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this publication collects the work of various artists and researchers who were involved in Idensitat’s 
activities. Idensitat is an arts project investigating ways to influence the public sphere by creative pro-
posals in relation to place or territory, working through its physical dimension and social structure.  
It provides a platform for production and networked research for the arts, with which to attempt new 
forms of involvement and interaction in social space. It involves a huge number of creators, individually 
or collectively, to create situations or structures for projects that must, on a particular subject or in a 
given situation, explicitly mount a dialogue between environment and social complexity.
this text, as a prologue, is not intended to advance projects and specific issues addressed in this vol-
ume, but aims to introduce some of the conceptual approaches Idensitat has been working on for over 
a decade, attempting to raise tension between the spheres of the ultra-local and of hyper-globalisa-
tion, through the relationship between artistic practice, and urban and social space. this publication 
focuses specifically on iD Barrio, a project promoted by Idensitat in 2009 to establish creative processes 
from the relationship between educational activities and interventions in districts, neighbourhoods, 
areas or particular sites, small towns, etc. - i.e. specific contexts forming part of a more or less densely 
populated urban grid.

 iD Barrio 
iD Barrio acts as an observatory of territory and a laboratory for the development of creative processes 
connected to certain ultra-local social activities, that is, in specific microcontexts within different con-
temporary urban concentrations. iD Barrio aims to stimulate collective creativity and cultural exchange 
as a possible motor for territorial transformation, driven by the relationship between educational, ar-
tistic practice and local social space. Part of the process of iD Barrio is to analyse the dynamics of the 
space to understand it, visualise relationships within which to interpret it, plan the creation of new 
productive flows, and collaborate to multiply and enhance creative capabilities through networked ac-
tions. iD Barrio presents two phases related to space: an educational phase, beginning with workshops 
in which a process of immersion in the context, debates and tutored sessions are proposed, and an 
experimental phase, based on production, which is understood as a development of first phase plan-
ning, incorporating elements of communication and visualization.
iD Barrio seeks the integration of artistic process within other social processes; it seeks cross-discipli-
nary collaboration, social participation, cracks within which to generate opportunities created through 
collective methodologies and new references to the territory in which set out its intervention. these el-
ements have been worked out or tested in different ways in Idensitat, originating in projects whose par-
ticipation has been solicited through an open call or invitation. iD Barrio produces projects through an 
educational process: organising a themed workshop linked to a specific territory (area, neighbourhood, 
population, etc..), directed by an invited group chosen according to the  work-topics, complemented 
by the participation of experts providing specific knowledge about the place and the topic, generating 
various tutored projects within the workshop, and concluding with the implementation or execution of 
some of them. this last phase is the most complex, as it depends on the quality of projects and their 
suitability or the opportunity for their implementation. so far, iDBarrio has been carried out in various 
locations under the title Social creativity, collective action and artistic practice, and has aimed to bring 
together the latent creativity in a particular context, which in conjunction with the promotion of certain 
artistic practices can promote collaborative actions from and for the community.
the first iD Barrio was held in november 2009 in two parts, first in calaf, analysing elements of small 
villages and medium-sized towns, and the second in Barcelona, analysing projects and interventions 
in the urban context, relating to the transformation of the city and social movements. iD Barrio Calaf1 
consisted of a projects’ workshop taught by Josep-Maria Martín for conversion and temporary use of 
sites abandoned due to the crisis in the building industry. Later a seminar was held to discuss various 
projects related to urban and social transformation of small villages. iD Barrio Barcelona2 was about the 
Raval district and hosted by La capella. An international seminar was organised to share experiences, 
projects, studies, and hopes for change regarding institutions, policies and dynamics that affect the 
city, in whole or in part. the meeting brought together a large audience and featured the participation 
of speakers from various countries, individually or on behalf of a collective, who proposed mecha-
nisms of action in the neighbourhoods. Different perspectives, from art, architecture, social activism, 

1  iD Barrio Calaf was conducted in two stages, first from 29th June to 3rd July 2009 with the project Hiver-
nacleCultural by Josep-Maria Martín and the second on 13th and 14th November 2009 with a seminar attended by Gaspar 
Maza, AMASTÉ, Marta Ricart, Casal de Calaf, Josep-Maria Martín, LUL Landscape Urbanism Labs, Josep Puigpelat, Plata-
forma Tenim un Problema, Oriol Nel·lo, Francesc Muñoz, Joan Caballol.

2  iD Barrio Barcelona was held from November 27th to December 4th, 2009 in La Capella. With the participa-
tion of Hans D.Christ, Iris Dressler, Daniel G. Andújar, Jordi Vidal, Basurama, Santiago Cirugeda, Martín di Peco, Sin|studio, 
Traces of Autism, Martí Peran, Francesca Comisso, Paola di Bello, Viviana Bravo, KUNSTrePUBLIK, Gary W. McDonogh, 
Fadhila Mammar, José Luis Oyón and Montserrat Santolino. The seminars held in Barcelona and Calaf were led by Gaspar 
Maza and Ramon Parramon.
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IDENSITAT, en col·laboració amb la Unió d'Entitats de la Marina obre una convocatòria per participar al taller Informació + Dades 

impartit pel col·lectiu Hackitectura [José Pérez de Lama, Sergio Moreno Páez, Pablo de Soto, Laura Hernández Andrade, Jaime Díez Honrado, Ale González].

