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Abstract:

My article centers the discussion on Banksy’s street interventions. It analyzes the
world’s most famous street artist, underlining the impact of his artworks on the city
and its citizens. Banksy’s street art calls attention to the hypocrisy of political and
corporate ownership and to authority over public spaces. Banksy’s stencils and
museum interventions encourage interactions, often using timeless symbols and
icons, inciting to question existing structures of authority and hegemony, fighting for
a redistribution of power. My analysis demonstrates that Banksy’s cultural
production is a way of linking street art to beautification and enhancement of the
urban environment. In conclusion this study promotes Banksy's imaginative use of
locations and public spaces as a way to bring out the wonders of the urban
landscape fostering a new urban mindscape.

Key Words: Bansky, Urban Art

Resumo

Il mio articolo e’ basato sull’analisi di alcuni degli interventi urbani di Banksy. Lo
stesso analizza il piu’ importante street artist del mondo sottolineando I'impatto dei
suoi lavori sulla citta’ ed i suoi cittadini. Le sue performances richiamano I'attenzione
sull’ipocrisia del mondo politico ed economico e sul controllo degli spazi pubblici. |
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suoi stencils e i suoi interventi nei musei favoriscono l'interazione, spesso usando
simboli ed icone senza tempo, incitando a interrogarsi sulle strutture di autorita’
egemoniche esistenti, e a lottare per una ridistribuzione del potere. La mia analisi
dimostra che la produzione culturale di Banksy collega la street art con
I"abbellimento ed il miglioramento dei contesti urbani. In conclusione questo studio
evidenzia l'uso creativo di luoghi e spazi pubblici promosso da Banksy da
interpretare come strumento utile alla ri-scoperta del nostro scenario urbano e
capace di creare un nuovo scenario urbano della mente.

Paraules clau: Bansky, Arte Urbana

Resumen

Este articulo analiza algunas de las intervenciones urbanas de Bansky, el artista
callejero mas importante del mundo, subrayando el impacto que su trabajo tiene
sobre la ciudad y sobre los ciudadanos. Sus performances ponen en evidencia la
hipocresia de un mundo politico y econémico que contrala el espacio publico.
Usando simbolos e iconos sin tiempo, sus stencils y sus intervenciones en los museos
favorecen la interaccidn, incitan a preguntarse sobre las estructuras hegemodnicas
vigentes y a luchar por una redistribucién del poder. Este estudio demuestra que la
produccidn cultural de Banksy une el street art con el embellecimiento y la mejora
de los contextos urbanos. En conclusidn este analisis pone en evidencia como el uso
creativo de lugares y espacios publicos, promovido por Bansky, se tiene que
interpretar como un instrumento Util para el re-descubrimiento de nuestro
escenario urbano y para la creacién de un nuevo escenario urbano mental.

Palabras clave: Bansky, Arte Urbano
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“I'm writing my thesis on graffiti and wondered if you could answer the following

question?
Do you think graffiti is a form of urban expression born out of
the socio-economic policies of the latter
20th Century in the neo-classical style of

a post Modern Thatcherist era?

...Err, no” (Banksy)

The British artist Banksy is the world’s most famous culture artivist'. Although he is
also known for some art galleries exhibitions (especially the one organized in 2009 at
the Bristol City Museum and “Barely Legal” proposed in 2006 at a vandalized
warehouse in Los Angeles), it is due to his street art production that he has reached
worldwide popularity. Banksy’s jamming interventions have a strong commentary
and political influence behind them. Because of the illegality of some of his
performances, Banksy’s identity remains anonymous, even if his real name probably
is Robin Banks. Through his artworks, the British master has become, without any
doubts, the most paradigmatic street-urban artist. He is able to jump from
underground to mainstream; from merry prankster, vandal, and nuisance to an art
world showman and post-Warholian career manager. At the same time, he is still
refusing to lend his works to corporate agencies for profit, as he views this as “selling
out,” or contradictory to the message of his artwork. While he originally dealt with

the classic graffiti style, Banksy turned to stencils that allow him to best express his

T Artivism is a portmanteau word combining "art" and "activism". Artivism developed in
recent years while the antiwar and anti-globalization protests emerged and proliferated. In
most of the cases artivists attempt to push political agendas by the means of art, but the
focus on raising social, environmental and technical awareness, has increased exponentially
as people has started to lose faith in politics and the current socioeconomic system. Besides
using traditional mediums like film and music to raise awareness or push for change, an
artivist can also be involved in culture jamming, subvertising, street art, spoken word,
protesting and activism.
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always critical, sometime derisive and humorous commentary into a powerful
means of communication. The work of Banksy incorporates satire and subversive
ways of playing on words to communicate an impertinent, dark humor that is
executed through a stenciling technique. Such works of political and social
commentary have appeared on signs, walls, streets, and bridges around the world

and Banksy has even gone as far as to build physical props (Baker).

