;OL�[^V�HY[PZ[Z�^OV�OH]L�ZPTPSHY�WYVÄSLZ�PU�[OL�LHYSPLY�[HISLZ�
and who painted the most  - Quebec (33 pieces) and Echo 
����WPLJLZ��¶�HWWLHY�KPɈLYLU[S`�PU�[OL�ZVJPHS�UL[^VYR�HUHS`ZPZ��
Quebec is at the centre of the social mapping, with another 

Fig 9. Preliminary social network map of artists



Ä]L�HY[PZ[Z��/V[LS��9VTLV��3PTH��4PRL�HUK�*OHYSPL��OH]PUN�H�
high degree of connectivity. In contrast, Echo was on the pe-
riphery of the network, having painted with a smaller cohort 
of painters. According to social network theory, the shape of 
the network can help identify roles within it, such as brokers, 
bridges and structural holes (Everton , 2012: 253-285). Unli-
ke the traditional models of criminal mapping that are fami-
SPHY�[YVWLZ�VM�ÄST�HUK�[LSL]PZPVU��^OLYL�[OL�7OV[VNYHWOZ�VM�
criminal gangs are pinned to a police noticeboard in a hie-
rarchical arrangement, social network analysis allows for the 
THWWPUN�VM�THU`�KPɈLYLU[S`�ZOHWLK�UL[^VYRZ��MYVT�[LYYVYPZ[�
cells to community organisations. This social network is also 
a more expanded model of artistic authorship, showing how 
NYHɉ[P� PZ�HZ�T\JO�[OL�WYVK\J[�VM�[OL� SHIV\Y�VM�H�JVSSLJ[P]L�
network as of individual artists.

These two forms of data analysis – the mapping of artists 
HUK�[OL�K\YH[PVU�VM� [OLPY�WPLJLZ�HUK� [OL�Z\IZLX\LU[�THW-
ping of social relations – are an initial step in responding to 
[OL�V]LYHSS�[OLZPZ�VM�0UZ[HNYHT»Z�HTWSPÄJH[PVU�HUK�HJJLSLYH-
[PVU��;OL�ZLHZVUHSS`�HKQ\Z[�ÄN\YLZ�MVY�[OL�K\YH[PVU�VM�WPLJLZ�
WVPU[�[V�HJJLSLYH[PVU�VM�[OL�WYVK\J[PVU�VM�NYHɉ[P��>OLU�ZV-
cial network model is supplemented by data on the artist’s 
Instagram postings of images from the site, this will provide 
H�TVKLS�MVY�HTWSPÄJH[PVU��ZOV^PUN�UL[^VYRZ�L_[LUK�[OL�YL-
ach of the pieces and how the walls have far greater digital 
audiences than physical visitors.

However, as an empirical exercise this project has some se-
vere limitations. Due to the many complex factors through 
^OPJO�NYHɉ[P�PZ�WYVK\JLK�[OL�YLZ\S[Z�JHU»[�IL�L_[YHWVSH[LK�[V�
other sites nor can a causal link be demonstrated. However 
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Fig 10. Preliminary social network map of artists, showing degrees and strength of connection
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this is not the aim of this research, which is rather to draw 
attention to the longer rhythms of collaboration and aesthe-
tic innovation and to show how, in a data-driven era, walls 
and paintings can now speak the language of data. That is, 
I’m approaching this research not as a wholly empirical exer-
cise but rather in the spirit of Fredric Jameson’s notion of 
conceptual maps, drawing attention to the representational 
system that promise a totality while demarcating the hori-
aVU�VM�V\Y�ZVJPHS�^VYSKZ��0UJYLHZPUNS �̀�NYHɉ[P�HUK�Z[YLL[�HY[�
HYL�WYVK\JLK�PU�^VYSKZ�^OLYL�KH[H�L_PZ[Z�PU�O\NL�X\HU[P[PLZ��
both as facts and frameworks, as a pile of bone-like relics 
and as a kind of cosmology. 

4. Other Instagrams
-PUHSS �̀� P[� PZ�^VY[O�TLU[PVUPUN�[OYLL�V[OLY��TVYL�X\HSP[H[P]L��
aspects of research at the site that add to this picture, sho-
^PUN�V[OLY�^H`Z�PU�^OPJO�[OL�NYHɉ[P�[OLYL�PZ�ILPUN�ZOHWLK�
by digital platforms. On one visit I discovered a set of ske-
tches next to a piece, drawings on wax paper of the preli-
minary outline of the mural. The type of line work and the 
semi-transparent material suggest these are tracings from 
the artist’s own black book, perhaps so as not to bring a 
delicate and valuable object into a painting space, either to 
protect it from material damage or from scrutiny (other wri-
ters have discussed rushing home from an illegal painting 
session to rip the designs that have completed from their 
black books, to avoid them being used as evidence). So, the 
tracing functions as its own kind of media system, transmit-
ting a near-exact copy from the black book to the wall, as 
on to cameras, where it multiplies out in clouds and feeds. 

A second example hints at yet another parallel network of 
images.  After a few months of observing and recording at 
the site I noticed a puzzling inconsistency in some of the 
images I had collected. Scanning through them on a lap-
[VW� 0� UV[PJLK� [OH[� H� SHYNL� ZX\HYL�WHULS� OHK� MHSSLU� MYVT�HU�
upper section of a brick wall (Walls 3 and 4). In early images 
P[�̂ HZ�Ä_LK�[V�[OL�̂ HSS�HUK�P[�SH[LY�PTHNLZ�P[�̂ HZ�]PZPISL�VU�[OL�
ground. However, it later images in reappeared in its original 
position.

>OH[�OHK�OHWWLULK&�([�ÄYZ[�0�[OV\NO[�[OLYL�OHZ�ILLU�H�WYV-
blem with the data collection, that my images were out of 
ZLX\LUJL��;OLU��PU�H�TVTLU[�HRPU�[V�(U[VUPVUP»Z�ÄST�Blow-

Up, in which the main protangonist discovers evidence of a 

T\YKLY�PU�H�ZLX\LUJL�VM�7OV[VZ�OL�OHZ�[HRLU�VM�H�3VUKVU�
park, I felt a similar uneasy thrill. The images were not out 
VM�VYKLY�¶�[OL�ZX\HYL�IVHYK�OHK�ILLU�YLWSHJLK��HM[LY�H�OPK-
den camera had been installed behind it. Like in Blow-Up, 
the camera was even visible in the images, though unlike 
(U[VUPVUP»Z�TV]PL��0�KPK�UV[�OH]L�[OL�X\HSP[`�VM�HUHSVN\L�UL-
gatives to enlarge, but fuzzy jpegs.

What was going on? Here was another parallel image ne-
twork – a literal mirror of the Instagram world that, instead 
of recording the changing surfaces of the wall, recorded the 
painters themselves. In this network, the wall appears only 
in the bottom of the frame, constituting the lower limit of the 
image. After several more site visits the origin of the camera 
became clearer – it was likely it had been installed by a local 
council initiative to gain information about rubbish dumping 
at the site, but as with many surveillance technologies, it re-
corded indiscriminately and its data would not be carefully 
regulated. The camera was soon destroyed but its shadow 
over the site remained. 

Like the tracing paper sketches, this shadow network or sur-
]LPSSHUJL�YHPZLK�THU`�X\LZ[PVU&�/V^�YV\[PUL�OHZ�KPNP[HS�Z\Y-
veillance become, even in marginal spaces, building its own 
relentless time-stamped recordings as evidence, a real-time 
recording of artist’s labour, without the central image of the 
crime itself? It was also another parallel record of the site, 
MVY� H� [PTL�TVYL�LɉJPLU[� HUK�JVTWSL[L� [OHU�T`�V^U�KHPS`�
recordings. As I’ve previously argued, the relationship be-
[^LLU�NYHɉ[P�HUK�[LJOUVSVN`�VM[LU�PUJS\KLZ�H�ZL[Z�VM�WHYHSSLS�
uses between artists, state actors and corporate interests 
(MacDowall 2008). 
)\[�MVY�[OL�NYHɉ[P�^YP[LYZ�]PZP[PUN�[OL�ZP[L�^HZU»[� 0UZ[HNYHT�
also a aurveillance machine, a self-service documentation 
and celebration, displaying and sharing the results of their 
law-breaking and their networks of friends and accomplices. 
Julian Assange, depicted as himself a practitioner of political 
NYHɉ[P�PU�KYHTH[PaLK�HJJV\U[Z�VM�OPZ�LHYS`�`LHYZ��JHSSLK�[OL�
Internet ‘the greatest surveillance machine ever invented’. In 
this veing, NSA whistlblower Edward Snowden argues the 
scandal of increasing digital surveillance of citizens is not 
that the law has been broken but what the law allows.

.YHɉ[P�^YP[LYZ�OH]L�ILLU�HYYLZ[LK�HUK�JVU]PJ[LK�VU�[OL�IH-
sis of posts to Instagram and it has become a  recognised 



method of criminal investigation in some jurisdictions, not 
just by police but by a range of agencies. This risk is exacer-
IH[LK�MVY�JYPTLZ�Z\JO�HZ�NYHɉ[P�[OH[�HYL�OPNOS`�]PZ\HS��VM[LU�
documented by the perpetrators and their associates and 
HYL�VM[LU�YLX\PYL�L_[LUZP]L�YLZV\YJLZ�[V�[YHJR�HUK�WYVZLJ\[L�
by other means.

5. Conclusion
This research was spurred by an unusual cycle of painting I 
VIZLY]LK�H[�H�ZPUNSL�ZP[L���0U�WYL]PV\Z�LYHZ��[OL�X\PJR�YLWHPU-
ting of walls in a location of low visibility would likely deterio-
rate into lower grade pieces, in both terms of both materials 
and aesthetic complexity. Except for painting trains, what 
kind of writers would spend time and paint on a surface that 
would be repainted in a few days or a week? Is it possible 
[OH[�^HSSZ�HYL�ILJVTPUN�TVYL� SPRL� [YHPUZ�� ÅLL[PUN�HUK�TV-
bile? I also wondered, as many of those painting at the site 
were established writers now aged in their 30s and 40s who 
had come to prominence in the scene in the late 1980s and 
early 1990s, would their gathering produce new or old work? 
Instead of ushering in an era of complacency and nostalgia, 
was Instagram’s thirst for content also driving an era of ex-
perimentation and stylistic development? Would it be possi-
ble to read in the aesthetics of these works and the patterns 
of production the shadow of the digital realm?

The response trialled in this piece was to consider the site 
not simply as the material surface of artworks or as a combi-
nation of social and spatial context as in much existing scho-
SHYZOPW�VU�NYHɉ[P� HUK�Z[YLL[�HY[�� 0UZ[LHK�� [OPZ�HY[PJSL� [OPURZ�
about walls as engines of data and meta-data and, while 
THUHNPUN�L[OPJHS�JVUZPKLYH[PVUZ�PU�HU�LYH�VM�PU[LUZPÄLK�Z\Y-
veillance, explore how longitudinal analysis combines with 
basic data visualisation and social network mapping tech-
UPX\LZ�TPNO[� YLNPZ[LY� [OL� LɈLJ[Z� HJJLSLYH[PVU� HUK� HTWSPÄ-
cation  of digital platforms such as Instagram. Some of the 
changes wrought by the digital environment, such as the ex-
plicit references to Instagram accounts and practices in the 
murals, are immediate, obvious and visible. Other changes 
are more complicated and subtle and likely involve longer-
-term trends, obscured by Instagram’s complex temporali-
ties and its insistence on a continuous now.
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From street art to murals: what have we lost?
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Abstract
TOL�T\YHS�MLZ[P]HSZ�[OH[�OH]L�ILJVTL�JVTTVU�HSS�V]LY�[OL�^VYSK�PU�[OL�SHZ[�Ä]L�`LHYZ�HYL�VM[LU�JHSSLK�Z[YLL[�HY[�MLZ[P]HSZ��HUK�
the murals produced in those festivals are often referred to as street art. This use of the term creates confusion, since there are 
JSLHY�HUK�M\UKHTLU[HS�KPɈLYLUJLZ�IL[^LLU�[OL�ZTHSSLY��\UZHUJ[PVULK�^VYRZ�^L�\ZLK�[V�JHSS�Z[YLL[�HY[�PU�[OL�WHZ[�KLJHKL�HUK�
[OL�O\NL�PUZ[P[\[PVUHS�T\YHSZ�VM�[VKH �̀�;OL�HPT�VM�[OPZ�[L_[�PZ�[V�[Y`�HUK�PKLU[PM`�[OL�KPɈLYLUJLZ�IL[^LLU�[OLZL�[^V�WYHJ[PJLZ�1

Key words: NYHɉ[P��Z[YLL[�HY[��T\YHSZ��T\YHS�MLZ[P]HSZ��\UZHUJ[PVULK��JVTTPZZPVULK

 

 

1 - In this text I will use the term “street art” to refer to the unsanctioned street pieces characteristic of the work artists such as Eltono, MOMO 
VY�)S\�WYVK\JLK�PU�[OL�SHZ[�KLJHKL��HUK�[OL�[LYT�¸T\YHSZ¹�[V�YLMLY�[V�[OL�JVTTPZZPVULK��I\PSKPUN�ZPaLK�WHPU[PUNZ�[OH[�OH]L�ILJVTL�\IPX\P[V\Z�
PU�[OL�SHZ[�Ä]L�`LHYZ��TVZ[�VM[LU�JYLH[LK�PU�[OL�JVU[L_[�VM�[OL�ZV�JHSSLK�Z[YLL[�HY[�MLZ[P]HSZ�

1. Working with the context

The street is not a blank canvas. It is an accumulation of 
objects, and each of them has a particular potential that 
Z[LTZ�MYVT�P[Z�WO`ZPJHS�X\HSP[PLZ�HUK�MYVT�P[Z�YLSH[PVU�[V�[OL�
workings of the city and local history. In a properly made 
street art piece these forms and meanings are not the 
backdrop, they are the working material. 