Amb la participació de Núria Burguillos, Xavi Camino, Connectats [Carlos Piegari, Diego Salazar, Alberto Jordán, Sibila Estruch, Sebastian Orellana, Lady, Toni Gassó], 

Francesc Magrinyà, Oriol Granados (Centre Estudis Montjuic), Martí Peran, Elisenda Tomàs, Mireia Tortades.

iD  BARRI  BCN

LA MARINA

22-27 DE NOVEMBRE

TALLER DE PROJECTES 

“ INFORMACIÓ+DADES”

BARRIS CAN CLOS I  SANT CRISTÒFOL (LA SEAT)

iD BARRI  ÉS UN PROJECTE QUE ACTUA COM A OBSERVATORI  DEL TERRITORI  I  COM A LABORATORI  

PER A ESTIMULAR LA CREACIÓ COL.LECTIVA I  L’ INTERCANVI  CULTURAL COM A POSSIBILITAT DEL 

DESENVOLUPAMENT I  TRANSFORMACIÓ DEL LLOC,  A TRAVÉS DE PROCESSOS CREATIUS IMPULSATS 

PER LA RELACIÓ ENTRE LES PRÀCTIQUES ARTÍSTIQUES I  L’ESPAI  SOCIAL LOCAL.  
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anthropology and activism were interwoven. two workshops, taught by the groups KUnstrePUBLIK 
and traces of Autism, worked in different areas of the city making specific proposals aimed to bring 
together the exploration of territory and the analysis of place with cultural activism and participation. 
In october 2010, iD Bairro sP3 was held in the districts of santo Amaro and Bom Retiro in são Paulo. A 
workshop was taught by Pablo españa [Democracia], Domènec, collective eIA - experiência Imersiva 
Ambiental, colectivo Imargem, Lilian Amaral [Museu Aberto], Ramon Parramon [Idensitat] and Fadhila 
Mammar. the workshop programme was set out on the basis of actions such as mapping, exploring, 
visualising, and activating processes and microprojects based on the reversibility between the propos-
als and the territories. In november 2010 iD Barrio BCN  [La Marina]4 took place in the neighbourhood 
of La Marina with a workshop directed by Hackitectura combining exploration of territory, critical car-
tography, data visualisation, information processing and collective construction through the narratives 
and data related to this context.
As this publication goes to press, one of the projects proposed in the workshop is still ongoing.
 
 Local production, global consequences
“Risk is the perceptual and intellectual standard that mobilises a society confronted by the construction 
of an open future, full of uncertainties and obstacles, a society which is not determined by religion, tra-
dition or submission to nature, and which does not believe either in the redemptive effects of utopias”5.
the relationship between risk and disaster has been handled by the sociologist Ulrich Beck in his book 
The World Risk Society, published in 1986 and updated and expanded more recently. From the per-
spective of contemporary reality, the risks from 20 years ago look much more domestic that the current 
panorama of insecurities that threaten society. the trend towards globalisation of risks, the subsequent 
numerous studies which have emerged on the issue from various disciplines, and global developments 
in this period, have contributed to this new work in which the author examines the dramatisation of risk, 
and the analysis of risk as the anticipation of catastrophe. the new risks referred to by Beck in his writing 
are those appearing in the second half of the twentieth century: the ecological crises, the dismantling 
of the welfare state, the crisis resulting from speculative capitalism, precariousness and insecurity in 
the job market, international terrorism, etc. Most of the risks in recent times are, according to the au-
thor, the result of the successes and achievements of science, industry, technological advances which 
with “cosmopolitanisation” or “multidimensional modernisation“ acquire a presence that goes beyond 
states, and  “confront us with the other, apparently excluded, knock down borders and mix together 
native peoples and strangers”6. 
the dramatisation of global risk is intended to make society aware of the dangers and insecurity af-
fecting the whole planet, seeking to anticipate and make the unpredictable predictable, establishing 
mechanisms to prevent disasters. the production is local, the implications are global, no country can 
live marginalised from others. the techno-scientific world has been a key contributor to this dissolution 
of borders in relation to global culture in a variety of contemporary areas, affecting all spheres of our 
lives. storage and processing of information, along with broadcasting through electronic networks, link 
much of our everyday lives to a global flow. But while on the one hand, technology has formed part 
of positivist progressive utopias, seen as the great panacea for social illnesses, on the other hand, the 
hyper-technification and consumerism caused by progress have been the starting point for a perma-
nent state of alarm, forcing a new sense of critical awareness into the social debate requiring the in-
volvement of individuals, groups and cultural production dynamics to facilitate the transmission of their 
critical position. “After the first modernisation of industrial society, has followed a reflexive modernisa-
tion in the context of a civilisation overloaded not with localised threats, but with global, transnational 
threats weighing upon health and the food supply”7.
to define the dangers does not eliminate the border relationship between territories, but presupposes 
and exploits these territories. A clear example of this tension between national boundaries and deter-
ritorialisation was the case of the so-called ‘swine flu’. In 2009 a pandemic was declared, without the 

3  iD Bairro SP.01 took place from 13th to 17th October 2010 in São Paulo in collaboration with the Centro Cul-
tural de España in São Paulo. It held a workshop and a seminar with the participation of:Rita Alves, Lilian Amaral, Viviana 
Bravo, André Costa, Rogerio da Costa, Renato Cymbalista, Democracia, Domènec, Colectivo EIA - Experiência Imersiva 
Ambiental, Colectivo Imargem, Jamac, Fadhila Mammar and Ramon Parramon.