Banksy’s art features images of various types of animals such as rats and apes,
policemen, children, soldiers, and a range of pop-culture icons. His stencils are both

humorous and noteworthy (fig.1). They are often combined with slogans to convey a

message that is generally anti-war, anti-establishment or anti-capitalist in nature.

Fig. 1 Banksy-“Follow your dreams (Cancelled)”
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The artist has stated that through his work, he wants to show that money has not
crushed the humanity out of everything. Banksy has gained an international
reputation by pushing the limits through his countless pieces of street art as well as

highly illegal pranks, such as works on the Israeli separation wall (fig.2) that echo the

political situation surrounding the area.

Fig. 2 Banksy-“Girl and Soldier”
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Another trick through which he gained significant press coverage was the mounting

of a stuffed rat (fig. 3) withwrap-around sunglasses on a wall in the Natural History
Museum in London.

Pest Control
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Fig. 3.Banksy- “Pest Control”

Other stunts have included falsifying copies of Paris Hilton’s debut album in

numerous record stores across the UK, and even placing a life-size replica of a

Guantanamo Bay prisoner in Disneyland (fig. 4).
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Fig. 4. Banksy- “Guantanamo Bay Disneyland”

More recently, he managed to “carry his own humorous artworks into four New
York institutions (fig. 5): the Museum of Modern Art, the Metropolitan Museum of

Art, the Brooklyn Museum and the American Museum of Natural History.

He attached them with adhesive to the walls, alongside other paintings and exhibits”
(Kennedy). It is undeniable that his “sense of placement” is always both “highly
considered and highly effective, and while many street artists present their
messages in a take it or leave it fashion without any discourse for their work, Banksy

offers some form of critical opinion time and time again” (Lewisohn).

10
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Fig. 5 Banksy- “Banksy in 4 NY Museums”

In this way Banksy became now a cult hero around the world, known for his
provocative, amusing, and politically charged stencil graffiti, as well as his highly
publicized museum “interventions.” Often labelled in newspapers as a “guerrilla
artist,” or even as an “art terrorist,” his artwork gained fanatical popularity not only
for its ingenuity and wittiness, but also because of its illegal nature. While Banksy
has held several gallery shows, generally he seems to prefer city streets, buildings,

cars, national monuments, uninvited museum spaces, zoos, to display his work.

I would like to center my discussion on his street activity because of its relation to
the city and its citizens. Banksy’s illegal street art calls attention to the hypocrisy of
political and corporate ownership and to authority over public space. Often using

timeless symbols of societal outcasts, Banksy’s stencils and museum interventions

11
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encourage anarchy: they incite the “powerless” (assumedly the poor, minorities,
members of subcultures, and revolutionaries) to question existing structures of

authority and hegemony (dominant political parties and corporations) and fight for a

redistribution of power (fig. 6).

Fig. 6 Banksy-“R.McDonald&Mickey Mouse”

In his book Existencilism, Banksy states: “I have a fantasy that all the little powerless
losers will gang up together. That all the vermin will get some good equipment and
then the underground will go overground and tear this city apart” (Banksy). Thus his
pieces portraying rats in such a manner stand as a societal critique and call for a
reversal of power. In addition to his rats, Banksy likewise utilizes irony and humor in
other iconographic images to confront societal power structures. His works range
from military helicopters, wrapped in a pink bow, wishing viewers to “have a nice
day” to chimpanzees with signs tied around their necks stating “Laugh now, but one
day we’ll be in charge”; from smiling children gleefully embracing nuclear weapons
to surveillance cameras. Another branch of his stencil graffiti that exemplifies this
anarchical, defiant quality is his work depicting British police officers. By portraying
law officers in compromising situations, Banksy endeavors to undermine their roles
as figurative symbols of official or “legitimate” authority or enforcers of that

authority. In a stencil from 2002, Banksy executed the life-size, tri-colored image of a

12
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palace guard urinating on the wall with his machine gun resting at his side. Not only
did he chose to portray a symbol of hegemonic power and authority in an
embarrassing situation, but he also chose to highlight illegality (public urination or
public indecency), thereby effectively stripping the guard of his power through the
use of irony. In his anarchical rejection of social power structures, we can see a

reaction to the hegemonic structures of authority.