First of all, the artist needs to choose a location, and this 
is actually half of the work. Of course, a location may be 
chosen out of a desire to work with existing textures and 
colours, and with the history embedded in them. But there 
are many more nuances at play. 

A piece can be placed high or low, close to the viewer or far 
from him. It can be placed so it is very visible and reaches 
a large number of people, or in such a way that it is barely 
visible, in which case the message reaches fewer people, 
but when it does, it reaches deeper. It can be highly visible, 
but only from a particular vantage point. All these choices 
HYL�LɈLJ[P]L�^H`Z�[V�TVK\SH[L�[OL�TLZZHNL��HUK�OH]PUN�H�
good eye for them makes a good street artist.

Working without permission involves an particular set of 
problems when choosing a location, because the artist 
ULLKZ� [V� ÄUK� H� IHSHUJL� IL[^LLU� ]PZPIPSP[ �̀� K\YHIPSP[`� HUK�
risk: the visibility of the resulting piece, how long it can be 
expected to stay there, and how risky it is to work at that 
spot, both in terms of physical danger and the possibility 
of getting caught. For example, artists may choose to take 
great risks in order to attain huge visibility, or they may prefer 
to stay safe and produce works with little visibility but with a 
longer lifespan.

By making a sensible use of the context, artists can devise 
ways to get maximum visibility and durability while taking 
as few risks as possible. They can take advantage of the 
HYJOP[LJ[\YL� I`� ÄUKPUN� ^H`Z� PU[V� WSHJLZ� HUK� JOVVZPUN�
vantage points from which to work. And they can take 
advantage of the social behaviours surrounding the chosen 
spot, for example waiting for a particular time of the day, 
week or year when the spot may be unusually deserted.

In addition to all these physical aspects, working with a 
particular context also involves playing with the meanings 
and connotations of the objects that compose it. As is the 



JHZL�VM�HU`�V[OLY�MVYT�VM�W\ISPJ�HY[��[OL�ÄUHS�YLZ\S[�VM�H�Z[YLL[�
art piece is always the sum of the meaning put forward by 
the artist and that of the elements that were already there. 

Therefore, many things need to be taken into account when 
making street art that works successfully with its context. 
(UK��PU�VYKLY�[V�HJOPL]L�[OPZ�H[�HU`�ZPNUPÄJHU[�SL]LS��HY[PZ[Z�
need to get to know the context they are working with, a 
process that necessarily involves time. The most contextually 
fruitful street art is often produced by an artist in his or her 
V^U�JP[ �̀�VY�PU�H�WSHJL�Z�OL�]PZP[Z�MYLX\LU[S �̀

With murals there is very little of all this. To begin with, 
facades tend to be painted white before a mural is produced. 
;OLYLMVYL�� [OLYL� PZ� UV�WSH`PUN�^P[O� [OL� [L_[\YHS� X\HSP[PLZ�VM�
the surface or with their embedded history. But even more 
important is the fact that, for the production of a mural, an 
artist typically stays in a city for only a few days, just enough 
[PTL�[V�WHPU[�[OL�WPLJL��;OPZ�HɈVYKZ�SP[[SL�[PTL�[V�H[[HPU�HU`�
intimacy with the context. Furthermore, muralists are very 
YHYLS`�HɈVYKLK�[OL�VWWVY[\UP[`�[V�WLYZVUHSS`�ÄUK�[OL�SVJH[PVU�
for their work. They may be able to choose from a few 
pictures of possible walls, but by looking at an image of a 
building there is seldom much chance to learn about it or 
about its environment beyond the size and proportion of the 
wall.

For a street artist, adapting to the context often involves 
J\Z[VTPZPUN�VY�L]LU�KLZPNUPUN�HUK�I\PSKPUN�[VVSZ�MVY�ZWLJPÄJ�
needs. A particularly ingenious example would be the bike 
tool-set built by MOMO for pasting the posters of his series 
“The MOMO Maker” on elevated surfaces all over the city of 
New York.1 In contrast to this, the production of a mural rarely 
involves the need to come up with any technical solutions. 
This huge creative potential is therefore lost, along with 
[OL�HMVYLTLU[PVULK�WVZZPIPSP[PLZ�VM�WSH`PUN�^P[O� [OL�\UPX\L�
characteristics of the working environment and surface. 

The modulation of all these parameters is one of the main 
venues for a street artist to develop his or her particular voice. 
And, for the viewers, a good part of their enjoyment derives 
from appreciating this modulation. But these possibilities, 
^OPJO�THRL�Z[YLL[�HY[�\UPX\L��HYL�SHYNLS`�SVZ[�PU�H�T\YHS�

1 - See Abarca (forthcoming).

2. The transversal quality of street art

One important aspect about working with contexts is the fact 
that they can be rearranged. Due to the unregulated nature 
of their practice, street artists can ignore the boundaries 
dictated by property that determine where they can or 
cannot act. A piece of street art can simultaneously cover 
[^V� VY� TVYL� JVU[PN\V\Z� Z\YMHJLZ� ILSVUNPUN� [V� KPɈLYLU[�
properties, thus ignoring the division of matter and space 
demarcated by money. Street art can therefore make visible 
how these limits of action and physical demarcations are 
arbitrary and cultural. It can take space and matter back to 
its natural state, when everything was for everybody to use, 
and nobody actually owned anything.

4\YHSZ��JVU]LYZLS �̀�JVUÄYT�[OL�SPTP[Z�KLTHYJH[LK�I`�TVUL �̀�
;OL`� ]HSPKH[L� [OL� Z[H[\Z� X\V� I`� HYYHUNPUN� [OLTZLS]LZ�
obediently where architecture and property dictate. Instead 
VM�X\LZ[PVUPUN�[OL�SVNPJ�VM�TVUL �̀�[OL`�YLHɉYT�P[��HUK�KV�ZV�
in a very visible way. 

(UV[OLY� JY\JPHS� KPɈLYLUJL� SPLZ� PU� [OL� MHJ[� [OH[� Z[YLL[� HY[�
changes the environment only symbolically. While power 
uses architectural materials to try and make its division 
of the world into a permanent physical reality, street art 
typically uses humble, temporary materials such as paint 
or paper, which transform space merely at a symbolic level. 
For this reason it can be read as a sort of parody of this 
allegedly permanent capitalist arrangement of the world, 
this presumptuous order that inescapably goes back to the 
amalgam from which it started. Street art can therefore be a 
sort of foretelling of the future state of a building. This is one 
of the reasons why it can be disturbing, because it can make 
visible how a prideful building is in essence just a miserable 
ruin.

3. The human scale

The physical size of a work is crucial, as is its relative position 
from the viewer. The manipulation of size and distance opens 
\W�H�O\NL�ÄLSK�MVY�U\HUJLK�L_WYLZZPVU��(�IPN�̂ VYR�JHU�[V^LY�
over the viewer, or it can gaze across a long distance and still 
be readable. A small work can slip through the crevices of 
the landscape and suddenly appear, creating a surprisingly 
intimate situation. 
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But it is paramount here to note that all this playing with size 
takes place, necessarily, within a human scale. Street art 
always works within a scale related to the human body. It 
can only go as big as the body allows. An artist can reach 
beyond that by using a ladder or a pole, but these portable 
tools work only as extensions of the body, therefore the scale 
of the resulting artwork is still visibly human.

In order to reach further than his or her body alone would 
allow, an artist can also take advantage of the features of 
the architecture surrounding a chosen spot. S/he can, for 
example, start producing an image from ground level and 
complete it by climbing up a ledge or leaning out a window. 
Taking advantage of this kind of architectural features is also 
useful to modulate the distance between a piece and its 
]PL^LY��HUK�PZ�VM[LU�\ZLK�[V�NYLH[�LɈLJ[�HZ�H�^H`�[V�PUJYLHZL�
the visibility of a piece. But, again, this takes place within 
discernibly human limits. 

(Z� H� JVUZLX\LUJL� VM� [OLZL� SPTP[Z�� H� Z[YLL[� HY[� WPLJL� PZ�
always a trace of the act of measuring the physical scale 
of the environment with that of the human body. And this 
is, of course, something the viewer can perceive. Reading 
this trace is actually one of the things that can make street 
art interesting. A street art piece lets the viewer measure the 
physical dimension of his environment by projecting his own 
physical dimension on it.

Any street art piece is, therefore, the visible presence of a 
fellow human being. It becomes part of the environment in 
a natural way, as one more of the many human traces on it. 
;OLZL�̂ V\SK�PUJS\KL�NYHɉ[P�VY�WVZ[LYZ��I\[�HSZV�THU`�V[OLYZ��
maybe less perceptible and often produced in a wholly 
unconscious way. Things like, for example, small discarded 
objects, or marks caused by the repeated use of keys, 
doors or walking surfaces, as in the case of the so-called 
“desire paths”.2�(Z�H�JVUZLX\LUJL�VM� [OPZ��Z[YLL[�HY[�OHZ�H�
particularly pronounced potential for engaging passers-by in 
an intimate way.

Murals, conversely, exist in an inhuman, monumental scale, 
very far from the viewer. Creating any meaningful connection 
PZ� [OLYLMVYL� T\JO� TVYL� KPɉJ\S[�� 0U� T\YHSZ� [OLYL� PZ� SP[[SL�
possibility for the artist to play with scale and distance, 

 
2 - “Desire paths” are the paths across patches of grass produced 
when pedestrians repeatedly assume natural trajectories that were 
not accommodated in the design of a particular urban space.

since in most cases only one extreme of all the possible 
modulations of scale is used. When producing a mural, an 
artist is not forced to understand the working environment, 
because s/he does not need to adapt to it. Murals are 
KLWSV`LK�^P[O�Z\WLYO\THU�KL]PJLZ�Z\JO�HZ�ZJHɈVSKPUNZ�VY�
cranes, which operate on a scale that allows the artist to 
ignore the context of the artwork. Instead of coming from 
below, a mural comes from above.

A piece of street art is necessarily created in a way analogous 
to the way a path appears on a landscape. A path needs 
to adapt to the features of the terrain, it is the result of a 
dialogue between these features and the scale and potential 
of the human body. A mural, on the other hand, works as a 
highway or a viaduct, ignoring by its very nature all but the 
TVZ[�WYVTPULU[�JOHYHJ[LYPZ[PJZ�[OH[�KLÄUL�H�WSHJL��(�ZPTPSHY�
analogy could be drawn between a piece of street art and a 
medieval street, which takes form based on the features of 
the terrain and the decisions of its inhabitants, and between 
a mural and a Haussmannian avenue, deployed with the help 
of superhuman machines and blatantly blind to any human 
or natural characteristic of the place it appears on. A mural 
is, from this point of view, yet another instrument for exerting 
control over the environment and its population.

A mural reveals nothing about the possibilities and limitations 
of the relation between the human body and the built 
environment. It is no longer a portrait of the relation between 
a person and his or her surroundings, which is necessarily 
open to dialogue. It is, instead, a portrait of the way in which 
power relates to the environment, which is most often a 
blind, imposed monologue.

(U� PTWVY[HU[� JVUZLX\LUJL�VM� [OPZ� PZ� [OL� MHJ[� [OH[� ]PL^LYZ�
can respond to a piece of street art, they can correct it 
or paint over it. Street art is therefore a call to action – it 
empowers the viewer. It brings us back to the time when 
each person was able to rearrange his or her surroundings 
as far as his or her bodily potential would allow, before the 
power of a few would start to determine the limits of action 
of everyone else. It evokes this inherently human reality 
whose repression has created the alienating scenario we 
now live in. In light of this, it is only natural that street art, 
HUK� WHY[PJ\SHYS`� [OL� ULPNOIV\YPUN� WYHJ[PJL� VM� NYHɉ[P�� OH]L�
become more prominent and violent as the control over the 
environment exerted by architecture and advertising has 
become stronger.



As opposed to the empowering nature of street art, murals 
force a passive position on the viewer. Like architecture or 
advertising, murals are a monologue that the viewer cannot 
respond to. Murals make clear that the viewer is a passive 
spectator, and a consumer. Street art can be a dialogue 
between people, while murals are essentially a one-way 
communication channel monopolised by power.

4. The geographic dimension: networks and paths

While scrutinising how street art and murals function with 
their context and with scale we have been considering the 
single piece of street art as the subject of our analysis. But a 
piece of street art rarely works in isolation. It is usually part 
of a series, or what could be called a series. The pieces of a 
street artist accumulate in space and time, and together they 
form a network. The network of pieces is, in fact, the natural 
manifestation of street art, and could be understood as the 
actual artwork.

This accumulation of actions expresses an artist’s 
KL[LYTPUH[PVU� HUK� ^VYR� L[OPJ�� HUK� KLÄULZ� H� WHY[PJ\SHY�
strategic approach to the propagation of pieces across the 
landscape and through time. But, even more importantly, it 
involves an accumulation of decisions that speaks about 
more or less intelligent, creative, and daring tactics for 
making use of each context.