4  iD Barrio BCN [La Marina] was carried out between 22nd and 27 thNovember 2011 conducted by the col-
lective Hackitectura [Pablo de Soto, Jaime Díez Honrado, Ale González with the participation of: Núria Burguillos, Xavi 
Camino, Colectivo Connectats, Francesc Magrinyà, Oriol Granados, Ramon Parramon, Martí Peran, Elisenda Tomàs, Mireia 
Tortadès, and actions were carried out in different areas of the district of La Marina in Barcelona.

5  Beck, Ulrich. La sociedad del riesgo mundial. Barcelona: Ed. Paidós, 2007, p.20

6  Ibid, p. 35

7  Lipovesky, Gilles. Serroy, Jean. La cultura-mundo. Respuesta a una sociedad desorientada. Barcelona: Ed. 
Anagrama, 2010, p. 49
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necessary evidence, affecting the majority of states, and causing increased measures of control, which 
affected the mobility of travellers. the conclusion of this state of alarm and the fear it aroused was a 
situation of segregation, stigmatisation, the reaffirmation of borders. “Risk is the cause and means of 
social reconfiguration and is closely associated with new ways of classifying, interpreting and organis-
ing our daily lives and of dramatising, organising, experiencing and shaping society in order to trans-
form present into the future”8. 
some things happening in one part of the world quickly acquire a global dimension. 
this is also an example of how the dramatising of global risk is constructed through a conjunction of 
the part played by the media, political decisions related to traditional state borders, and influential 
international lobbies and their economic interests. 
the risks arising from industrialisation and globalisation cannot be restricted temporarily or locally, and 
their consequences are often irreversible, difficult to quantify, and affect all of us indiscriminately. the 
permanent dramatising of risk, and the fear and insecurity it generates, is used politically and dissemi-
nated by communications media. In fact, the media mainly feed upon the stage-management of dis-
aster, repeated and reproduced in different places. A part of social mobilisation at the moment is built 
from alternatives to the system that has led to this situation. Many contemporary conflicts appeal to 
individual awareness, to everyone’s responsibility as an individual in contributing to global problems. 
As noted by Alain touraine9, a cross-sectional view is currently necessary to influence social and po-
litical issues, replacing the traditional vertical perspective. While historically social movements sprang 
from a quasi-military collective action against enemies affecting all of society, now critical awareness 
and active participation are undergoing a subjectification of conflict: “We need to find new forms of 
collective action and even new social movements that are not identified as a reaction of victims, but 
which are defined by giving priority to self-reflection”10.
this open future combined with the energy that raises the idea of transforming the context in which we 
live, is what connects us to a kind of work, which emerged from art directly affecting the social realm.

 Residents, visitors and practitioners 
this publication brings together articles and projects that bring influence to bear on this con-
stant tension between local and global, deterritoralisation and specific context, the interaction of 
technology and human relationships, nomadism and belonging to a place. All directly connected 
to cities and neighbourhoods from the perspectives of various disciplines organised through what 
we call artistic practice. For more than a decade, Idensitat has proposed projects that experiment 
with creative processes appealing to issues related to local contexts, in the search for the intersec-
tion between social and political issues and artistic production. currently, Idensitat is carrying out 
a series of activities, which inevitably incorporate the transnational and cross-sectional perspective 
on individual and collective action. From previous considerations analysing and questioning the 
local-visitor relationship, to a series of new activities discussing/debating the local dimension of the 
so-called “neighbourhood”, and the possibility of interaction among local visitors from cultural ac-
tion and artistic practices.
the relationships of neighbour, visitor and practitioner refer to issues related to the particular, the ge-
neric and the action. the practitioner triggers creative practices combining local knowledge - through 
data collection, mediation, collaboration, etc. -, with the knowledge of the visitor, which incorporates 
an uncontaminated perspective on the local routine. the aim is to enable processes in specific con-
texts to produce changes in the dynamics, policies and the selfsame cultural contexts in which they 
are developed. the notion of practitioner has been developed by Michel de certeau11 referring to a 
subject with the ability to modify a given situation, an agent of transformation and change rather than 
a passive consumer.
In this type of artistic experience for specific contexts, the practitioner may not necessarily be the artist, 
but might be any person participating in the process, or involved through the process of the realised 
work. the practicioner may be anyone able to work with the products made by others, but using these 
products in their own way. everyday life is reinvented in a thousand ways to escape the docility and pas-
sivity of what it means only to be a user. With this approach, certeau raises the possibility of addressing 
the individual’s creative potential, capable of establishing a different relationship among culture, urban 
space and politics.

8  Beck, Ulrich. op. cit., p. 37

9  Touraine, Alain. La mirada social. Un marco de pensamiento distinto para el siglo XXI. Barcelona: Ed. Paidós, 
2007

10  Ibid., p. 182

11  de Certeau, Michel. La invención de lo cotidiano. 1 Artes de hacer.  México DF: Universidad Iberoamericana, 
1996
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iD  BAIRRO

São Paulo [SP.01]

13  - 17 DE OUTUBRO

- SEMINÁRIO CRIATIVIDADE SOCIAL, AÇÃO COLETIVA E PRÁTICAS ARTÍSTICAS.

- OFICINA DE PROJETOS MAPEAR, EXPLORAR, VISUALIZAR E ATIVAR.