This artistic reaction to social control links his artworks to Foucault’s ideas. Foucault
detailed how the structuring of discursive spaces of specialized institutions, such as
military camps and monasteries, has infiltrated not only the structure of prisons, but
the rest of society as well. Banksy maintains his anonymity because of the illegality
of his art and his desire to avoid incarceration. The British artist alters a vertical
guided social way of life, promoting instead an artistic reaction to the established
power. In one of his few declarations, he complains: “If you want to say something
and have people listen then you have to wear a mask” (Banksy). This statement is
evocative of Subcomandante Marcos's ideas of public face and of unknown icon. By
addressing his anonymous persona, Banksy directly critiques the cult of genius that
has dominated the art world since the Renaissance. Yet these statements are
contradictory: while denying the importance of the creator, he likewise expresses a
desire to disseminate his personal opinions and ideas not only in this quotation, but

also in the fact that he “signs” many of his works (fig. 7).

13
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”

Fig. 7 Banksy-“Banksy’s real name is

By invading the public domain and the museum system with his graffiti art and
installation pieces, Banksy is, indeed, making his voice known and becoming a
celebrity in the process. Therefore, while he may not have begun creating illegal art
as a ploy to become famous, attaining an international reputation has certainly been
one of the results. | believe that Banksy views graffiti as a way of linking illegality to
beautification and enhancement of the urban environment. The British artist sees
street art in general as a means of expression for those who are the victims of
poverty and oppression. Banksy offers a romantic, mockingly wistful vision of the

possibilities of street art on his website:

14
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“Imagine a city where graffiti wasn’t illegal, a city where everybody could draw
wherever they liked. Where every street was awash with a million colors and little
phrases. Where standing at a bus stop was never boring. A city that felt like a
living breathing thing which belonged to everybody, not just the estate agents
and barons of big business. Imagine a city like that and stop leaning against the

wall-it’s wet" (Bansky).

Banksy also interprets graffiti art as a direct assault on corporate advertising tactics
(see for example -fig.6- in which is critically re-interpreting famous Walt Disney and
McDonald’s icons). He turns vandalism laws upside down with his own theory of
“Brandalism,” a concept that identifies “The Advertisers” as the real villains and
criminals. Following this construction, public advertising is a more vindictive,
manipulative form of vandalism, as it invades public space and infiltrates public
opinion without the permission of the general public. Indeed, he and other street
artists like Blu, Os Gémeos, JR, among others, are in agreement as to the inequitable
distribution of public space. For example, corporations are allowed by law to
advertise on buses, billboards, benches, etc., because they have the money to pay
for such an intrusion. Thanks to trademarks, intellectual property rights and
copyright laws, advertisers can say what they like and wherever they like, with total
impunity. Banksy effectively negates their authority and legality. It is apparent that
he attempts to justify his illegal graffiti art by villainizing hegemonic cultural
signifiers, such as those used by corporate advertisers, and the manner in which
they wield their influence. In his book Wall and Piece, he comments on the public’s

perception of graffiti artists as criminals:

“Crime against property is not real crime. Graffiti writers are not real villains. I’'m
always reminded of this by real villains who consider the idea of breaking into
someplace, not stealing anything, and then leaving behind a painting of your
name in four foot high letters the most retarded thing they ever heard of ”

(Banksy).

Thus Banksy is denying the malicious, destructive intent that hegemonic authority
posits as the motivating factors fueling the production of graffiti, while
simultaneously, and perhaps more subtly, pointing out how figures of authority have

the power to shape public perception. “When Banksy negates the veracity of crime

15
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against property as a real crime, and downplays the image of graffiti writers/artists
as true villains, he is negating the ideological constructs established by hegemonic

authority” (Stephens).

“Thus Banksy uses illegality in his street art and museum interventions as a
counter-cultural intervention that works against the hegemonic control of the
ideology of criminality, and the utilization of public space. After all, the city is

more vivid when you speak to it” (Stephens).

Being impossible to analyze all his innumerable performances around the world, |
conclude this brief excursus, on the provocative British artist, briefly commenting on
one of his last public appearances: Better Out Than In, a New York residency
undertaken during October 2013. With his exploits spread through every form of
mass and social media, he dominated the news, even during a busy election season,
becoming a topic of discussion, an object of fascination and a cause for celebration.
Certainly Banksy's residency was a brilliant guerrilla art campaign® authenticated
through his own website (http://banksy.co.uk/) and Instagram account
(http://instagram.com/banksy#), which announced their general locations, his

creations turned into an urban scavenger hunt.