In a network, all the modulations in the relation between 
artist and context I have referred to take place again and 
again. This allows artists unlimited opportunities to articulate 
a taste for choosing locations and working with them, thus 
giving shape to a particular view of the city. By following this 
accumulation of decisions, the viewer can gradually get to 
know and appreciate the artist’s strategic approach to the 
propagation of his or her work, and his or her sensibility 
towards the built environment. It is by virtue of these 
repeated encounters with an artist’s work through space and 
time that the aesthetic experience of most street art actually 
takes place. And only a network can provide this kind of 
experience.

Street art therefore involves a strategic work that could be 
described as geographic. A network of pieces forms an 
imaginary drawing on the map of the city that is, again, a 
trace of the relation between the artist and the environment 
that the viewer can follow, but in this case the trace works 

on a geographic scale. Discovering these networks, and 
following the paths they form, gets the viewer closer to his 
or her surroundings. The viewer gets to touch all of it, even if 
not physically. This opens his or her consciousness to a new 
stratum of reality and, by extension, to many others, helping 
I\PSK� H� Z\IQLJ[P]L� LU]PYVUTLU[� KPɈLYLU[� [V� [OL� VUL� [OH[� PZ�
imposed on us by capitalist space. 

One valuable aspect of networked pieces is that, in order 
to accumulate encounters and experience the full artwork, 
the viewer needs to be attentive, and to search. And, since 
street art pieces are ephemeral, any hints viewers may have 
been given are temporary, therefore they have to explore 
on their own. Appreciating street art is, therefore, a call to 
action. Murals, on the other hand, are a call to obedience, to 
passive consumption. They are not something the viewer can 
actively search for. Rather, murals are forced on the viewer. 
Their presence is conspicuous, and in many cases they are 
featured in a printed map, and are part of the itinerary of a 
guided tour.

Another crucial point here is that, in many cases, street art 
makes use of the margins of the landscape. In the process 
of creating and searching for street art pieces, both the 
artist and the viewer often get to explore parts of the city 
they would rarely visit otherwise. Places such as alleys or 
empty lots, dead spaces below or around bridges and other 
PUMYHZ[Y\J[\YLZ�� L]LU�VɈ�SPTP[Z� [LYYHPUZ�Z\JO�HZ�HIHUKVULK�
tunnels. French theorist Guilles Clement describes how the 
distinctive value of these places resides in them being the 
only parts of the city free from the control of money, and 
how they thus become the only chance for the city dweller 
[V� ÄUK� ZWHJL� MVY� UH[\YHS� HUK� O\THU� X\HSP[PLZ� Z\JO� HZ�
indetermination or imagination.3

For both artist and viewer street art can end up being an 
excuse to discover and visit these kinds of ignored places, 
[V� MVSSV^�\UMYLX\LU[LK�WH[OZ�HJYVZZ� [OL�JP[ �̀�)LPUN�VU� [OL�
SVVR�V\[�MVY�Z[YLL[�HY[�JVUZLX\LU[S`�^PKLUZ�HUK�LUYPJOLZ�[OL�
viewers’ awareness of their environment. Murals, conversely, 
tend to appear within the predictable spaces of power. They 
[HRL�[OL�]PL^LY�HSVUN�[OL�VɉJPHS�WH[OZ��[OYV\NO�[OL�HSPLUH[PUN�
urban spaces of production and consumption.

3 - See Clement (2004).
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5. Working with time

+\L�[V�[OLPY�LWOLTLYHS�X\HSP[ �̀�Z[YLL[�HY[�WPLJLZ�HYL�UV[�Z[H[PJ�
objects. Once a piece is installed it is abandoned to its fate. 
It can be worn out by the weather, get covered by another 
piece, or be erased. This can be a slow process, and pieces 
JHU�VɈLY�]LY`�KPɈLYLU[��L]LU�\UL_WLJ[LK�NYHWOPJ�X\HSP[PLZ�
through their lifespan. Some works are suddenly erased, 
while others gradually disappear into the landscape. A piece 
can surprisingly reappear after months, or even decades, 
when the posters or architectural materials that covered 
it are uninstalled. A work can stand in place for years 
witnessing huge changes around it, and as the connotations 
of its environment change so does its own meaning.

Some pieces even change their location before they 
disappear. This is often the case with pieces produced on 
construction site sheds or debris containers, which can 
suddenly move and appear in new, unpredictable locations. 
Of course, pieces produced on the surface of a train carriage 
are expected to move through space, and therefore through 
time.

*VUZLX\LU[S �̀� H� Z[YLL[� HY[� WPLJL� M\UJ[PVUZ� HZ� HU`� V[OLY�
element in the landscape. It mutates and evolves like 
everything around it, including its viewers. It naturally 
intertwines with the evolution of its context and with the 
life of the people that repeatedly come across it. And this 
organic, temporal nature gives street art a great potential for 
engaging viewers in an intimate way. Murals, instead, are 
NLULYHSS`�TLHU[�[V�YLTHPU��;OL`�L_PZ[�PU�H�WSHUL�KPɈLYLU[�[V�
that of the viewer. They are frozen in the atemporal dimension 
of the monument, of power, far detached from the real life 
going on around them.

A particularly important point here is that a street artist can 
make use of time as a creative device. He or she takes 
creative decisions in that dimension. There is a modulation 
of time that can be as decisive as the modulation of space 
and scale. Pieces can appear from time to time through 
a long period, or they can suddenly accumulate, or any 
combination of these. A project sustained in time delivers 
H�]LY`�KPɈLYLU[�TLZZHNL�[OHU�H�WYVQLJ[�[OH[�YLZWVUKZ�[V�H�
momentary impulse.

The ability to play with the temporal dimension of the artwork 
and its context allows countless other creative possibilities. 
for example, an artist with a good knowledge of his or her 

working environment can choose a surface that is relatively 
KPɉJ\S[�[V�YLHJO��VY�YLSH[P]LS`�\UJHYLK�MVY��ZV�[OL�WPLJL�^PSS�
remain in place longer. S/he can surprise his or her audience 
by colonising an untouched surface, or s/he can choose to 
locate a piece so it becomes part of a long and distinguished 
succession of holders of a popular spot. S/he can climb up 
HU�\WWLY�ÅVVY�VM�H�I\PSKPUN�ZSH[LK�MVY�KLTVSP[PVU�[V�WHPU[�VU�H�
wall attached to the contiguous building, knowing that after 
[OL�KLTVSP[PVU�[OL�WPLJL�^PSS�HWWLHY��ÅVH[PUN�PU�TPK�HPY��:�OL�
JHU��[OHURZ�[V�Z[YLL[�HY[»Z� SHJR�VM�I\YLH\JYH[PJ�ÄS[LYZ�VM�OPZ�
practice, swiftly respond to particular issues related to the 
immediate context of the piece, or to the world in general.

In murals, this creative potential is largely lost. There are very 
few possible decisions regarding the temporal dimension of 
a mural, and even those are taken not by the artist, but by 
the arts administrators who commission the work. 

6. The emotional dimension

>OLU�JVTWHYPUN�Z[YLL[�HY[�HUK�T\YHSZ��HKKP[PVUHS�KPɈLYLUJLZ�
JHU� IL� PKLU[PÄLK� PU� ^OH[� JV\SK� IL� JHSSLK� [OL� LTV[PVUHS�
dimension of a piece, both in the experience of the artist 
HUK� VM� [OL� ]PL^LY�� ;OL�TVZ[� VI]PV\Z� VM� [OLZL� KPɈLYLUJLZ�
has to do with the element of surprise: street art can appear 
in unexpected places and then unexpectedly disappear at 
any moment. While murals, instead, tend to appear on much 
more predictable spaces, and to stay there. But most of the 
KPɈLYLUJLZ� PU� [OPZ� LTV[PVUHS� KPTLUZPVU�^V\SK� OH]L� [V� KV�
with the energy embedded in an artwork during its process 
of preparation and execution.

;OL� WYLWHYH[PVU� VM� H� WPLJL� VM� Z[YLL[� HY[� YLX\PYLZ� H� OHUKZ�
VU� HWWYVHJO� [V� P[Z� JVU[L_[�� ;OL� HY[PZ[� TH`� ULLK� [V� ÄUK�
safe ways in and out of the location, and to come out with 
solutions for bringing the appropriate tools and materials 
there. In other instances the artist may decide to improvise 
HM[LY�IYPLÅ`�Z\Y]L`PUN�[OL�JVU[L_[��;OL�L_LJ\[PVU�VM�H�WPLJL�
involves, in both cases, a friction with the environment. 
The situation is often precarious and tense, with the artist 
needing to work and be alert at the same time. It can be an 
exhilarating moment, particularly when it is the end of a long 
and complicated preparation process.

Both preparation and execution need to take place in situ, 
usually during the night. This can lead to unusual situations 
and to unpredictable encounters with bizarre but genuine 



characters. The whole process often makes the artist delve 
fully into the environment, and can be experienced as an 
exciting adventure.

;OL� WYLWHYH[PVU� VM� H� T\YHS� PZ� ]LY`� KPɈLYLU[�� 0[� [LUKZ� [V�
take place far from the context of the piece, often through 
email conversations with arts administrators, corporations 
and institutions with political and business agendas. 
The execution process rarely leaves much space for 
improvisation, and artists usually need to conform to tight 
schedules. It tends to be a predictable kind of process during 
which artists are perched on huge cranes for several days, 
largely isolated from the environment around them.

Street artists often work with cumbersome materials, 
and in many cases they need to come up with solutions 
for transporting them by foot or on a bicycle. As we have 
seen, they may need to customise or even design and build 
ZWLJPÄJ�[VVSZ�MVY�[OLPY�ULLKZ�� 0U�[OL�WYVK\J[PVU�VM�H�T\YHS��
conversely, there is a kind of blind omnipotence. And, as 
many artists report, a lack of resources generally spurs 
JYLH[P]P[ �̀�^OPSL�HU�L_JLZZ�VM�YLZV\YJLZ�TH`�Z[PÅL�P[�

+\L� [V� HSS� VM� [OLZL�KPɈLYLUJLZ�� Z[YLL[� HY[� HUK�T\YHSZ� [LUK�
to have contrasting emotional contents. Contrasting 
processes, situations and values become embedded in 
the aforementioned emotional dimension of the pieces, 
something an attentive viewer may be able to perceive. There 
is little in common between negotiating your way in situ 
and discussing with arts administrators via email, between 
working precariously using makeshift tools and working with 
[OL� WV^LYM\S� THJOPULZ� VM� HYJOP[LJ[\YL�� *VUZLX\LU[S �̀� [OL�
YLZ\S[PUN�LULYNPLZ�TH`�KPɈLY�NYLH[S �̀

7. Freedom of content

6UL� SHZ[� KPɈLYLUJL�� WYVIHIS`� T\JO� TVYL� VI]PV\Z�� ^V\SK�
have to do with the freedom of content. Corporations and 
institutions tend to be the forces behind the production of 
a mural, and they of course have their own interests, which 
can translate into censorship. But, more interestingly, artists 
can also censor their own work simply because they feel 
that it is their responsibility to do so when working on a 
prominent, permanent piece, or when working with public 
money. In contrast, in the conception of a smaller, ephemeral 
street art piece an artist will usually feel more free to use 
KPɉJ\S[�PTHNLZ�VY�TLZZHNLZ�

8. What have we gained?

Of course, not everything is a loss in this transition from 
street art to murals. In some ways, it can be considered 
[V�IL�HU� PTWYV]LTLU[��6UL�HWWHYLU[S`�JSLHY�ILULÄ[�^V\SK�
be that mural making is a source of employment for street 
artists. While this can be true, it also means that many artists 
abandon their street art activity simply because they are 
too busy with murals. The transition may therefore be good 
for street artists, but not for street art. This is particularly 
detrimental in the case of up-and-coming street artists who 
are swiftly introduced in the mural circuit before being able 
to spend some years delving into a particular environment 
without hurries or expectations, which is the foundation of 
many of the most interesting projects that have come out of 
street art.4

On the other hand, it is not clear that street artists are the 
VULZ�NL[[PUN�[OL�T\YHS�QVIZ��0U�MHJ[��H�ZPNUPÄJHU[�WYVWVY[PVU�
of the many new artists that have appeared in recent years 
[V� ÄSS� [OL� ULLKZ� VM� [OL� L_WSVKPUN�T\YHS� JPYJ\P[� JVTL� MYVT�
[OL�ÄLSKZ�VM�PSS\Z[YH[PVU��KLZPNU�HUK�NHSSLY`�HY[��HUK�OH]L�UV�
IHJRNYV\UK�PU�Z[YLL[�HY[�VY�NYHɉ[P��

It has also been said that the mural circuit provides visibility 
for the work of street artists. And, of course, their work 
becomes more visible in a way. But the visibility of murals is 
]LY`�KPɈLYLU[�[V�[OH[�VM�Z[YLL[�HY[��(Z�^L�OH]L�ZLLU��WSH`PUN�
with visibility is an important part of the game of street art, and 
this is lost in the predictable world of murals. Furthermore, 
while street art is usually smaller and less prominent than 
murals, it is also closer to the people, therefore its visibility 
can be understood as being more valuable. The visibility 
of murals, on the other hand, is that of architecture and 
advertising – a kind of visibility imposed from power that 
many have learned to distrust.