BAIRROS SANTO AMARO E BOM RETIRO

iD BAIRRO SP.01 É UM PROJETO QUE ATUA COMO OBSERVATÓRIO DO TERRITÓRIO E COMO 

LABORATÓRIO PARA ESTIMULAR A CRIAÇÃO COLETIVA E O INTERCÂMBIO CULTURAL COMO 

POSSIBILIDADE DO DESENVOLVIMENTO E TRANSFORMAÇÃO DO TERRITÓRIO ATRAVÉS DE PROCESSOS 

PROMOVIDOS PELA RELAÇÃO ENTRE AS PRÁTICAS ARTÍSTICAS E O ESPAÇO SOCIAL LOCAL.
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iD  BARRI  

CALAF |  BARCELONA  NOVEMBRE 2009  

- CREATIVITAT SOCIAL

- ACCIÓ  COL·LECTIVA

- PRÀCTIQUES ARTÍSTIQUES

SEMINARI  + TALLER DE PROJECTES

iD BARRI  ÉS UN PROJECTE VINCULAT A IDENSITAT QUE EXPLORA LA IDEA DE 

BARRI  DES DE LA PERSPECTIVA URBANA A TRAVÉS DE LA RELACIÓ ENTRE 

ART,  CREATIVITAT SOCIAL I  TRANSFORMACIÓ DE L’ENTORN.

 

iD Barri | Calaf iD Barri | Barcelona Amb la col·laboració de

iD Barri | Calaf és una proposta d’IDENSITAT en col·laboració amb l’Ajuntament de Calaf 

i forma part del projecte ARTWORK'09 de la Diputació de Barcelona que està subvencionat pel programa de Projectes Innovadors d'acord amb l'Ordre TRE/337/2008, 

patrocinat pel Servei d'Ocupació de Catalunya i cofinançat pel Fons Social Europeu.

iD Barri | Barcelona és una proposta d’IDENSITAT per La Capella. Ajuntament de Barcelona amb la col·laboració del Goethe Institut,

i el Consolat General dels Països Baixos a Barcelona i Generalitat de Catalunya. Departament de Cultura.
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 Dissolution between place and community
“What matters is that from now we must worry about the whole, and this is not an option, but a 
condition”12. 
the word “neighbourhood” refers to a spatial and social concept with a fragile contemporary exist-
ence. traditionally, the use of this term is associated with the existence of a common denominator char-
acterising a place, whether architectural, topographical or social. We use the term “neighbourhood” 
or “district” when referring to an identifiable area of a city, differentiated from others. However, an 
increasing number of places relate to a particular collective imagination transmitted, disseminated and 
propagated by media and communication networks. Place becomes not so much a neighbourhood as 
an image, a brand-name, or as emblematic of a particular occurrence, or as something notable. Fewer 
and fewer use the term “neighbourhood” or “district”, and move on directly to name the district. Raval, 
Lavapiés, las tres Mil viviendas, el cabañal, the Bronx ... these are not so much neighbourhoods, as 
labels referring us to a specific reading, conditioned by how they are used and broadcast. entertaining, 
multicultural, dangerous, tourist- or commercially-orientated, in each case, depending on the context 
in which each place is mentioned, will communicate to us one meaning or another. “neighbourhood” 
also transports us to an age of political struggles connected to the capture of the essential infrastruc-
tures for a collective of people living in particular enclaves, newly occupied areas of territories in a pro-
cess of transformation, lacking the minimum services required in order to aspire to a desirable quality 
of life. the word “neighbourhood” maintains its connection with the word “community“, and conserves 
a direct relationship between housing and public space, a kind of habitat where private and commu-
nity acquires an almost logical dimension of proximity. this has virtually disappeared. transnational 
migration, the globalisation of life itself, the multi-local, have contributed to a multiplicity of cultural 
origins among the inhabitants of most contemporary city neighbourhoods, while accelerating mobility, 
or reducing the time of stay in one determinate location, “is thus dissolved, and the interdependence 
between place and community (or society). the act of changing and of choosing location is the godfa-
ther of the glocalisation of biographies”13.

 The local as a producer of new contexts through artistic practice14

Locality is normally related to spatial concepts and questions of scale, but according to Arjun Appa-
durai it is something essentially relational and contextual. the ecosystem where these relationships find 
a medium in which to develop is the neighbourhood (physical or virtual). “A neighbourhood is a context 
or a collection of contexts within which significant social action can be generated or interpreted. this 
means that neighbourhoods are contexts and the contexts neighbourhoods. A neighbourhood is a 
multiple interpretative place”. the relationship between locality and creativity acquires more and more 
force for reasons of reciprocal interest. creators look for local elements of essentiality and particularity, 
which bring an added value to their projects. Within the local sphere, from the perspective of a neigh-
bourhood or municipality, a connecting path from contemporaneousness to innovation through crea-
tivity is sought. there is a need to incorporate elements, which bring added value, attracting attention 
and so making a mark on the global world map. Mostly, the attention of tourists is preferred, or, more 
concretely, of the industry which mobilises the tourist sector, to the ultimate benefit of businesses, and, 
as a consequence, to municipal funds and finally to all inhabitants.
cultural creativity and industrial growth find a combination in the concept of creative cities, which has 
stimulated many politicians and cultural managers in search of something (still rather vague) to end up 
benefiting effectively the populations of these cities. When trying to define these yet to be explored 
«mines of creativity», we may still speak of urban regeneration, cultural industries, organisation, events 
and festivals of cultural tourism. While forms and formats are viewed from cultural policies, locality ac-
quires a predominant role from the point of view of contemporary creative practices. even though the 
normal environment in which these practices are communicated and broadcast belongs in a globalised 
context (expositions, biennials, etc.), in locality they find the events that nourish their stories. Paul Virilio 
concerns himself with noting the relevance of the event where “the scale of value of the deeds can-
not be satisfied with discriminating the general from the particular, nor the global from the local”. the 
speed at which everything flows together blurs a possible border between these polarised concepts. 