Following the humor of Piero Manzoni and using the cleverness of Marcel Duchamp,
he transcended his medium, elevating the genre of street art. Unlike those taggers
who derive their significance from repetition, Banksy's work was minimally invasive.

Rather than cover the city in paint, Banksy's imaginative use of locations and public

% Guerrilla art is a street art movement that first emerged in the UK, but has since spread
across the world and is now established in most countries that already had developed graffiti
scenes. Guerrilla art differs from other art forms in the fact that it has no external boundary
between the image and the environment. While a traditional painting can be moved from one
gallery to another without the meaning or the artistic credibility of the piece being affected,
street art is environmental, the surface to which it is applied to being as fundamental to the
piece's meaning as that which is applied. Without the dynamics of modern life, guerrilla art is
reduced to ‘art for arts sake’ and would accordingly be defined by what it is as opposed to
what it does.The production of guerrilla art is focused on cause and effect, not the material
piece itself. It aims to produce an effect within the minds of those people that live within the
environment being altered. It does not necessarily aim to produce art that is meaningful in
itself.

16
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spaces brought out the wonders of the urban landscape® creating a new urban
mindscape®.

On the Upper West Side, the silhouette of a boy with a mallet converted a red

standpipe and fire bell into a carnival amusement (fig. 8).

* The concept of urban open space is traditionally used to embraces public spaces, parks,
squares, streets, boulevards, natural parks, surplus areas, left over areas, abandoned
industrial or urban sites, etc. The later introduced concept of urban landscape can be viewed
as a synonym. It stresses, though, a more comprehensive and holistic view on the open spaces
and points to the structuring of the city. Intrinsically the urban landscape contains urban open
spaces. In both cases the landscape is planned, designed or shaped to convey human
intention and it is affected by the social, physical and natural context in which it is embedded

* The urban mindscape to be understood as an evolution of the idea of mindscapes created
originally by Maruyama Magoroh, are inner reality constituted by consciousness or states of
mind achieved through social art. Urban mindscape is the landscape as people experience
through visual stimuli and can be very personal and social in meanings. Urban mindscape is a
system of essentially individual, but unquestionably also collective, values, judgments,
feelings, and meanings that are related to the urban landscapes. The urban mindscaping
approach is a structure of thinking about a place. An urban mindscape, for example, indicates
something that exists between the physical landscape of a city and people’s visual and
cultural perceptions of it. Mindscape can also mean landscape of the mind. Urban mindscape
is, finally, my key word to underline the importance of an interdisciplinary and creative
approach to understanding places as complex and multifaceted cultural entities. Our cities’
mindscapes, for example, have to become complex and multi-faceted entities.

17
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SPRINKLERS
THROUGHOUT

Fig. 8 Banksy- “Hammer Boy”

In Williamsburg, two stenciled figures re-envisioned a bricked-over archway as the

moon bridge of a Japanese tea garden (fig. 9).

Fig. 9 Banksy- “Japanese Silhouttes”

18
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“The Street is in Play” (fig. 10) is located on Allen Street, between Hester and Canal,

featuring his signature stencil style and the sign “Graffiti is a crime.”

Fig. 10 -Banksy- “The Street is in Play”

Banksy headed to the South Bronx with some sharp social commentary in his stencil
work. A butler-like man serves spray cans on a platter to a little boy writing “GHETTO

4 LIFE” on a gray wall (fig. 11).

19
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Fig. 11 Banksy- “Ghetto 4 Life”

"Outside is where art should live, amongst us" Banksy asserted in the final day's
audio guide. "Don't we want to live in a world made of art, not just decorated by it?"
With his topsy-turvy-tricksy...Banksy art, that doesn't ignore boundaries but crosses

them to prove their irrelevance, it is impossible for me to answer NO!
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LISBOA, CAPITAL DA ARTE URBANA

Jorge Ramos Carvalho - Silvia Cdmara
Departamento de Patrimdnio Cultural. Camara Municipal de Lisboa
gau@cme-lisboa.pt

Abstract:

Five years ago the GAU (Urban Art Gallery) in Lisbon was inaugurated as an initiative
of the Camara Municipal regarding the inhabitants of Barrio Alto and a group of
urban artists.