One more certain argument in favor of murals is that they 
make it easier for women and stigmatised groups to work 
in the street. Practising street art can involve wandering 
[OYV\NO� \UMYLX\LU[LK� HYLHZ� HUK� NL[[PUN� L_WVZLK� [V� HSS�
kind of dangerous situations, and thus it is in fact easier 
for heterosexual white males to produce work under such 
conditions than it is for everyone else.

 
4 - See, for example, the works by American artist MOMO featured 
in Abarca, J. (forthcoming).
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But, while murals have their own inherent virtues, there is a 
problem when they become so prominent that they take over 
the very term “street art”, creating a pernicious terminological 
JVUM\ZPVU��HUK�^OLU�[OL`�ILJVTL�ZV�\IPX\P[V\Z�[OH[� [OL`�
occupy the entire scene, making unsanctioned street works 
disappear from the media, and even from the street.

9. Exceptions and solutions

It would be fair to say that some particularities of street art 
are still present in some murals. For example, in some cases 
facades are not painted white before the piece is produced, 
and murals are often not actively conserved. But even in 
those cases we are still missing the most crucial elements of 
street art. There is still little space for the artist to get to know 
the context and play with it, there is no network of human-
scale pieces encouraging the viewer to explore, and there is 
no possibility of playing with time.

Very few festival organisers would want to take the trouble 
to have artists in residence for a month or more so they 
can immerse themselves in the environment, or to arrange 
permissions for a network of small locations. That would 
mean spending more money, and it is clear that the surge 
of mural festivals can be largely explained with the fact that 
murals are extremely inexpensive compared to the visibility 
[OL`� HɈVYK� [V� NV]LYUTLU[Z� HUK� JVYWVYH[PVUZ�� (UK�� TVZ[�
PTWVY[HU[S �̀� P[� ^V\SK� IL� SLZZ� WYVÄ[HISL� PU� [LYTZ� VM� ]PYHSP[`�
and touristic appeal, as we will see in the conclusion to this 
paper.

Of course, some exceptions to this rule exist. The most 
valuable would arguably be Bien Urbain, a festival held 
since 2011 in the city of Besançon, France. It includes the 
production of murals, but it also allows artists to reside in the 
city for a substantial amount of time, to develop experiments 
based on the local context, and to produce networks of 
human-scale pieces scattered across the city.

Some artists have tried to open up space by themselves for 
this kind of production. The most persistent and successful 
is Spanish artist Escif, who has recently come up with several 
tactics that allow him to play with the context in meaningful 
ways even within the meagre time frame usually allowed for 
a mural piece.5 More importantly, he has lately been able to 

 
5 - See for example Escif’s mural work -YLL�.HaH��ZSV^�^HSS���RT�

produce networks of human-scale, context-based pieces 
even when working for a mural festival or an institution.6 

10. Conclusion

Art has always been one of the attractions that make areas 
\UKLYNVPUN� NLU[YPÄJH[PVU� KLZPYHISL� MVY� [OL� TPKKSL� JSHZZ��
:[YLL[� HY[� ZVVU� WYV]LK� [V� IL�TVYL� LɈLJ[P]L� [OHU� NHSSLYPLZ�
because of the gritty “street credibility” it can lend to the 
areas it appears on. A latest step in this direction is the 
mural, arguably the most compelling art-related tool for the 
whitewashing of an area. Murals work as a safer and more 
LɉJPLU[� HS[LYUH[P]L� [V� Z[YLL[� HY[�� ;OPZ� PZ� ILJH\ZL� [OL`� HYL�
more visible, they are more appealing for casual observers 
^OVZL�H^HYLULZZ�VM�[OL�JVU[L_[�PZ�VUS`�Z\WLYÄJPHS��[OL`�HYL�
free from any excess of contextualisation that would divert 
the attention of consumers to the actual environment, and 
[OL`�SHJR�HU`�[YHUZ]LYZHS�X\HSP[`�[OH[�JV\SK�JHSS�PU[V�X\LZ[PVU�
the limits demarcated by property.

;OLYL� PZ� VUL� JVUJS\KPUN� X\LZ[PVU� [OH[� [OPZ� HUHS`ZPZ� ULLKZ�
to address: if murals are less interesting than street art in 
so many ways, how is it possible that they have taken its 
place? The answer is simple: because murals work better in 
a photograph. And, for many years now, street art has been 
experienced mostly through photographs.

The reason that murals work better than street art in a 
photograph is because they have so much less to lose. As 
we have seen, most of the work of a street artist takes place 
in contextual, geographic and temporal dimensions. It has 
to do with playing with scale, playing with contexts, and with 
repeated encounters. To actually appreciate good street art 
viewers need to be physically there, they need to experience 
the whole context of the piece, and they need to accumulate 
encounters with the artwork by exploring through space and 
time. 

��, painted in Aalborg, Denmark, in 2014.
 
6 - See Escif’s (2014 - ongoing) Promenade series.



A photograph captures only a very small fraction of all these 
dimensions. It records just one particular instant in the life 
of a piece, it leaves out of the frame most of the visual 
context, it fails to capture any other sensorial feature of the 
environment, and it fatally isolates the piece from the network 
it belongs to. Conversely, the main value in a mural tends to 
be its scale, and that works perfectly in a photograph.

Due to its ephemerality, street art used to have a very limited 
audience. By allowing the immediate and widespread 
sharing of images, photography and the internet vastly 
widened the potential public of street art pieces, and thus 
caused a huge rise in the production of street art. But this 
L]LU[\HSS`�IHJRÄYLK��ILJH\ZL� PU� [OL� YLHST�VM�WOV[VNYHWOZ�
– of decontextualised art – a piece of street art is seldom 
as attractive as a big mural. It has been our reliance on the 
photograph as the main tool for experiencing street art that 
has eventually caused the demise of the practice.
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Abstract
;OPZ� YL]PL^� PZ� VM� [OL� 9V\[SLKNL� /HUKIVVR� VM� .YHɉ[P� HUK� :[YLL[� (Y[�� PUJS\KLK� PU� [OL� 9V\[SLKNL� 0U[LYUH[PVUHS� /HUKIVVRZ�
JVSSLJ[PVU��7\ISPZOLK�PU�������[OPZ�IVVR�̂ PSS�IL�VM�NYLH[�PU[LYLZ[�[V�.YHɉ[P�HUK�:[YLL[�(Y[�ZJOVSHYZ��;OPZ�W\ISPJH[PVU�PZ�VM�ZPNUPÄJHU[�
PTWVY[HUJL�PU�H�JVU[L_[�^LYL�[OLYL�PZ�ZV�T\JO�[V�ZOHYL�HUK�\UKLYZ[HUK�HIV\[�[OL�WOLUVTLUH�VM�NYHɉ[P�HUK�Z[YLL[�HY[��;OL�
ZOHYLK�JVTTVU�NVHSZ�VM�[OL�9V\[SLKNL�/HUKIVVR�VM�.YHɉ[P�HUK�:[YLL[�(Y[�^P[O�[OL�<YIHUJYLH[P]P[`�YLZLHYJO�UL[^VYR��^OPJO�
WYVTV[LZ�HZZVJPH[LK�JVUMLYLUJLZ�HUK�[OL�:[YLL[�(Y[�
�<YIHU�*YLH[P]P[`�:JPLU[PÄJ�1V\YUHS�¶�^OLYL�0»T�WLYZVUHSS`�KLKPJH[LK�HZ�
H�TLTILY�VM�[OL�,_LJ\[P]L�*VTTP[[LL�HUK�HZ�,KP[VY��THKL�TL�WYVWVZL�[OL�WYLZLU[�YL]PL �̂

 

;OL�Z[Y\J[\YL�VM� [OL�YL]PL^�TPYYVYZ�[OL�Z[Y\J[\YL�VM� [OL�IVVR��^P[O� MVYL^VYKZ�� PU[YVK\J[PVUZ��HUK�MV\Y� [OLTH[PJ�WHY[Z�� 0[�HSZV�
PUJS\KLZ�H�WYLS\KL�^OLYL�[OL�X\HU[P[H[P]L�MHJ[Z�HYL�WYLZLU[LK�¶�[OL�U\TILY�VM�JOHW[LYZ��H\[OVYZ��ZJPLU[PÄJ�ÄLSKZ�YLWYLZLU[LK��
UH[PVUHSP[PLZ�VM�[OL�H\[OVYZ�HUK�JHZL�Z[\KPLZ��HTVUN�V[OLYZ��;OPZ�YL]PL^�YLNHYKZ�[OL�IVVR�HZ�HU�LSLTLU[�PU[LNYH[LK�PU�H�J\S[\YL�
VM�YLZLHYJO�[OH[�PZ�ILPUN�MVYTLK��0[�HUHS`aLZ�[OL�ZPNUPÄJHUJL�[OH[�P[�YLWYLZLU[Z�[V�[OL�.YHɉ[P�HUK�:[YLL[�(Y[�ÄLSKZ�VM�Z[\K �̀�I\[�
HSZV�OV^�P[�JHU�PUÅ\LUJL�H\[OVYPHS�VY�THUHNLTLU[�WYHJ[PJLZ��;OLYL�HYL�ZVTL�VTPZZPVUZ�[V�[OPZ�YL]PL^�YLNHYKPUN�[OL�YLSH[PVU�VM�
[OL�IVVR�^P[OPU�[OL�W\ISPZOPUN�YLHST�HZ��MVY�L_HTWSL��0�KV�UV[�HUHS`aL�OV^�P[�PZ�YLSH[LK�^P[O�V[OLY�[P[SLZ�VM�[OL�ZHTL�JVSSLJ[PVU�

 

(Z�H�NLULYHS�YL]PL^�[OH[�KPK�UV[�^HU[�[V�IL�WHY[PHS��[OLYL�^LYL�ZVTL�JVUJLZZPVUZ�[V�IL�THKL�¶�TVYL�LTWOHZPZ�PZ�NP]LU�[V�[OL�
PU[YVK\J[PVU�VM�[OL�IVVR�HUK�MVY�LHJO�ZLJ[PVU��HUK�[V�[OL�V]LYHSS�JVUZPKLYH[PVUZ��IHSHUJLZ��JV]LYHNL��HUK�NLULYPJ�PUNYLKPLU[Z�[OHU�
[V�HU`�ZWLJPÄJ�JOHW[LY�VY�JVU[YPI\[VY��[VWPJ�VY�HWWYVHJO��[OPZ�^H`�H]VPKPUN�PUKP]PK\HS�L_JS\ZPVUZ�VY�LTWOHZLZ���;OL�HWWYVHJO�
^HZ�KL]LSVWLK�PU�[OL�TVZ[�HUHS`[PJ�^H`�WVZZPISL��^OPSZ[�[Y`PUN�[V�L_JS\KL�HZ�THU`�WLYZVUHS�PUÅ\LUJLZ�HZ�WVZZPISL�PU�[OL�YL]PL^�
WYVJLZZ��HZ�P[�ZOV\SK�IL���:VTL�JVUZ\S[H[PVUZ�^P[O�V[OLY�YLZLHYJOLYZ�^LYL�HSZV�THKL�HZ�H�^H`�VM�NHPUPUN�V[OLY�WLYZWLJ[P]LZ�HUK�
to refresh my individual interpretations. This review also tries to provide the necessary information for researchers that want or 

ULLK�[V�RUV^�TVYL�HIV\[�[OL�JVU[LU[��NLULYPJ�HWWYVHJO�HUK�JOHYHJ[LY�VM�[OPZ�W\ISPJH[PVU�

9V\[SLKNL�/HUKIVVR�VM�.YHɉ[P�HUK�:[YLL[�(Y[���,KP[LK�I`�1LɈYL`�0HU�9VZZ��0:)5!� ���������� � ���
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1. Personal Remark
 
(S[OV\NO�[Y`PUN�[V�L_JS\KL�WLYZVUHS�PUÅ\LUJLZ��T`�HWWYVHJO�
[V�[OPZ�YL]PL^��^PSS�ULJLZZHYPS`�YLÅLJ[�T`�WLYZVUHS�WYVÄSL��ZV�
it is relevant to contextualize my personal concerns. I have 
two strong concerns, or two faces of the same coin, that 
drive my focused specialized and exclusive contribution 
ZPUJL�[OL��  �Z�[V�NYHɉ[P�HUK�Z[YLL[�HY[�YLZLHYJO��

4`�ÄYZ[�THPU�JVUJLYU�PZ�HIV\[�[OL�Z[YLL[��[OL�\YIHU�MHIYPJ��
the city, the landscape, open air, the outside, “nature”, the 
physical “thing” that surrounds us collectively, the space 
between buildings, including the building’s “skin” as walls, 
HUK�[OL�ÅVVY�HZ�Z[HNL��HUK�VY�Z\WWVY[�MVY� SPML��VIQLJ[Z�HUK�
visual signs (Gehl, 1987). 



What concerns me about space is how do we deal with it so 
we can address our needs, how did we do this in the past, 
in the present, and how we will do this in the future. How 
do planning and usage interact, historically and today? This 
YHPZLZ�X\LZ[PVUZ�VM�[OL�K\YHIPSP[`�VM�YLZV\YJLZ��LU]PYVUTLU[HS�
awareness, the sensitive construction of space, relations of 
[LUZPVU� IL[^LLU� JVUÅPJ[P]L� \ZHNLZ�� [LYYP[VYPHS� UHYYH[P]LZ��
organizational social structures, norms, and the absence of 
rules as policy. 