12  Beck, Ulrich. op. cit., p. 40

13  Beck, Ulrich. ¿Qué es la Globalización?. Falacias del globalismo, respuestas a la globalización Barcelona: Ed. 
Paidós,  2008, p. 150

14  The part of the text that follows was part of a recently published catalogue following an exhibition curated 
by Ramon Parramon opened  in  Arts Santa Monica  between December 2010 and March 2011, and was originally shown 
in ACVic Centre d ‘Arts Contemporanies between July and September 2009. Catalogue: Parramon, Ramon. Catalitzadors. 
Art, educació, territori. Barcelona: Arts Santa Mònica – EUMO Editorial, 2010. 

Some of the papers presented at the exhibition exemplify some of the issues Idensitat works with. The exhibition 
included Santiago Cirugeda, Amasté, Jordi Canudas, Josep-Maria Martín, Sinapsis, Laia Solé, Tanit Plana and Democracia. 
Some of them also form part of this publication. 
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Manifold relationships may be established based on combining artists’ work with neighbourhood mi-
crocontexts. some of the participating creators in this publication have built stories or representations 
upon altering the daily routines of specific neighbo

 Facts and fictions about participation in art 
Participation has expanded in many areas of our contemporary lives. the realisation of participatory 
processes is common in many activities promoted by both the administration and by small groups or 
specific practices. Any self-respecting strategic plan must foster a participatory process, or risk lack-
ing in legitimacy. these processes are usually understood as a citizen’s right to complement, through 
the exercise of direct democracy, those needs which representative democracy does not attend to. 
even so, whenever any participatory process is set in motion, it almost demands the citizen’s presence 
as a matter of duty.
But a refusal to participate also implies active participation, the citizen crying out silently that the 
activity in which s/he is called upon to participate is of insufficient interest, or that those issuing 
the call lack in public trust. It is also true that noise, distractions, convenience and laziness militate 
against citizens becoming involved in any intitiatives, so reducing our mode of being in the world 
to that of passive spectators. sometimes participation is used as a kind of entertainment for decid-
ing trivial and biased matters, for example deciding on interventions of a decorative nature such as 
a colour, a selection of projects to design a public space, and so on. In these cases, citizens, realis-
ing the limited value of the decisions in play, have little sense of motivation, and if they do choose 
to participate, do not always have the knowledge or the negotiating tools the process requires.  
there are many who want participation or who talk about it, but it is not always possible and, when it is 
achieved, sometimes ends up as troublesome. Participation involves a critical and self-critical compo-
nent, and this is not easily accepted. It requires negotiating and communication skills, and a heavy dose 
of confidence in the completion of a project. Participation is a double-edged sword, a perverse tool 
that social democracy has set in motion to promote a peaceful and democratic society, but in a social 
space where the very conflict is based, and where it must be joined. the link between participation and 
conflict is not easily resolved.
some sectors of the arts are highly conscious of participation. there are many artists and groups seek-
ing to incorporate participatory strategies to influence social space into their practices. As in other 
fields, sometimes these become reality, others, a fiction. However, contemporary art has made various 
attempts to disrupt one-way communication with the audience, so that in the 60’s, certain practices 
began which subsequently continue to be explored. At first the priority was to open up the work of art 
to public participation. thus, there appeared participatory works where the ephemeral event, perform-
ance or the dissolution between art and life went along a wider channel of interaction. even so, this 
is still insufficient if the objective is to dissolve artistic practice among a large number of participants, 
making use of people’s creativity to promote collective action. All of us can develop our creativity, 
if we can find the right environment where we may spend the time, create suitable networks, and 
channel our energy into a potentially transformative project. From spatial practices, in the intersection 
between global and local, among art, architecture, photography and essay, have arisen proposals and 
reflections on the concept of participation. this publication, entitled “Did someone say participate?” 
contains some thoughts on the concept. thus, authors Markus Miessen and shumon Basar say: “Par-
ticipation is simply a tactic of complicit curiosity, scaled up to the space in which you find yourself”?”15 
appealing to Michel de certeau16 when he says that people or “the practitioner” is able to reverse the 
so-called power-dynamic in a given situation, perhaps micro-resistances could be developed, mobi-
lised from the starting-point of everyday practices: the weak becomes strong. And perhaps this resist-
ance could take on a collective dimension. Referring to participation, Hans Ulrich obrist says, “What 
language might we use to encourage and promote participation? I believe this question has not been 
explored in many different spheres, so I think the crucial question is to use a language people can un-
derstand and, eventually, penetrate its use. therefore the process, in my opinion, takes longer to take 
shape. Participation is something that must begin and, we should never forget, must last forever”17.
creativity, collective action and artistic practices brought together with the neighbourhood must be 
dealt with through the intersection of different disciplines: art, architecture, social work and polítics18. 
We are facing a changing landscape with reference to collective action, demanding the necessity to 

15  Miessen, Markus y Basar, Shumon.¿Alguien dijo participar? Un atlas de Prácticas Espaciales. DPR-Barcelona, 
Barcelona, 2009, p.29

16  de Certeau, Michel. op. cit.