Since then, through the activity, national and international, of the GAU Lisbon has
become one of the leading cities for street art.

In this article, we reproduce an initial text of the GAU illustrating the project and its
role in the process of city making.

Key Words: Urban Art, Street Art, Graffity

Resum

Fa cinc anys, s'inaugurava la GAU (Galeria d'Art Urba) a Lisboa com una iniciativa de
la Camara Municipal en relacié amb els habitants del Barri Alt i un conjunt d'artistes
urbans.

Des de llavors, gracies |'activitat, nacional i internacional, de la GAU ha convertit
Lisboa en una de les ciutats de referencia per a I'art urba.

En aquest article reproduim un text inicial de la GAU que il - lustra el projecte i el seu
paper en els processos de fer ciutat.

Paraules clau: Art Urba, Street art, Graffity
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Resumen

Hace cinco anos se inauguraba la GAU (Galeria de Arte Urbana) en Lisboa como una
iniciativa de la Camara Municipal en relacién con los habitantes del Barrio Alto y un
conjunto de artistas urbanos. Desde entonces, la actividad nacional e internacional
de la GAU ha convertido Lisboa en una de las ciudades de referencia para el arte
urbano.

En este articulo reproducimos un texto inicial de la GAU que ilustra el proyecto y su
papel en los procesos de hacer ciudad.

Palabras claves: Arte Urbano, street art, graffiti,
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LISBOA: CAPITAL DA ARTE URBANA

1. O aparecimento da Galeria de Arte Urbana

A um programa de remocgao de graffiti e outros registos de street art patentes
nalguns dos principais eixos urbanos do Bairro Alto, plano que implica a participagdo
dos proprios habitantes na preservagdo e manuten¢do do novo estado de
conservagao daquela area, associou-se, em Outubro de 2008, a criagao da Galeria de
Arte Urbana na Cal¢ada da Gléria por parte da Camara Municipal de Lisboa. A
iniciativa foi co-suportada pelo patrocinio da marca Friday’s Project, integrada no
grupo empresarial Regojo pertencente a sociedade Esoj Moda, com a qual a
edilidade estabeleceu um protocolo no sentido da promocao e sensibilizacdo para as
praticas da street art. Foram realizados, para a sua inauguracdao, wall of fame
concebidos por writers nacionais, nos cinco painéis que entdo integravam a Galeria.
E no ambito da sua actuacdo, organizou-se em Dezembro de 2008, no antigo edificio
da Capital, a Rua do Norte, mais uma edicdo da VSP — Visual Street Performance e ja
em 2009, a sua VIl Edi¢do, desta feita na Escola das Gaivotas.

25



on the w@terfront NR 30, JULY 2014 1139-7365

Galeria
Arte
Urbana
na
Cal¢ada
da Gloria

Assim, se por um lado se implementou uma estratégia simultaneamente dirigida a
limpeza de imdveis da zona, a inibicdo e, logo, a prevencdo do aparecimento de
novas intervencgdes, libertando a zona de um aspecto geral de decadéncia e até de
alguma agressividade e inseguranca, que parecia constituir ja um dos seus tragos
identitarios, ou seja, se por um lado se langou uma campanha contra actos
vandalicos, agressores do ambiente visual do Bairro Alto, por outro o municipio
decide confirmar o graffiti e a street art como reconheciveis e reconhecidas
expressdes de arte urbana, como uma subcultura artistica globalmente presente nas
metrdépoles mundiais, disponibilizando um espago e um tempo préprios, na Galeria
da Calgada da Gléria.

Como tutela que salvaguarda, conservando, investigando, divulgando globalmente, a
arte publica da cidade, a Camara Municipal procura desenvolver uma gestdo
democratica das suas mais distintas facetas plasticas, na busca de uma consensual,
pacifica, mas relacional co-existéncia entre discursos que podem adquirir, por vezes,
concretiza¢Oes dificilmente compativeis no quadro da conservacao e restauro dos
multiplos bens em causa. Referimo-nos a certas incursdes de street art ou de graffiti,
frequentemente no formato de garatujas selvagens, sem qualquer preocupacao
estética e por vezes com deliberada intencdo flageladora, realizadas sobre bens
artisticos que sdo patrimdnio, legado e memdria de todos os cidaddos - estes sdo
inquestionavelmente gestos que se inserem nas praticas do vandalismo que importa
debelar e acautelar. Mais, sdo intervencGes ndo reconhecidas, nem respeitadas
pelos préoprios writers que pretendem igualmente assegurar a distingdo entre as
suas criag0es e aquelas investidas ofensivas para a integridade dos inumeros
objectos artisticos patentes na malha urbana.