My second concern is about research, methods, 
consolidation of knowledge, identifying the most concrete 
HUK� VIQLJ[P]L� MHJ[Z�� NH[OLYPUN� RUV^SLKNL� HIV\[� NYHɉ[P�
and street art at the broader spectrum. Again looking upon 
planning and usage, considering how they interact, now with 
YLMLYLUJL� [V� YLZLHYJO� HJHKLTPJ� [VVSZ� MVJ\ZLK� VU� NYHɉ[P��
street art and urban creativity in general. Both concerns work 
in the same direction, generically aiming to help us build 
a better environment, or in other words, use the available 
resources in the best way, and both foster top down and 
bottom up encounters, at distinct and moving scales, origins 
and objectives.

 
2. Quantitative Facts of the Book

;OL�ÄYZ[�JVU[HJ[�^P[O�[OL�IVVR��HZ�WO`ZPJHS�VIQLJ[��YL]LHSZ�
[OH[� P[�OHZ�H�JVUZPKLYHISL�ZPaL�HUK�^LPNO[��ZWLJPÄJHSS`���_�
1.4 x 9.7 inches and 2.2 pounds. The price, £150.00 (from 
the publisher’s website), is also very relevant information at 
[OL�ÄYZ[�JVU[HJ[�HUK�KL[LYTPUHU[�MVY�[OL�SPML�VM�[OL�IVVR��P[Z�
audiences, and ultimately the capacity for dissemination of its 
contents. I will get back to the price issue when approaching 
some of the Editor declared objectives of the book.

The cover image by the Editor, framed by the Routledge 
International Handbooks’ black and red design, is 
conveniently hybrid, showing in one Photo a very eclectic 
mix of overlapping languages that generically represent 
NYHɉ[P� HUK� Z[YLL[� HY[�� H� JVSSLJ[P]L� JVTWVZP[PVU� THKL� I`�
time and by some anonymous interventions, that could be 
in any place. Reference to the image is made in page V, 
reproducing again the Photo in black and white, in a bigger 
frame, where can now be seen the prominence of pasteups, 
^P[O� [OL� SLNLUK� 7OV[V!� 1LɈYL`� 0HU� 9VZZ�� 1\UL� ��� ����� 

([� [OL�ÄYZ[�NSHUJL�VM� [OL�IVVR»Z� PU[LYPVY� P[� PZ� PKLU[PÄLK� [OH[�
the initial 39 pages are numbered in Roman numbers (IX to 
XXXIX) and from the introduction until the end of the book 
Arabic numerals from 1 to 491, in a total of 530 pages. In 
these pages are spread the Content listed on page IX. In the 
PUP[PHS�� �WHNLZ��[OLYL�HYL�[OL�3PZ[�VM�-PN\YLZ"�3PZ[�VM�;HISLZ"�
3PZ[� VM� *VU[YPI\[PVUZ"� ,KP[VY»Z� -VYL^VYK"� -VYL^VYK"� HUK�
Acknowledgments. The following 491 pages are used by the 
0U[YVK\J[PVU"�MV\Y�7HY[Z��^P[O�JVSSLJ[LK�JOHW[LYZ��HUK�PU�[OL�
SHZ[�WHNLZ�[OL�.SVZZHY`"�*OYVUVSVN`�HUK�0UKL_�
 
Each Part has an introduction and several chapters: Part 
0� ��/PZ[VY �̀� [`WLZ� HUK�^YP[LYZ� �� HY[PZ[Z� VM� NYHɉ[P� HUK� Z[YLL[�
HY[�� OHZ� ��� JOHW[LYZ� PU� ���� WHNLZ"� 7HY[� 00� ¶� ;OLVYL[PJHS�
L_WSHUH[PVUZ�VM�NYHɉ[P�HUK�Z[YLL[�HY[��JH\ZLZ�VM�NYHɉ[P�HUK�
Z[YLL[�HY[��OHZ���JOHW[LYZ� PU����WHNLZ"�7HY[� 000� ¶�9LNPVUHS��
T\UPJPWHS�]HYPH[PVUZ��KPɈLYLUJLZ�VM�NYHɉ[P�HUK�Z[YLL[�HY[��OHZ�
��� JOHW[LYZ� PU� ����WHNLZ"�7HY[� 0=� ¶�,ɈLJ[Z� VM� NYHɉ[P� HUK�
street art, has 7 chapters in 86 pages.

With a more analytical approach to the written content we 
JHU� ÄUK� V[OLY� RPUKZ� VM� KH[H�� 9LSL]HU[� [V� TLU[PVU� PZ� [OL�
X\HU[P[`� VM�^YP[[LU�^VYR� KVUL�I`� [OL�,KP[VY�� PU� ����WHNLZ�
(of the 530 total), distributed across the Editor’s Foreword, 
Introduction, three chapters (one in Part III, and two in Part 
IV) and in the introductions of the book’s four Parts. There 
is an impressive amount of work that includes the pages of 
the glossary, chronology, and index plus the time and work 
needed for the coordination of the contributors and the 
organization of the book in general with publisher.
 
:WLJPÄJHSS`� SVVRPUN� H[� [OL� JVU[YPI\[VYZ� [OH[� HYL� SPZ[LK� I`�
surname in alphabetic order we can identify in their academic 
degrees a domination of PhDs, many of them are authors and 
co-authors of already published books, mainly professors – 
HJHKLTPJZ� HIV]L� HSS�� ;OLYL� HYL� ��� JVU[YPI\[VYZ� PKLU[PÄLK��
two chapters with two contributors, and (excluding the 
,KP[VY��[^V�JVU[YPI\[VYZ�^P[O�[^V�JOHW[LYZ��^P[O�H�ZPNUPÄJHU[�
number of authors that are from the USA, or are USA-based 
(16). If we add to this the authors that are Anglophone (6) we 
have a great majority of 22 authors that are from, or based 
in, Anglo-Saxon countries, having 14 authors remaining to 
represent the rest of the world.

69

Center, Periphery: TheorySAUC - Journal V2 - N2



70

Center, Periphery: TheorySAUC - Journal V2 - N2

This cultural and or nationality information regarding 
[OL� H\[OVYZ� ULJLZZHYPS`� PUÅ\LUJLZ� [OL� JOHW[LYZ�� HUK� PU�
the end, the book in general. Looking at the title and the 
subject of the 35 chapters, 10 have a direct relation with US 
(example: city or state in the title of the chapter) going up 
[V����PM�^L�JVUZPKLY�JHZL�Z[\K`�ZWLJPÄJP[`��L_HTWSL!�MYLPNO[�
[YHPUZ��NHUN�NYHɉ[P��HUK�5L^�@VYR�*P[`� �¶�^OPJO�OHZ� [OYLL�
dedicated chapters – necessarily leading us to conclude 
the prominence of a US perspective. Twenty-one other 
perspectives demonstrate no regional approach and or other 
NLVNYHWOPLZ��TVYL�ZWLJPÄJHSS`�[LU�PU�7HY[�000��0�^PSS�L_WHUK�VU�
this subject when analyzing the Part III – Regional/ municipal 
]HYPH[PVUZ��KPɈLYLUJLZ�VM�NYHɉ[P�HUK�Z[YLL[�HY[��
 
(UV[OLY�MHJ[VY�[OH[�ZPNUPÄJHU[S`�PUÅ\LUJLZ�[OL�IVVR»Z�WYVÄSL�
PZ�[OL�H\[OVYZ»�ZJPLU[PÄJ�IHJRNYV\UK��HUK�TVYL�ZWLJPÄJHSS`�
the areas from where they approach the phenomenon of 
NYHɉ[P� HUK� Z[YLL[� HY[��9LNHYKPUN� [OPZ� Z\IQLJ[�� [OL� MHJ[� [OH[�
the Editor, while formally trained as a Political Scientist, is 
primarily coming from the discipline of Criminology/Criminal 
1\Z[PJL��(S[OV\NO�[OLYL�HWWLHYZ�[V�IL�H�JSLHY�LɈVY[�[V�KP]LYZPM`�
[OL� ZJPLU[PÄJ� HWWYVHJOLZ� ¶� ILZPKL� JYPTPUVSVNPZ[Z�� [OLYL� PZ�
also a dominance of anthropologists and sociologists, and 
in the minority art historians and one or two approaches form 
the urban studies perspective. In a bookstore or library it is 
SPRLS`�[OLU�[OH[�VUL�^PSS�UV[�ÄUK�IVVR�PU�[OL�HYJOP[LJ[\YL�HUK�
urbanism shelf (where they are substantially missing from my 
perspective) nor in the art history shelf, but in the shelves of 
criminology, anthropology and sociology. 

3. Forewords and Introduction

Before the four Parts that contain the chapters and structure 
the book, there are the not less relevant Forewords and 
0U[YVK\J[PVU��0U�H�ZHUK^PJO�VM�[L_[Z��1LɈYL`�0HU�9VZZ�H\[OVYZ�
the Editor’s Foreword and the Introduction, and in between 
[OL�-VYL^VYK�PZ�H\[OVYLK�I`�1LɈ�-LYYLSS�

3.1  (IV\[�[OL�,KP[VY»Z�-VYL^VYK�

The Editor’s Foreword is constituted by Ross’ statement 
of his personal motivation to produce this book. In a very 
open and sincere approach it sets a comfortable tone for 
the reader, establishing the frame from which the book 

LTLYNLZ��HUK� [OL�WYVÄSL�VM� [OL�,KP[VY��9VZZ�HSZV� PKLU[PÄLZ�
[OL�KPZWLYZLK�HUK�\UL]LU�X\HSP[`�VM�ZJOVSHYS`�̂ VYR�VU�NYHɉ[P�
and street art. Also it is stated that the book exists as a reply 
[V�[OL�PKLU[PÄLK�SHJR�VM�HU�HJHKLTPJ�YLMLYLUJL�IVVR�PU�[OL�
HYLH��0�[LUK�[V�HNYLL�[V�[OL�ÄYZ[�WHY[��V[OLY^PZL�[OL�:[YLL[�(Y[�
and Urban Creativity Journal  (where this review is originally 
published) wouldn’t make sense, but regarding the reference 
book objective, that only the time will tell. 

In relation to the structure of the book, the Editor in the 
Foreword and throughout the publication is very consistent, 
generating a very well structured book. The book has 
KLÄULK�YO`[OTZ��HUK�NVVK�KPTLUZPVUPUN�VM�[OL�7HY[Z��^P[O�
a slightly bigger Part III). Each part has an introduction (by 
the Editor) always with the same structure: introduction, 
overview of chapters, and omissions. The omissions give us 
H�]LY`�YLSL]HU[�PKLH�VM�[OL�HYLHZ�[OH[�OH]L�ILLU�PKLU[PÄLK�I`�
the Editor as missing for a realistic appraisal of each Part. 

There is a methodological approach to the structure of the 
book, with attention to detail and horizontality in terms of 
the relation of each contributor. The inclusion of a variety 
of methods (with a tendency to criminology, anthropology 
and sociology as already mentioned), and the good practice 
of including the glossary and chronology, among other 
reasons, accomplish Ross’ stated objective of avoiding a 
textbook style.

Regarding the contributors, it is assumed in the Foreword 
that not all aspects and areas of knowledge are included 
in the book. Positive factors assumed by the Editor are 
[OL�JVU[YPI\[PVUZ�VM�^VYSK�L_WLY[Z�HUK�ZJOVSHYZ��JVUÄYTLK�
I`� [OL� WYVÄSL� HUK� WYVK\J[PVU� VM� [OL� JVU[YPI\[VYZ�� ;OL�
,KP[VY� HSZV� PKLU[PÄLZ� HZ� WVZP[P]L� Z\JO� TH[[LYZ� HZ� JV\U[Y`�
coverage and diversity of disciplinary focus. However, this is 
contradicted by the already mentioned US and Anglo-Saxon 
predominance of the contributions.

;OL� ,KP[VY»Z� -VYL^VYK� HSZV� PKLU[PÄLZ� [OL� PU[LU[PVU� VM�
publishing the book for an eclectic audience. As much as 
this is an understandable and valued intention, in a certain 
ZLUZL�P[�LU[LYZ�PU[V�JVUÅPJ[�^P[O�[OL�[L_[�IVVR�Z[`SL�MVYTH[�¶�
HU�LJSLJ[PJ�H\KPLUJL�PZ�KPɉJ\S[�[V�HJOPL]L�^OLU�[OL�PU[LU[PVU�
is to publish original chapters that represent groundbreaking 
revelations from the research point of view. 