17  Miessen, Markus y Basar, Shumon. op. cit., p.18

18  For more information, see http://idensitat.net  and pages 1 and 2 of this text
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expand creative processes beyond the disciplines, which have traditionally been recognized as their 
promotors. to address certain practices from the perspective of disciplines becomes obsolete and 
ineffective if the aim is to expand the capacity for action which creativity can provide; creativity, under-
stood as the tool and the political weapon every citizen has when put into circulation and establishes 
ways of relating to others. “creativity reaches a recognition, in the widest sense, not only as the produc-
tion of novel objects or novelty forms, but also as a capacity to solve problems and exploit resources in 
unprecedented ways”19. to expand creative ability, to devote the necessary time and effort that entails 
into something that can be articulated collectively, to be able to instill the confidence to share projects, 
acquire the ability to communicate so that others understand the need to engage in a project, this is 
delving into the strategies of something that is in danger of becoming too spoken of: participation.
Doubts which arise over how to address participation, where to apply or when to promote it, are re-
duced if we have not the whys and wherefores. Participation may be considered simply as a mechanism 
to involve people. “Involvement” is used here in the sense of making people participants of a network, 
but also in the sense of commotion, confusion, mixing them up in something that affects all of us. If it is 
not clear why it is necessary to begin a participatory process, what may be on offer and what result is in-
tended, if it is not known in which social space the work will take place, if the process is not transparent, 
better not to “involve” people in a “mix-up”. If the goal is to augment critical capacity, enabling under-
standing, create processes to exchange experiences and promote change affecting the context, then 
we are promoting social creativity to apply to collective action. It is irrelevant if this happens through 
artistic practices, practices of cultural revitalisation or collective architectures, since the aim is to incite 
change. It is in fact a political act because it engenders a potential and a will to change, through which 
every citizen exercises her or his right to participate in building the world in which s/he lives. For some 
this is the neighbourhood, for others the city, and for still others a continuous transit between locations. 
to participate in these processes of transformation is a right, as David Harvey has pointed out “the 
right to the city is, therefore, far more than a right of individual access to the resources that the city 
embodies: it is a right to change ourselves by changing the city more after our heart’s desire”20. But 
it also reminds us that it is a land of confusion, conflicts and violence, as history has shown. calm and 
civility have been the exception. the city and its neighbourhoods have been scenes of creative destruc-
tion, but they have survived and through new creative actions have been reconstructed, reinvented, 
and have even proposed innovations. this participatory process involves both creative and destructive 
practices. this is why political managers are frightened by it, and why they tend to place it under strict 
control. the “council of citizen participation” existing in most municipalities is, perhaps in many cases, 
a tool to control and domesticate participation, more than a tool to enhance it.
Art is suffering a systemic crisis that converts the present moment into a very powerful tool when seek-
ing alternative routes, and to develop practices that justify their existence and work in social space. 
there is a will for change, with many people impelling projects towards their conclusion, and everyone 
must learn others’ methodologies in order to be increasingly effective.
collaborative processes are imposed on many contemporary practices. Hal Foster speaks of a “promis-
cuity of collaboration” in a text that challenges the concepts of participation and collaboration in con-
temporary art, which, he says, leads to a “promiscuity of installations”21  to be seen in many biennials. 
Installations, which, according to Foster, agglutinate numerous texts, videos, objects, causing a more 
chaotic than communicative effect. the art created in these circumstances, in many cases, causes con-
flicts of visualisation in these traditional spaces of representation. In this kind of work, many elements, 
such as debates, meetings, experiences and agreements, take on fundamental importance. All these 
elements form an essential part of the process of creative socialisation. In many cases, they become 
the work itself. these kinds of processes are not easily translated into a limited exhibition space, which 
remains essential in the field of art. Projects based on collaborative and participative processes can-
not be analysed using the habitual logic of staging, as they form part of a cross-disciplinary landscape 
stimulating new cultural practices, which may actively influence social context.
I believe, in this case, that we must speak of cultural action, rather than art, architecture, economics, 
law or any other discipline related to many of the nuances in the works presented in this publication. 
According to teixeira coelho, cultural action consists of establishing bridges between people and 
the project, allowing them to participate in the universe of culture. the project acts as a mediator for 
people to interact and develop their creative dimension in a common or shared area of interest. one 
of the objectives consists of dispelling the lack of social communication by reducing “the temptation 

19  García Canclini, Néstor. Lectores, espectadores e internautas. Barcelona: Gedisa Editorial,  2007, p. 54

20  Harvey, David. “El derecho a la ciudad”. [online article]. Kaosenlared.net, at: <http://www.kaosenlared.net/
noticia/el-derecho-a-la-ciudad>, 2008, [see: 30/11/09]

21  Foster, Hal. “Chat Rooms//2004”. En Bishop, Claire (ed.). Participation. London: Whitechapel Gallery. Cam-
bridge, Massachusetts: The MIT Press, 2006, p.  190-195
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to inertia and passivity that indiscriminately affects most people in times of mass communication”22. 
to suggest that these projects form part of cultural action is to recognise that they are proactive in a 
socialising task to encourage critical thinking, propose alternatives from a creative starting-point, build 
experience in co-participation and in some cases, may lead to the continuation of a longer-term objec-
tive, acting as germ, nursery, tool, or to revitalise other projects.