Importa pois tracar uma fronteira, ainda que por vezes sinuosa e bastante ténue,
temos de o admitir, entre os dois tipos de registos, limite refor¢cado pelo acto de
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criagdo da Galeria de Arte Urbana, prioridade que as suas futuras actividades
deverdo continuar a prosseguir.

2. Sumdria histdria do graffiti e da street art

Na realidade a histdria do graffiti remonta a Antiguidade Classica, nomeadamente a
inscricGes de palavras e poemas ja patentes nas ruas de Pompeia, tendo o termo
nascido na transicdo do séc. XVIII para o XIX, entre os visitantes daquelas ruinas’.
Nos anos 60, do século passado, em Nova lorque, membros de gangs tracaram os
seus primeiros tags como forma de delimita¢do de territdrio, técnica que se mutou
em composi¢des de elevada sofisticagcdo plastica e que rapidamente se transformou
num espontaneo e autodidacta movimento. Um dos seus primeiros defensores
tratou-se do prestigiado escritor norte-americano, Norman Mailer que, em 1974,
numa edicdao dedicada ao tema, redigia no seu reconhecivel discurso: «What a
quintessential of cool and style to write your name in giant separate living letters,
large as animals, lithe as snakes, mysterious as Arabic and Chinese curls of alphabet,
and to do it in the heat of a winter night when the hands are frozen and only the
heart is hot with fear.»?

Gémeos and Blu. Projeto CRONOS. Prédio na Fontes Pereira de Melo, 2010

1 Cedar LEWISOHN, Stret Art, The Grafiti Revolution, London, Tate Publishing, ,

2 Frank COFIELD, Vandalism & Grafiti — The state of the art, London, Calouste G 2u0lb0Oe8n, kpia. n2
6F oundation, 191, p. 64
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SAM 3. Projeto CRONOS Prédio na Fontes Pereira de Melo, 2010

Nos anos 80, quando o fendmeno comegava a extravasar para paragens europeias,
acrescia-se-lhe uma dimensdao musical, com o iconografia do hip hop a ir beber aos
escritos graffiti . No final dessa década, varios galeristas comecaram a interessar-se
por esta pujante expressdo pictérica e o graffiti entrou no mercado artistico com o
comedido formato de telas. Vérios foram os autores que fizeram esse percurso, nos
casos que vamos mencionar de algum modo associados a Pop Art e em particular ao
circulo de Andy Warhol, como Keith Haring e Jean-Michel Basquiat, pioneiros da
street art que haviam iniciado as suas carreiras nas ruas e posteriormente se
firmaram junto dos habituais meios de exibicdo, promocdo, critica e investigacao
artisticas. Hoje, o writer conhecido por Banksy, apesar de praticamente andnimo,
um dos mais populares autores envolvidos neste movimento, pode vender as suas
obras nas mais prestigiadas leiloeiras internacionais, por largas centenas de milhares
de dédlares.

Também a publicidade, com uma visdao sempre atenta a novos fenédmenos graficos,
se apropriou destes vocabuldrios e trabalhou-os no branding, bem como varias
marcas, dirigidas a um mercado jovem, aplicaram sobre os seus produtos as
singulares gramaticas graffiti. Estas intervencbes expandiram-se, portanto, a partir
dos habituais lugares de acc¢do, para territérios de maior convencionalidade,
institucionalidade, comercialidade, abandonando, em parte, certo cariz de
subversdo e de marginalidade que originalmente assumiam, como claramente o
demonstrou a grande mostra organizada sobre esta tematica, no ano de 2008, pela
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Tate Modern, na qual estiveram presentes alguns dos seus maiores vultos
internacionais.

Restauro do antigo mercado do Chdo do Loureiro, reconvertido em parque de
estaconamento. Cada andar com trabalhos de graffitters

Na esteira dos murais de propaganda politica concebidos na Av. 24 de Julho,
aquando do PREC, na histéria do graffiti a da street art em Lisboa, destacamos
algumas obras, entre elas os dois murais da Abraco, realizados em 98, junto as
Amoreiras do lado de Campo de Ourique, por André, um dos internacionalmente
prestigiados writers, permanecendo um deles ainda no local. E também com parcial
legalizacdo no final da década de noventa, outra grande interven¢cdo num longo
muro junto as Amoreiras, desta feita no lado de Campolide, que permanece até hoje
como um dos mais prestigiados trabalhos da capital e que ainda continua a ser
intervencionado. Na zona oriental da cidade, distinguimos o famoso mural da Ice Tea
executado por Pedro Neves e Obey, e no Parque das Nagdes, projectada aquando da
Expo '98, uma intervenc¢do de calgada concebida por Rigo, criador nacional radicado
nos Estados Unidos, que tem uma abundante produ¢dao no dominio da street art. Ja
no séc. XXI, salientariamos o contributo da VSP - Visual Street Performance, a
decorrer anualmente desde 2004, para a divulgacdo e promoc¢dao do movimento
graffiti.