3.2  About the Foreword

1LɈ� -LYYLSS� PU� [OL� -VYL^VYK� NP]LZ� H� WVZP[P]L� JVTWSLTLU[�
[V� [OL� IVVR�� (S[OV\NO� OL� YLHɉYTZ� [OL� KVTPUHUJL� VM� <:�
topics in the book, he reveals a relevant opinion, stating 
[OH[� ZPUJL� [OL� � ��Z� NYHɉ[P� PZ� ILPUN� HZZ\TLK� [V� IL�
¸\YIHU� MVSR� HY[¹� ^P[O� ZPNUPÄJHU[� L_[LUZPVUZ� [V� JVTTLYJPHS�
art, in triangulation with advertising, street and gallery 
in parallel with cleaning campaigns. He states generally 
[OH[� Z[YLL[� HY[� HUK� NYHɉ[P� HYL� JVTWSL_� HUK� JVU[YHKPJ[VY �̀1 
 
In a synthesis exercise Ferrell attempts to simplify by 
identifying two trajectories – broken windows theory 
(Maskaly & Boggess, 2014) (cleaning campaigns) and 
NLU[YPÄJH[PVU� �3LLZ�� :SH[LY� 
� >`S �̀� ������ �WYVTV[PVU�
KPZWVZHISL�JHTWHPNUZ���/L�PKLU[PÄLZ�PZZ\LZ�MVY�YLZLHYJO�VU�
Z[YLL[�HY[�HUK�NYHɉ[P�Z\JO�HZ�]PZPIPSP[`�HUK�PU]PZPIPSP[ �̀�HJ[�HUK�
art, and the hopeless durability of the works. The digital is 
also mentioned as something that is altering the essential 
TLHUPUN� VM� ^VYR�� NP]PUN� [OL� ZWLJPÄJ� L_HTWSL� VM� Z[`SL�
sharing, that with no personal contact does not work. Some 
paradigms such as city wide are proposed to be now shifted 
to global wide, and he alerts us that the digital is generating 
MYLL�ÅVH[PUN�ZPNUPÄLYZ�
 
-LYYLSS�WYVWVZLZ�)HURZ`�HUK�,ZWV�HZ�OPNO�WYVÄSL�L_HTWSLZ�
of the legal/illegal tension, and all this in a Foreword full of 
knowledge – something only possible from someone that has 
been following the subject closely for such a long time. This 
is a Foreword that makes relevant statements, but that with 
very few changes could had been published independently 
or in any other book. Beside the initial references to the book 
itself, almost not any other part of this Foreword is reactive 
to the book’s contents. 

3.3  About the Introduction 

1LɈYL`� 0HU� 9VZZ� PKLU[PÄLZ� HWWYV_PTH[LS`� MV\Y� PU[LYYLSH[LK�
contextual axes that one can use to identify, classify and/
VY� L_HTPUL� NYHɉ[P� HUK� Z[YLL[� HY[!� SLNHS�PSSLNHS"� JVU[LU[�
HLZ[OL[PJ"� H\[OVY�WLYWL[YH[VY"� SVJH[PVU�� ;OPZ� PKLU[PÄJH[PVU�

 
1 - This reminds me of the seminal book, Venturi, R. (1977) Com-
plexity and contradiction in architecture. Vol. 1. The Museum of 
Modern Art. 

serves the purpose of framing the subject, at the same 
time distinct authors are mentioned by way of illustrating 
the knowledge produced about each of the four axes. The 
Introduction also mentions the absence of a sustained 
ZLYPLZ�VM�ZJOVSHYS`�Z[\KPLZ�VU�Z[YLL[�HY[�HUK�NYHɉ[P��KP]PKPUN�
the existent literature into popular and scholarly, ranging 
from distinct theoretical concerns such as iconographic 
TVKLSZ�� JSHZZPÄJH[PVU� TL[OVKZ�� [V� `V\[O� Z\IJ\S[\YL�� Z[LW�
to crime, political content analysis, and gender.2 Ross 
ZWLJPÄJHSS`� TLU[PVUZ� >HJSH^LR»Z� ������� IVVR� HZ� TVYL�
useful to art history then to the social sciences, and a 
SHJR� PU� [OL� KLT`Z[PÄJH[PVU� VM� [OL� NHUN� NYHɉ[P� Z\IQLJ[�
(there is one chapter dedicated to this topic in the book).  
 
Ross notes the absence of the themes of culture jamming, 
ad-busting and subvertising, which opens the way for 
the conclusion of the Introduction which is constituted 
partially as a repository of assumed omissions and potential 
avenues for future development, positioning the book as a 
JVTWYLOLUZP]L�IHZL�MYVT�̂ OPJO�[V�NYV^�MYVT��;OL�ÄLSK�SHJRZ�
H� JVUZPZ[LU[� PKLU[PÄHISL� IVK`� VM� O`WV[OLZLZ�WYVWVZP[PVUZ��
theories, and models. Something of this nature may be 
helpful in order to move beyond descriptive studies. Ross 
HSZV� PKLU[PÄLZ�[OH[�H�JVUZPKLYHISL�U\TILY�VM�\U[LZ[LK�HUK�
\UX\LZ[PVULK�HZZ\TW[PVUZ�HIV\[�Z[YLL[�HY[�HUK�NYHɉ[P�L_PZ[� 
 
:WLJPÄJ� Z\NNLZ[PVUZ� MVY� PTWYV]LTLU[� HYL� THKL�� Z\JO� HZ�
researchers needing to have a better grounding in art, art 
history, and aesthetic theory – and that this, according to 
the Editor, would help criminal justice responses. More time 
should be spent around authors during times when they are 
not painting. More surveys and geo-mapping studies could 
help in patterns of dissemination (here is where my personal 
YLZLHYJO�Ä[Z�PU���TVYL�SP[LYHJ`�PU�YLZWLJ[�[V�[OL�^PKLY�W\ISPJ��
being as open minded and as objective as possible, more 
Z[\KPLZ� HIV\[� [OL� YLSH[PVU� IL[^LLU� NYHɉ[P� HUK� Z[YLL[� HY[�
with adbusting/culture jamming, and a better understanding 
of communicative and transgressive elements as tools for 
developing alternative and progressive approaches.

2 - A fact that, as already mentioned, is being worked through by 
the Journal where the present review is published originally, “Street 
(Y[�
�<YIHU�*YLH[P]P[`�:JPLU[PÄJ�1V\YUHS¹���<YIHUJYLH[P]P[ �̀VYN
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4  The Parts and Chapters

As already mentioned, this review does not consider each 
chapter individually, in this sense the analysis and review is 
focused on each Part’s content as group. The structure of 
each Part is similar: it starts with the Part opening, written 
by the Editor and is composed by an Introduction to the 
Part, an Overview of the Chapters and Omissions. They 
are consistent with the titles, and always structured in the 
same way: an overview of the contents in the introduction, 
three or four paragraphs for each chapter in the chapter’s 
overview, and desirable but missing subjects and topics in 
the omissions.
 
(U� V]LYHSS� [LUKLUJ`� PZ� PKLU[PÄLK� PU� [OL� YLSH[PVU� VM� [OL�
contributor’s expertise and the subject of the article, 
sometimes revealing more detailed facets of their work, and 
H[�V[OLY� [PTLZ�YLHɉYTPUN�[OL�HSYLHK`�W\ISPZOLK�TH[LYPHS� PU�
the author’s books and or thesis.

;OL� X\HU[P[`� VM� JOHW[LYZ� HUK� WHNLZ� PU� LHJO� WHY[� ^HZ�
already analyzed in Section 3 of this review (above). But it is 
again relevant to mention that Part III – Regional/municipal 
]HYPH[PVUZ�KPɈLYLUJLZ� VM� NYHɉ[P� HUK� Z[YLL[� HY[� �� PZ� ZSPNO[S`�
dominant although this does not represent more regional 
variations in the book (as already mentioned).
 
In the analysis of each Part I have taken into consideration 
the opening written by the Editor, and secondly the approach 
taken by chapters themselves, identifying key concepts in 
both sources, and confronting them chapter by chapter in a 
very uncompromising approach.
 
4.1  7HY[�0���/PZ[VY �̀�[`WLZ�HUK�^YP[LYZ��HY[PZ[Z�VM�NYHɉ[P�
and street art, ���JOHW[LYZ�PU�����WHNLZ"�
 
0U�[OL�VWLUPUN�[OL�,KP[VY�PKLU[PÄLZ�[OL�ÄYZ[�JOHW[LY��)HPYK�
�
;H`SVY�������VM�[OL�ÄYZ[�7HY[�HZ�HU�VWWVY[\UP[`�MVY�YLHKQ\Z[PUN�
the cultural value of today’s works. The chapter’s subject, 
HUJPLU[� NYHɉ[P�� VWLUZ� [OL� OPZ[VYPJHS� UHYYH[P]L� VM� NYHɉ[P� PU�
[OL� KH^U� VM�THURPUK�� 9LNHYKPUN� NYHɉ[P� HZ� OPZ[VYPJHS� KH[H�
P[�WYVTW[Z�JYP[PJHS� YLHKPUN�VM� [OL�JVU[LU[�VM� [OL�NYHɉ[P�HUK�
also shows the importance of the context. From this point of 
view the legal/illegal, art and not art issues are erased from 
[OL�LX\H[PVU�

This very appropriate opening gives way to the subcultural 
^VYSK� VM� OVIV� NYHɉ[P� �3LUUVU�� ������� H� YLNPVUHSPaLK� [`WL�
mainly studied in the US (which originated as a video 
documentary) considered by some as a form of ancestral 
train writing, having in common the goal of linking individuals 
through the “same type of canvas” (Hall, 2011). In connection 
to this emerges the third chapter of the book (Weide, 2016), 
HSZV� HIV\[� [YHPUZ� HUK� <:� MYLPNO[� [YHPUZ�� PKLU[PÄLK� I`� [OL�
,KP[VY�HZ�ÄSSPUN�PU�H�NHW�PU�[OL�SP[LYH[\YL��;OPZ�NLUYL�VM�NYHɉ[P�
writing is assumed to have a particular relevance within the 
NYHɉ[P�Z\IJ\S[\YL�
  
;OL� UL_[� JOHW[LY� �7OPSSPWZ�� ������ MVJ\ZLZ� VU� NHUN� NYHɉ[P�
¶�HJJVYKPUN� [V� [OL�,KP[VY�� [OPZ� PZ�H�ZWLJPÄJ�JVTT\UPJH[P]L�
genre. The acute expertise of this contributor helps – as 
HSYLHK`�TLU[PVULK� ¶� [V� KLT`Z[PM`� [OPZ� NYHɉ[P� [`WL�� HUK� H[�
[OL�ZHTL� [PTL� [V� MVJ\Z�NYHɉ[P�Z[\KPLZ�VU� [OL�K`UHTPJZ�VM�
social groups (Phillips, 2014). In the same line, the next 
JOHW[LY��>PSZVU���������HIV\[�WYPZVU�PUTH[L�NYHɉ[P��HS[OV\NO�
less regionalized than the previous articles is focused on 
the Australian prisons and one in the United Kingdom. This 
works as a diary as stated by the Editor, but it shows more 
about social group dynamics then anything else – something 
YLSL]HU[� [V�� I\[� UV[� ZWLJPÄJ� [V�� NYHɉ[P� HUK� Z[YLL[� HY[�� ;OL�
MVSSV^PUN�JOHW[LY�PU�YLHSP[`�HUK�I`�SVNPJHS�ZLX\LUJL�TH`�OH]L�
Ä[[LK� IL[[LY� HM[LY� [OL� YLZLHYJO� VU� SH[YPUHSPH� �;YHOHU�� �������
Being also focused on a social dynamic, it splits analysis in 
terms of gender, the subject of the previous article (Pabón, 
2016). Both chapters approach identity, and particularly 
gender, as a valuable contribution to the literature (Parisi, 
2015).
In the yarn bombing chapter (Haveri, 2016) both the 
contributor and the Editor raise some doubts regarding this 
type of work being accepted within the study of street art and 
NYHɉ[P�Z[\K �̀�0[�PZ�PKLU[PÄLK�HZ�MYHNPSL�HUK�PZ�L]LU�PKLU[PÄLK�HZ�
decaying as a genre by the contributor. In a non connected 
leap the next chapter (Kramer, 2016) unexpectedly named 
5@� *P[`»Z� SLNHS� NYHɉ[P� ^YP[PUN� J\S[\YL�� H� W\aaSPUN� [P[SL� [OH[�
uncovers, in the words of the Editor, a multifaceted and 
Å\PK�J\S[\YL��.VPUN�IHJR�[V�[OL�WYL�*VS\TI\Z�WLYPVK��5VY[O�
American Indians today are approached in the last chapter 
(Martín, 2016) of Part I, signs of resistance according to the 
Editor, and extracted from the chapter is the claiming of 
rights as key concept.