22  Coelho, Teixeira. Diccionario crítico de política cultural. Cultura e imaginario. Barcelona: Editorial Gedisa, 
2009
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KUNSTrePUBLIK produces site-specific projects and gener-
ates strategies for unused and mutable public spaces. In La-
hore, Pakistan, the collective KUNSTrePUBLIK developed Sky 
Limit renting a rooftop and loft space over the city‘s market 
as a production, exhibition and public art debating space. 
This space, between two roofs, where children play, women 
dry their laundry, men bow in prayer, shave, or build pigeon 
houses, is located over a market where buildings stand side 
by side, without separation space and where all the residents 
are known to each other. In the buildings all empty space 
has been used in a practical way.

This architectural structure, void of zoning laws, and the me-
dieval structure of the street market are visually bombarded 
each day with advertising for both traditional and Western 
products.

Sky Limit Walled City offers a rare perspective to create 
site-specific art. The interaction of contemporary art and 
this largely conservative neighbourhood subverts approach-
es and responses. As in the construction of the building, Sky 
Limit Walled City invites the creation of more spaces and 
layers in this dynamic place. The first exhibition at Sky Limit 
Walled City was produced in November 2008. The space is 
now managed by a team of local artists, with the aim of con-
tinuing to generate local interaction. The Lahore Residency 
2009 organised by the artist collective Vasl Arts in coopera-
tion with the Anne Marie Schimmel House (Lahore Goethe In-
stitut) took place in November 2009. For a period of 2 weeks 
artists from Pakistan, India, Iran, China, Scotland, Nepal and 
Germany shared a house and were working on site specific 
projects in the city of Lahore.

Platform for Public Art  

in old town (Walled city), 

Lahore, Pakistan
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Harry Sachs 
Occidental Ceremony

luxury car, donkeys, bulls, rope

Occidental Ceremony is a fictitious procession 
with two white donkeys, two white bulls and 
one white mercedes car. the car was towed by 
these four animals through the narrow streets 
of the old town of Lahore until it got stuck.
Anybody could join the ride transforming the 
imported mercedes luxury car to a simple local 
medium of public transport. 

Philip Horst
Boxed

wooden box, 5 men, horse truck

A large wooden box, typical for shipping art 
works, was manufactured by a local woodshop. 
A white male was then transported inside the 
box on a horse truck through the streets of 
Lahore. 
After arriving in the walled city, the box was 
carried by four men through the lanes
of the old city, joining the many cardboard-
box-carriers.
At sky limit platform the box was put to the 
ground, opened and the white european man 
is stepped out of the box. 
Boxed was documented by video cameras 
inside and outside the box, edited to a 3 min 
video;  shown at sky Limit Platform as a small 
scale projection on a wall from inside the box.

Matthias Einhoff  
y Markus Lohmann
White Cube

In their piece White Cube, Markus Lohmann 
and Matthias einhoff question the white cube 
as a significant stereotype of their cultural 
background by utilizing a different stereotype 
known from industrial production: product 
piracy.
situated in the Sky Limit Walled City indoor 
platform in Lahore’s main trading district, 
Lohmann and einhoff finish the interior 
construction of that floor by installing the 
cliché of a western european gallery from 
the turn of the millennium: grey floor, white 

walls, a desk made from exposed concrete 
with a white Apple notebook on top. In the 
background the lounge music classic “La 
Femme D’Argent” by Air can be heard, whilst 
people enjoy a bottle of Becks beer.
All these artefacts are manufactured by local 
craftsmen and with regionally available materi-
als from the old part of town, using the techni-
cal skills usually applied in duplication: beer 
bottles made from casting resin with hand-
painted product labels, an exposed concrete-
look-a-like table printed on foil, a notebook 
made from white marble, and two musicians 
from Lahore presenting their interpretation of 
the Air song with Tablas and drums.
Within the context of a staged gallery, this 
perfect imitation of western goods by Pakistani 
craftsmanship represents a distorted version of 
the antique notion of Mimesis as the prototype 
of artistic expression.
By staging this pseudo-gallery in the context 
of sky Limit project space, Lohmann and 
einhoff question their possibilities as artists to 
actually intervene in public space without colo-
nizing or applying preconceptions of foreign 
or exotic. Rather than commenting on this un-
familiar culture, they opted instead to draw at-
tention towards this conserved form of western 
bourgeois representation and develop a fresh 
starting point for a candid look outside.