3. Algumas Estratégias de Combate Anti-vandalico

Entre as muitas estratégias, abordadas como tentativas de resolucdo do problema,
destacamos o caso da cidade de Bruges, na regido da Flandres (Bélgica), em cujo o
centro, registos de graffiti e street art comegaram a provocar danos com efeitos
cumulativos cada vez maiores nas ruas, edificios de relevante interesse patrimonial,
bem como em pecas de escultura urbana. Em 1996, as autoridades locais abordaram
o graffiti com recurso a uma “politica positiva”: por um lado, foi oficialmente
reconhecido como uma forma de arte citadina, mas por outro, como acto de
vandalismo tratado de forma repressiva. O projecto denominado “Graft’N Art, a
Positive Graffiti Policy in the City of Bruges”, foi vencedor do “European Crime
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Prevention Award”, em 2001, promovido pela “European Crime Prevention
Network”.

No final de 2006, em Budapeste, na Hungria, a policia solicitou as entidades que
governam a cidade, a disponibilizagao de zonas para os writers executarem os seus
trabalhos. Em Portugal, a Camara Municipal de Oeiras circunscreveu desde ha ja
alguns anos, uma zona oficial de graffiti e organiza anualmente varias actividades
destinadas a writers e publico em geral, tendo um dos seus ultimos projectos se
concretizado num concurso para a elaboracdo de pinturas na pista de skate de
Oeiras, decorrido no ano transacto.

Frank Coffield, na sua obra “Vandalism & Gradffiti, The state of the art”, descreve um
projecto desenvolvido em Southampton, na Inglaterra, no qual as autoridades locais
solicitaram a writers que propusessem trabalhos, previamente aprovados, a serem
concebidos num parque de estacionamento totalmente vandalizado e que constituia
um espaco inseguro e intimidativo para os utilizadores.

Segundo Coffield, esta manifestacdo autorizada da criatividade graffiti, reduziu
aparentemente os niveis de criminalidade e melhorou as relagdes entre a
comunidade em geral e os adolescentes, necessitando ser «devidamente avaliada,
publicitada e introduzida noutros locais»®.

Refere ainda a campanha implementada pelas autoridades nova-iorquinas que
conseguiram proceder a limpeza e manter nessas condicGes, cerca de 6000
carruagens de metropolitano, num intervalo de cinco anos, no decorrer da década
de 80. A sua actuacgdo revestia-se de trés elementos chave: primeiro, todos as
inscricdes deveriam ser removidas num espac¢o de tempo nunca superior a duas
horas ou a carruagem seria retirada de circulagdo, impedindo assim que fossem
observadas pelos utentes, possivelmente um dos principais objectivos dos seus
executores. Segundo, a gestdo do metropolitano disponibilizou todos os meios
necessarios para o cumprimento de tdo elevados objectivos. Terceiro, todas as
entidades e servicos envolvidos, entre eles a policia, os condutores, o pessoal da
limpeza encontravam-se devidamente coordenados e a sua taxa de sucesso era
regularmente ponderada”.

Em termos gerais, entre outras abordagens, o mesmo autor salienta um tratamento
“situacional” do problema do vandalismo que proclama a necessidade de
envolvimento da sociedade local na preservacao e controlo da situacdo, «de modo a
reduzir o nivel de medo da criminalidade, reforcar a coesdo da comunidade e
restaurar a confianga na policia e na justica criminal, um passo em frente em relagdo
a tradicional resposta ao crime, focada apenas nos criminosos»’. No entanto, alerta-
se também para a insuficiéncia desta abordagem, que deixa de lado os planos
organizacional e politico, dos quais deverdo partir tais programas® e recomenda-se
uma intervencdo que implique os diferentes agentes sociais e politicos, actuante a
diferentes niveis, com um tratamento mais alargado das necessidades dos

® Frank COFIELD, idem, p. 6, traducao livre
* Cf. ibidem, p. 68

> Frank COFIELD, idem, 94, traducado livre
® Frank COFIELD, idem, 97, tradugado livre
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adolescentes e jovens, evitando-se assim, uma exclusiva concentracdo na reducdo
do vandalismo’.