 
4.1.1 Part I - Review partial conclusion
 
The Editor nominated omissions for Part I address 
ZL]LYHS� Z\I[`WLZ� HUK� [VWPJZ� Z\JO� HZ� OH[L� NYHɉ[P� HZ� H�
WV[LU[PHS� NLUYL�� HUK� [OL� ZWLJPÄJP[`� VM� Z\I^H`� NYHɉ[P��
Topics that are not directly approached include race 
HUK� L[OUPJP[`"� WVSP[PJHS� NYHɉ[P� HUK� Z[YLL[� HY[�� HUK� OV^�
[OL`� PU[LYHJ["� HUK� ^HY[PTL� NYHɉ[P� HZ� H� ZWLJPÄJ� [`WL� 
 
Part I opened with a chapter about the usually undervalued 
[VWPJ� VM� HUJPLU[� NYHɉ[P�� ;OL� MVSSV^PUN� JOHW[LYZ� YL]LHSLK� H�
US perspective, folk, and (freight) train subcultures, NY legal 
^YP[PUN�� ^P[O� LTWOHZPZ� MVY� [OL� ]LY`� ZWLJPÄJ� ZVJPHS� NYV\W�
dynamics in the gang, prison and North American Indian 
NYHɉ[P�� ;OL� YLZ[� VM� [OL� JOHW[LYZ� WYLZLU[LK� V[OLY� [`WLZ��
such as latrinalia and yarn bombing (also US context case 
Z[\KPLZ��� ;OL� [P[SL�VM�7HY[� 0� PKLU[PÄLZ�H� MVJ\Z�VU�OPZ[VY �̀� [V�
IL� MV\UK� HIV]L� HSS� PU� [OL� ÄYZ[� JOHW[LY�� I\[� PU� [OPZ� ZLJ[PVU�
[OLYL� JHU�HSZV�IL� MV\UK�H�KPZJ\ZZPVU�VM� KPɈLYLU[� [`WLZ�VM�
NYHɉ[P�HUK�Z[YLL[�HY[�^P[O�HU�LTWOHZPZ�VU�<:�HZ�JVU[L_[��0�
KPK�UV[�PKLU[PM`�HU`�JOHW[LY�ZWLJPÄJHSS`�HIV\[�^YP[LYZ�HY[PZ[Z�
VM�NYHɉ[P�HUK�Z[YLL[�HY[�

4.2  7HY[�00�¶�;OLVYL[PJHS�L_WSHUH[PVUZ�VM�NYHɉ[P�HUK�Z[YLL[�
HY[�JH\ZLZ�VM�NYHɉ[P�HUK�Z[YLL[�HY[� 
��JOHW[LYZ�PU����WHNLZ"�

;OL�ÄYZ[�JOHW[LY�VM�7HY[�00� PZ�HIV\[�NYHɉ[P�HUK�Z[YLL[�HY[�HZ�
ornament, a chapter title in line with the contributor’s book 
(Schacter, 2014). According to the Editor, this chapter serves, 
^P[O�V[OLY�ZPTPSHY�JOHW[LYZ�� [V� PKLU[PM`�OV^�[OL�Z\IQLJ[�Ä[Z�
with art history and theory. This is a chapter constituted 
by selected ideas from the contributor’s monograph, 
partially deconstructing supported dictionary references 
and removing it from the art/vandalism dialectic, and full of 
architectural space relevant references. In a similar tone, the 
second chapter (Brighenti, 2016) of Part II addresses the 
issue of the divergent synthesis of place valorization with 
a key concept referenced by the Editor on the economic 
process of valorization. This chapter also mentions urban 
eventfulness, constituted by the expulsion, capture and re-
PUZJYPW[PVU�VM�NYHɉ[P�HUK�Z[YLL[�HY[��0U�[OL�[OPYK�JOHW[LY��,]HUZ��
2016) the place approach is maintained, dealing with the 

relation between piece-making and place-making, framing in 
the Editor’s opinion, city branding and cultural tourism. Other 
aspects addressed by this chapter, among others, include 
U\TILYZ�MVY�JSLHUPUN�NYHɉ[P��HZ�]HUKHSPZT��HUK�HU�PKLU[PÄLK�
[LUZPVU�IL[^LLU�OPNO�Z[YLL[�HY[�HUK�\UWVW\SHY�NYHɉ[P�3 

In a topic shift, the following chapter (Macdonald, 2016) 
HKKYLZZLZ� NLUKLY�� ZWLJPÄJHSS`� [OL� JOHUNPUN� NLUKLY�
K`UHTPJZ�VM�[OL�NYHɉ[P�Z\IJ\S[\YL��TLU[PVULK�I`�[OL�,KP[VY�
as a reexamination of the research direction of this topic. 
The following chapter (Taylor, Pooley & Carragher, 2016) 
PKLU[PÄLZ� H� YLSH[PVUZOPW�IL[^LLU� [OL�WVZ[� PU[LYUL[� LYH� HUK�
an increasing number of women as authors. Generic social 
analyses are present such as the socially conforming or non-
conforming identity of youth, as they desire a sense of place, 
belonging and connection with society.  The last chapter 
(Snyder, 2016) of Part II, the shortest chapter of the book, 
OHZ�[OL�Z\IQLJ[!�NYHɉ[P�HUK�Z\IJ\S[\YHS�JHYLLYZ��;OL�,KP[VY�
mentions that this is an analysis of how subcultural capital 
changes into actual capital, and the chapter confronts the 
Birmingham School’s assumption that subcultures are futile, 
HUK�WYV]LU�[V�IL�MHSZL�I`�[OL�Z\JJLZZ�VM�VSK�ZJOVVS�NYHɉ[P�
writers.

4.2.1 Part II - Review partial conclusion
 
There are various omissions noted by the Editor such as 
the absence of any analysis of the relationship between 
NYHɉ[P� HUK� OPW� OVW�� HUK� [OL� KL[HPSLK� [YLH[TLU[� VM� [OL�
Z\IQLJ[�VM�NLU[YPÄJH[PVU��HUK�ZWLJPÄJHSS`� [OL� YVSL�VM�NYHɉ[P�
and street art in property development and as an engine 
for tourism. Part II presents contributions that are focused 
on theoretical explanations/causes which share both 
not very well known insights and already widespread 
considerations. This part can be characterized by two 
main angles of approach to the subject: one on the part 
of place, and its role in art history, economics, and urban 
WSHUUPUN"� HUK� [OL� V[OLY� MYVT� O\THU� ZJPLUJLZ�� SVVRPUN� [V�
NLUKLY�� KPNP[HS� PUÅ\LUJLZ�� HUK� H� Z\IJ\S[\YHS� HWWYVHJO�� 

 
3 This contributor presented a paper on related issues at the 
Lisbon Street Art & Urban Creativity 2014 International Conference 
(Evans, 2014).
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����7HY[�000�¶�9LNPVUHS��T\UPJPWHS�]HYPH[PVUZ��KPɈLYLUJLZ�
VM�NYHɉ[P�HUK�Z[YLL[�HY[��OHZ����JOHW[LYZ�PU�����WHNLZ"�

Part III is the longest section of the book and gathers 12 
JOHW[LYZ� MYVT�KPZ[PUJ[� YLNPVUZ��;OL�ÄYZ[� [OYLL�JOHW[LYZ�HYL�
MYVT�5VY[O�(TLYPJH��;OL�ÄYZ[�JOHW[LY��(\Z[PU��������PZ�HIV\[�
New York City, a key site, and provides relevant time coverage 
(1969-1990). This is the second chapter directly about New 
@VYR�*P[`�PU�[OL�IVVR��0[�HSZV�HKKYLZZLZ�KPNP[HS�PUÅ\LUJL�HZ�
a factor that has changed style and innovations that are no 
longer locally based – aspects already mentioned in prior 
chapters. New York City is a reference for both cleaning and 
WYVTV[PUN�NYHɉ[P� HUK� Z[YLL[� HY[�� HUK� [OL� JOHW[LY� WYV]PKLZ�
some interesting mentions, such as the euro taggers in 
�  ���[OH[�NLULYH[LK�ZWLJPÄJ�JSLHUPUN�WVSPJPLZ���;OL�ZLJVUK�
JOHW[LY� �7PHUV�������� PZ� HIV\[�NYHɉ[P� HUK�Z[YLL[� HY[� PU� [OL�
“new” New Orleans, with reference to the post-hurricane 
WLYPVK� HUK� OV^� P[� PUÅ\LUJLK� [OL� KL]LSVWTLU[� VM� NYHɉ[P�
and street art, the increasing use of social media, and 
non-accessible places. Further research is also mentioned 
HZ� ULLKLK� �+»(TPJV�� ������� ;OL� UL_[� JOHW[LY� �>HJéH^LR��
������� NYHɉ[P� HUK� Z[YLL[� HY[� PU� 4VU[YtHS� �7VW� J\S[\YL� HUK�
politics) mentions among other events, the Under Pressure 
Festival as an example, and mentions the legal issues faced 
by local author Roadsworth that echoed globally, and by this 
L_HTWSL� L_[YHWVSH[LK� [OL� PUÅ\LUJL� [OH[� SVJHS� WOLUVTLUH�
may have internationally. 

The following chapter (Palmer, 2016) is the only representative 
of the South American context. An honorable reference goes 
[V�:HU[PHNV�KL�*OPSL��HUK�H�ZWLJPÄJ�HWWYVHJO�[V�[OL�4HWVJOV�
River battle in the usage of public space, mentioned by the 
Editor in Part III’s opening text as a mixture of propaganda 
HUK�OPW�OVW�NYHɉ[P�� 0[� PZ�]LY`� PU[LYLZ[PUN�[V�\UKLYZ[HUK�[OL�
long history of mural production in Chile, and the abyss 
IL[^LLU�WVSP[PJHS�T\YHSZ�HUK�NYHɉ[P�[OH[�VUS`�JVU]LYNLK�PU�
2008 in the Open Air Museum of San Miguel. This chapter 
could serve as a good link to the chapter about Lisbon, by 
the similar trajectory of relations between political murals 
HUK�NYHɉ[P��I\[�PU�IL[^LLU�[OLYL�HYL�[OL�JOHW[LYZ�HIV\[�[^V�
the major global cities, London and Paris. 

The chapter about London (Ross, 2016), authored by the 
,KP[VY�� TLU[PVUZ� HLZ[OL[PJ� HUK� LJVUVTPJ� ILULÄ[Z�� HUK�
uses London as a case study, to provide an analysis that 

JV\SK�Ä[�THU`�V[OLY�THQVY�JP[PLZ� [OH[�HYL�LTIYHJPUN�Z[YLL[�
art “murals”. There are clear similarities to the chapter about 
Paris (Fieni, 2016), although with local particularities, in this 
case starting from Brassai, generating some interesting 
contrasts with the almost hegemonic discourse about New 
@VYR�*P[`�7OPSHKLSWOPH�NYHɉ[P� OPZ[VY �̀� :[PSS� PU�,\YVWL�I\[� H[�
another level of centrality, the Lisbon chapter (Campos, 
2016) considers local developments in a similar approach 
[V�[OL�*OPSL�L_HTWSL��WVSP[PJHS�T\YHSZ�[V�NYHɉ[P��PU�H�NLULYPJ�
overview of the development of Lisbon’s political murals and 
Z[YLL[�HY[��^P[O�[OL�VTPZZPVU�VM�NYHɉ[P�MYVT�[OL�[P[SL�I\[�UV[�
from the content).

;OL�4PKKSL�,HZ[� PZ� YLWYLZLU[LK�I`� [^V�JOHW[LYZ�� ;OL� ÄYZ[�
�(IHaH��������� HIV\[�,N`W[�WVZ[�1HU\HY`������NYHɉ[P� HUK�
street art, where the conditions that occurred post revolution 
JVUÄN\YLK� ZWLJPÄJ� V\[JVTLZ�� PU[LUZPÄLK� I`� [OL� YLSH[PVUZ�
between the Occident and Egypt. This context gives space 
for colonial critical culture and the parallel between writing in 
Egypt and the Anglophone world. The second chapter about 
[OL� 4PKKSL� ,HZ[� YLNPVU� PZ� MVJ\ZLK� VU� 7HSLZ[PUPHU� NYHɉ[P�
�7L[LL[���������TVYL�ZWLJPÄJHSS`�HIV\[�[OL�^HSS�[OH[�KP]PKLZ�
this country from Israel. This is a chapter that exposes the 
MHJ[� [OH[� [OLYL� PZ� H� ZPNUPÄJHU[� JPYJ\SH[PVU� VM� PTHNLZ� HUK�
words on the subject of the wall that are fostered by street 
HY[�HUK�NYHɉ[P��I\[�PU�YLHSP[`�[OLZL�OH]L�UV[�VWLULK�H�WYVWLY�
space for conversation, and are thus (just) reminders of the 
“occupation.”

;OL�ÄUHS�[OYLL�JOHW[LYZ�VM�7HY[�000�HYL�MYVT�(ZPH��.YHɉ[P�:[YLL[�
Art in Tokyo and surrounding districts is a chapter (Yamakoshi 
& Sekine, 2016) that develops the (risky) exercise of reaching 
NLULYHS� JVUJS\ZPVUZ� MYVT�H� ZWLJPÄJ�JHZL�Z[\K �̀� YLTPUKPUN�
\Z��^P[O�H�THY]LSV\Z�X\V[L�MYVT�-LYYLSS�� [OH[�¸L_JS\ZPVUHY`�
controls and commercialization often destroy the history of 
alternative culture.” (Ferrell, 2002: 191) Beijing and Shanghai, 
claiming spaces for urban art images (Valjakka, 2016), is 
H� JOHW[LY� [OH[� ILZPKL� THU`� V[OLY� ZWLJPÄJHSS`� TLU[PVULK�
facts, reveals that that these practices are tolerated to some 
extent, and that removal is made mainly due to the fact that 
authorities are concerned with political implications. The 
author also recommends that research about this subject 
cannot rely on the internet due to the fact that there is real 
censorship of the contents that are in circulation. Also by 
[OL� ZHTL� H\[OVY�� [OL� ÄUHS� JOHW[LY� PZ� HIV\[� /VUN� 2VUN��



(Valjakka, 2016) This region is characterized by the author 
as transcultural and transnational, with a constant in- and 
V\[�Å\_�VM�WLVWSL��;OPZ�OHZ�ZWLJPÄJ�JVUZLX\LUJLZ�Z\JO�HZ�
that international authors/artists are still the ones that are 
given access to the commissioned production opportunities 
for their work. However, the author of this chapter notes that 
there is also an emergence of a more local scene, where 
street credibility is still a core value, even given the short life 
of the creators’ works.

4.3.1 Part III - Review partial conclusion

;OL�,KP[VY�PKLU[PÄLK�VTPZZPVUZ�YLNHYKPUN�HWWYVHJOLZ��H[�[OL�
very least) to the following regions/municipalities: Barcelona, 
Bologna, Buenos Aires, Moscow, Perth, São Paulo, Sydney, 
HUK� ;VYVU[V�� YHPZPUN� [OL� WVZZPIS`� \UHUZ^LYHISL� X\LZ[PVU�
of: how many cities are necessary in order to provide a 
comprehensive treatment? 