Esta campanha foi galardoada com “Ouro” na 142 edigdo do Festival do Clube do
Criativos de Portugal e com o Ledo de Bronze na categoria de Rela¢des Publicas em
Cannes, prémios atribuidos ao nosso parceiro Torke.“Reciclar o Olhar”,
compreendendo intervengdes artisticas em vidrdes, espalhados por toda a cidade.

4. Linhas de Actuagdo

Na sequéncia do explanado e ndo penetrando em campos que em muito poderiam
ultrapassar o sentido da existéncia da Galeria de Arte Urbana, pois tratam-se
possivelmente de politicas a serem incrementadas por outros meios da edilidade ou
até da Administragdo Central, importa reclamar para a sua actuagdao um conjunto de
prioridades artisticas, culturais, educacionais e sociais, atendendo a que o graffiti
constitui um movimento artistico que repercute fortemente todos essas dimensdes.
Ponderando ainda o facto de corporizar, por enquanto, o Unico espago galeristico do
género existente na capital, propGe-se subsequentemente, um plano de actividades
para o presente ano.

a) A Galeria deve acolher criagbes ndo s6 de autores nacionais mais
reconhecidos, mas igualmente de novos nomes que recentemente surgiram
na cena graffiti e da street art do pais e que vao progressivamente
conquistando o seu espago nas ruas de Lisboa, no reflexo da existéncia de
cerca de seis geracdes de writers portugueses.

b) Sempre que possivel, deve igualmente promover intervencdes de
criadores estrangeiros que possam contracenar com os nacionais, de forma
a reforcar o reconhecimento internacional do espaco. E até promover a
deslocacdo de criadores portugueses a eventos no exterior. Como se afirmou
antes, o panorama do graffiti e da street art assume, no presente, contornos
totalmente globalizados.

7 Frank COFIELD, idem, 101, traducao livre
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c) Através da colaboragdo de writers, deve ainda proporcionar a
aprendizagem das suas técnicas e discursos junto dos publicos interessados.

d) Deve estabelecer uma forte ligacdo com a comunidade local. Ndo apenas
com os habitantes e comerciantes, mas ainda com os estabelecimentos de
ensino e outras instituicdes que se encontrem instaladas no Bairro, como
galerias, teatros, bibliotecas, museus, colectividades e associagdes.
Necessariamente com as Juntas das Freguesias que ali confluem e com
entidades que de algum modo partilham espagos contiguos a Galeria, como
a Carris e a Santa Casa da Misericérdia. Todos poderdo ser certamente
aliados no reconhecimento e promog¢do do seu papel, se se encontrarem
sensibilizados, conhecerem um pouco melhor o universo do graffiti e o
distinguirem de actos vandalicos, no contexto da arte urbana e do
patrimonio artistico e cultural da cidade.

e) A Galeria podera usufruir de dois espagos adjacentes — Jardim S. Pedro de
Alcantara e Largo da Oliveirinha - organizando ali paralelamente actividades,
gue despertem, no caso do primeiro, para o seu valor patrimonial e para a
recentemente efectuada intervengao de reabilitagao.

f) E ainda neste ambito, podera alargar o seu espaco expositivo e de acgdo a
outras zonas no Bairro alto, como tem acontecido no antigo imdvel da
Capital ou a outros lugares na cidade, tecendo assim um rede de locais de
concepgdo, promogao e sensibilizacdo para o graffiti e para a street art.

g) Devera estabelecer pontes de didlogo com outros municipios que, no pais
ou no estrangeiro, tenham criado espacos similares ou concretizado
relevantes actividades, estratégias e politicas neste dominio.

h) Poderda promover a investigacdo, o estudo e o levantamento destas
expressOes artisticas, apoiando o seu registo e/ou a sua publicacdo,
realizando seminarios e conferéncias, ciclos de cinema e de documentario,
itinerarios e visitas guiadas.

i) E ainda na drea das edig¢Oes, podera publicar pequenos catdlogos ou videos
dos diferentes ciclos de intervengdes que forem ocorrendo.

GAU. A revista da Galeria de Arte Urbana de Lisboa.
http.//www.cm-lisboa.pt/publicacoes-digitais
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