Also not discussed here is the neglect of any detailed 
consideration of the South American context, which has rich 
HUK�TLHUPUNM\S� JLU[LYZ�VM�WYVK\J[PVU�HUK�X\HSP[`�H\[OVYZ��
not to mention this region’s relevance in the history of 
mural painting involving also Central America. This is a very 
meaningful absence in Part III.

There are so many gradients and regional distinctions in 
Europe that proper studies of regional variations only about 
Europe would be encyclopedic and a colossal research 
endeavor, so it is understandable that there are choices 
that were made by the Editor. In this way, this Part is only 
constructively criticized here in that the reasons for the 
WYLZLU[LK�ZLSLJ[PVU�HYL�UV[� M\SS`� PKLU[PÄLK�I`� [OL�,KP[VY� �H�
X\LZ[PVU� [OH[� PZ�TVYL�KL]LSVWLK� PU� [OL� ÄUHS� JVUJS\ZPVU� [V�
this review).

�����7HY[�0=�¶�,ɈLJ[Z�VM�NYHɉ[P�HUK�Z[YLL[�HY[�
7 chapters in 86 pages.

;OL� ÄYZ[� JOHW[LY� �9VZZ�� ������ VM� [OPZ� ÄUHS� ZLJ[PVU� VM� [OL�
book develops an overview of how major centers in the US 
YLZWVUK�[V�NYHɉ[P��Z[YLL[�HY[��HU�HWWYVHJO�[OH[�L_HTPULZ�[OL�
LɈLJ[P]LULZZ�VM�[OL�ZL]LYHS�WYVJLZZLZ�\ZLK��JVUJS\KPUN�[OH[�
(even if desirable) it is not possible to completely eliminate or 

LYHKPJH[L�NYHɉ[P��;OL�ZLJVUK�JOHW[LY��2YHTLY��������PZ�MVJ\ZLK�
VU�5L^�@VYR� *P[`� ºZ�TVYHS� WHUPJ� V]LY� NYHɉ[P!� UVYTHSPaPUN�
neoliberal penalties and paving the way for growth machines. 
This is a chapter that addresses the reproduction of sound 
IP[LZ� PU� HZZVJPH[PVU� ^P[O� ULVSPILYHS� UVU�YLÅLJ[P]L� HJ[PVUZ�� 
 
The next chapter (Bengtsen, 2016) is not based on any 
ZWLJPÄJ� YLNPVUHS�HWWYVHJO��NP]PUN�H�IYLHR� [V� [OL� [LUKLUJ`�
of US based chapters, with the title Stealing from the Public: 
The Value of Street Art Taken from the Street. This is a subject 
VM� ZVTL� JVU[YV]LYZ`� HUK� \YNLZ� YLÅLJ[PVU�� ;OPZ� JOHW[LY�
tends to the general conclusion that without context there 
is no art work. Coming back to the US context, the Editor 
authored chapter (Ross, 2016), entitled: How American 
4V]PLZ�+LWPJ[�.YHɉ[P�HUK�:[YLL[�(Y[�� PZ�H� YLSL]HU[�JOHW[LY�
HIV\[�[OL�JYVZZYVHKZ�IL[^LLU�NYHɉ[P�HUK�TV]PLZ��I\[�PZ�HSZV�
somehow challenging due to the fact that if not analyzed, 
the core of the intersection tends to repeat the recurrent 
PZZ\LZ�[OH[�Z\YYV\UK�NYHɉ[P�Z\JO�HZ�SLNHS�HUK�PSSLNHS��VY�HY[�
and vandalism. 

The following chapter (Bloch, 2016) considers a core and 
sensitive issue, not totally captured by the title: Challenging 
[OL�+LMLUZL�VM�.YHɉ[P�� PU�+LMLUZL�VM�.YHɉ[P�� 0U�YLHSP[ �̀� [OPZ�
JOHW[LY�PZ�HIV\[�[OL�MYPUNL�VM�UVU�JVU[HJ[HISL�NYHɉ[P�H\[OVYZ�
and the “barrier” made by the (non designated) spokesmen 
[OH[�OH]L� [OLPY�V^U�ZWLJPÄJ� PU[LYLZ[Z��;OPZ�ZWLJPÄJ�HZWLJ[�
is very relevant to have in mind when developing serious 
research projects. 

;OL� [^V� ÄUHS� IVVR� JOHW[LYZ� HKKYLZZ� NYHɉ[P� HUK� Z[YLL[�
HY[� MYVT� HU� LJVUVTPJ� WVPU[� VM� ]PL �̂� ;OL� ÄYZ[� PZ� HIV\[�
^OL[OLY� JVW`YPNO[PUN� SH^� JHU� WYV[LJ[� NYHɉ[P� HUK� Z[YLL[�
art (Schewender, 2016). It is relevant to mention here that 
the legal framework adopted by this chapter is related to 
US copyright law. The chapter concludes that while it is 
possible try to legally protect work, it is not advisable due to 
[OL�]\SULYHIPSP[`�[V�KPYLJ[�W\ISPJ�YLZWVUZL��;OL�ÄUHS�JOHW[LY!�
.YHɉ[P��:[YLL[�(Y[�HUK�[OL�,]VS\[PVU�VM�[OL�(Y[�4HYRL[��>LSSZ��
2016) reveals that the evolution of the art market is also built 
by generations. The teens of the 80s and 90s now are in their 
30s or 40s so they have gained the capacity for assuming 
meaningful decisions in the context of artwork selection, 
which is associated with internet use, and their travels, 
which generates today’s paradigm. 
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4.4.1 Part IV - Review partial conclusion
The Editor lists a number of omissions and makes reference 
[V� [OL� HIZLUJL� VM� H� JOHW[LY� HIV\[� [OL� NYHɉ[P� YLTV]HS�
I\ZPULZZ�� HUK� VU� OV^� NYHɉ[P� HUK� Z[YLL[� HY[� PZ� [H\NO[� [V�
Z[\KLU[Z� PU�KPɈLYLU[� ZL[[PUNZ�0U� [OPZ� ÄUHS�7HY[� VM� [OL�IVVR��
there are several particularities – two of the chapters are 
from the Editor, and there is also a third book chapter directly 
about New York City.

5. Conclusion
;OPZ�W\ISPJH[PVU� PZ�VM�ZPNUPÄJHU[� PTWVY[HUJL� MVY� [OL�J\S[\YL�
VM�YLZLHYJO�[OH[�PZ�ILPUN�MVYTLK�HYV\UK�[OL�[VWPJ�VM�NYHɉ[P�
and street art. In reality, this culture of research has distinct 
trajectories depending on the disciplinary background of 
the researcher (or consortium leader). The book’s Editor is a 
Professor in the School of Criminal Justice, at the University 
of Baltimore, formally trained as a Political Scientist, is 
primarily coming from the discipline of Criminology/Criminal 
Justice. However, the Editor makes the suggestion that 
researchers need to have better grounding in art, art history, 
and aesthetic theory, and that this, according to the Editor 
would help criminal justice responses.
 
;V� JVUÄYT� [OL� *YPTPUVSVNPJHS� HUNSL� VM� HWWYVHJO�� VY� [OL�
book project’s departure, in a “back jacket endorsement”, 
Professor Keith Hayward, Faculty of Law, University of 
Copenhagen, Denmark, writes:� *VUZPKLYPUN� NYHɉ[P� PZ� IV[O�
[OL� ^VYSK»Z� TVZ[� ]PZPISL� JYPTL� HUK� H� NSVIHS� Z\IJ\S[\YHS�
WOLUVTLUVU�� P[»Z� Z[YHUNL� [OH[�THPUZ[YLHT�JYPTPUVSVN`�OHZ�
ZWLU[�[OL�SHZ[�MV\Y�KLJHKLZ�Z[LHKMHZ[S`�PNUVYPUN�[OL�Z\IQLJ[��
-PUHSS �̀� [OPZ� ZLLTZ� [V� IL� JOHUNPUN��>P[O� [OL� HYYP]HS� VM� [OL�
9V\[SLKNL�/HUKIVVR�VU�.YHɉ[P�HUK�:[YLL[�(Y[��JYPTPUVSVN`�
UV^�OHZ� [OL� ZVWOPZ[PJH[LK� HUK� JVTWYLOLUZP]L�ILUJOTHYR�
JVSSLJ[PVU�[OL�Z\IQLJ[�KLZLY]LZ (Hayward, 2016: n.p.).
Some contributors are criminologists, but there’s a dominance 
of anthropologists and sociologists, and a minority art 
historians and (unfortunately) only one or two contributors 
that approach from the urban studies perspective. The lack 
of a substantial share of contributions from the urban studies 
ÄLSK�TLHUZ�[OH[�[OL�]VS\TL�TH`�IL�V]LYSVVRPUN�ZVTL�RL`�
YLSL]HU[�HWWSPLK�YLZLHYJO�VU�NYHɉ[P�HUK�Z[YLL[�HY[�4

 
����;OPZ�[OV\NO[�^HZ�YLJLU[S`�JVUÄYTLK�H[�[OL�3PZIVU�:[YLL[�
Art and Urban Creativity Conference 2016, the third day of 
^OPJO�^HZ�KLKPJH[LK�[V�[OL�YLSH[PVU�VM�NYHɉ[P�HUK�Z[YLL[�HY[�
with architecture and city planning.

;OL�IVVR�PUJS\KLZ�JVU[YPI\[PVUZ�I`�^VYSK�L_WLY[Z�JVUÄYTLK�
I`�[OL�WYVÄSL�VM�[OL�JVU[YPI\[VYZ��;OL�KP]LYZP[`�VM�KPZJPWSPUHY`�
focus could be extended, but it has some variety as already 
mentioned. On the other side, the country coverage could 
be considerably extended, in the regional dedicated part and 
but also in the rest of the book. From the 35 chapters 10 
have a title referencing the US. New York City, for example 
has three dedicated chapters, and there are 14 chapters that 
consider US based case studies. The prominence of a US 
perspective is reinforced by the fact that 22 contributors are 
from or based on Anglo-Saxon countries, leaving 14 authors 
to represent the rest of the world.

The concrete factors of book size and price are determinants 
for targeting an audience. In this sense although there is a 
stated intention to publish the book for a eclectic audience, 
[OL� WYPJL� VM� [OL� IVVR� ^PSS� THRL� P[� KPɉJ\S[� [V� HJJLZZ� MVY�
singular researchers. The understandable and valuable 
intention of creating a reference book on the subject is 
accomplished, generating one more source of potential 
references, but it is hard to achieve the “ultimate” reference 
book in the presented format – original chapters are usually 
groundbreaking revelations from the research point of view, 
and there are already referential publications, that include 
work from many of the contributors.

It is also clear that this book represents an immense 
amount of work that needs to be recognized. The Editor has 
written 120 pages alone, without considering the glossary, 
index, chronology and the time and work needed for the 
coordination of a volume with 36 contributors and the 
organization of the book in general with the publisher. This 
PZ� H� ]LY`�^LSS� Z[Y\J[\YLK� IVVR�� ^P[O� KLÄULK� YO`[OTZ�� HUK�
good dimensioning of the Parts (with a slightly bigger Part 
III). Each Part contains an introduction (by the Editor) always 
with the same structure: introduction, overview of chapters, 
and meaningful omissions.

5V[^P[OZ[HUKPUN� [OL� KPɉJ\S[PLZ� PU� ÄUKPUN� HUK� ZLJ\YPUN�
appropriate contributors who are willing to produce a high 
X\HSP[`�JOHW[LY��[OL�YLHZVUZ�MVY�[OL�JOVPJLZ�[OH[�OH]L�ILLU�
made about the topics included (and excluded) are not totally 
L_WSHPULK�� 0U�HU`�JHZL�� 0�HNYLL�^P[O�1LɈYL`�0HU�9VZZ�^OLU�
he states that this book is a respectable base from which 



to grow and hopefully to move this research topic beyond 
descriptive studies. This handbook will be an important 
YLZV\YJL�[OH[�JHU�OLSW�PU�V\Y�LɈVY[Z�[V�JSHYPM`�[OL�\U[LZ[LK�
HUK�\UX\LZ[PVULK�HZZ\TW[PVUZ�HIV\[�Z[YLL[�HY[�HUK�NYHɉ[P�
that exist.
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After the Lisbon Street Art & Urban Creativity International Conference and book publishing in 
2014, Seminar and Volume 1 (numbers 1 and 2) of the Street Art & Urban Creativity Scientific Journal 
(in 2015), the quality, quantity and originality of contributions from distinctive disciplinary fields, 
confirm the pertinence and relevance of our collective ongoing work.

For the 2016 open call we invited contributions from all disciplines to discuss the tensions and 
complementarities of Center, Periphery, Theory and Practice, as concepts and as concrete character-
istics of the Street Art & Urban Creativity research topic.

What makes it distinct to be in the center or in the periphery of the urban context, of the practice or 
theory? How the approach from the practitioners, the art critics, the bloggers, the followers, contact 
the academic research and scientific approach? This are examples of the kind of issues that we were 
looking for to be addressed.

The 2016 edition, volume 2, is composed by 2 numbers, number 1 “Center, Periphery: Practice” and 
number 2 “Center, Periphery: Theory”.

The number 2, is devoted to Theoretical approaches to Center, Periphery. Addressing tangible 
geographies like Uruguay and Brazil, methodological geographies centered in values, also about 
digital geographies, having space also for one philosophical essay and one book review.