Ayesha Jatoi
How Many Women

20 feet by 10 feet
Print on flex mounted on billboard

this project was concieved after the artist con-
ducted a tally count of how many women she 
could count everyday in the walled city area 
of  Lahore for one week. Women are gener-
ally not seen in abundance let alone in equal 
numbers to men in Lahore’s inner city visual 
landscape. this gives the illusion that certain 
areas in the inner city are hostile to the pres-
ence of women, especially to a young female 
artist venturing into these areas to ‘make 
public art’. the artist decided to challenge this 
apparent hositility head on and pose a ques-
tion in the local Urdu language “aap ko abhi 
kitni aurataein nazar aaraheen hai?”, i.e. How 
many women can you see right now?
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Watching the recent events in post-election tehran on television, I was struck force-
fully by the interdependence of urban planning and the possible forms of revolution. 
As I became familiar, from the steady stream of news, with names of neighbour-
hoods I have never visited and their importance to the flow and assemblage of 
people, I wondered how the present uprising might be different if the various prox-
imities and connections that make up this seething city had been radically different. 
After all, it is the constraint of any given space that makes possible the formation 
of a crowd, as distinct from a pure multiplicity of undifferentiated people; and the 
overflowing of that space creates the idea of a ‘public’, seen as an exceeding of the 
visual frame (which is in today’s terms almost exclusively the frame of the camera). 
the role of the town square in the mythos of revolutionary movements is not acci-
dental; the square, which is a curated simulacrum of bare earth, or of terrain unmedi-
ated by pathways and roads to somewhere, is also the site of sociality as it merges 
with governmentality. Where else can people walk under the impression that they 
are free to turn in any direction, only to be confronted in each direction with the 
most powerful symbols and citadels of state, corporation and church? Yet it is the 
occupation and filling to the point of overflowing of these spaces that has given us 
some of the most powerful images of 20th century revolt including tiananmen and 
Azadi square. similarly, we are familiar with the conversion of a road into a march, 
the overwhelming or denial of directional possibilities that characterizes powerful 
protests (and their mediated presentation: we are rarely shown the last stragglers 
in a march: to be effective visually, a protest must stretch to infinity beyond a street, 
and spill like a river into the sea, into the turmoil of a square). In short, the square is 
the name, my name, for a place of ecstatic public being- temporally and spatially 
existing outside the present or the present body1.

 Lahore
Pakistan, Iran’s eastern neighbour and a country with similar politico-theological  
tensions, is a country in the process of excising its past from its memory. this move-
ment towards oblivion is in fact also an attempt to disentangle itself culturally and 
historically from its geographical location in south Asia, and to entrench itself in a 
purely Islamic conception of history as a recreation of a golden age. As a result, Paki-
stan’s officially sanctioned histories have become increasingly Middle eastern; and 
this obsession with the desert landscape where Islam originated has come side by 
side with a growing tide of broad disregard or contempt for everything that is non-
Islamic, non-Arab in origin2.
An example: Lahore is the most venerable, the most historic of Pakistan’s cities, 
containing as it does still the heart of an ancient city, medieval ruins and monu-
ments scattered around the locus of a Moghul capital. this is the condition of a cer-
tain kind of city, discussed by Freud in Civilisation and Its Discontents3 and exempli-
fied by Rome, with its crumbling walls, reeking of the past. For Freud, this kind of city 
functions as a half successful metaphor for a damaged memory, deprived of the infi-
nite recall of the normal brain. superficially, Lahore seems to be this kind of memory 
apparatus, with the old city now walled in by the new, medieval buildings nestled 
within the brutal shadows of pure concrete exigency.  However, where Freud  leaves 

1 It is also worth recalling that the original city squares were possibly the convergences of 
crossroads, the negative spaces congruent with the architectures of government, religion and mercanti-
lism. The great roads ended in the market square or the church square or the city square, or else exten-
ded out from it; in either case, it is in the square that modern sociality was made, through a multiplicity 
of gazes, the enabling of self reflexivity (I know I can be seen), the presentation of choice (of speed, 
direction, activity); I would like to claim that the square or its equivalents are the sites of the birth of ‘the 
Public’ as a shared social imaginary. 

2 The systematic de-mythologising of the past can be seen as part of a larger Islamic suspi-
cion towards myth, especially those myths associated with jahiliyya or the pre-Islamic time of ignorance. 
This suspicion lies at the heart of several kinds of Islamic historical projects and temporal attitudes that 
do not suffice in themselves to remove any doubt about the non-mythological origins of this particular 
religion. For a detailed survey, see: Philip F. Kennedy, “The Discovery at Mada in Salih: Myth or Artifact?” 
The Journal of the American Oriental Society 118.3 (1998). Similarly, the modern Islamic city tends to be 
effectively demythologized in terms of its relationship to its own past.

3 Freud, Sigmund. Civilization and Its Discontents, trans. David McClintock. London: Penguin, 
2002
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this metaphor aside as imprecise, I would like to extend it, provisionally and without 
justification. A city can be seen as a kind of memory or archive (albeit damaged or 
imperfect since an old and new building obviously cannot occupy the same site 
simultaneously). But if we are to assume this equivalence or metaphoric linkage, 
what kind of architectonic structure do we see in Lahore that lends itself to the idea 
of a public space or a public consciousness? In other words, the space of a public? I 
contend that there is no such place in Pakistan, because the city actively conceals its 
memory, its historical architecture, by severing relations of form and function with it. 
Without a relationship to the past, even the past as idea, there is no possibility for a 
public to imagine itself; or more precisely, for an individual to imagine himself as part 
of a public. the square, in its many manifestations is simply one example of how the 
human is situated ‘ecstatically’ within a city.  the new city of Lahore, without these 
broad public spaces or consideration for the visual cohabitation of past and present, 
is unrelated to the old almost entirely- except by the accidents of congruity. the old 
is like a wound that is covered with a scab, or a repressed memory, to continue a 
Freudian line- and here another structure is suggested: torok and Abraham, in their 
analyses of fantasy4 describe the event of the psychic wound as a vault or crypt, 
where the memory of trauma is kept invisible. Yet this crypt itself can be the origin of 
a powerful haunting of the psyche [even as the original wound is repressed] through 
fantasy and desire for the repressed object or memory. In an Islamic country, all that 
is not of the imagined desert of Mecca and Medina is a wound5. the past, Hindu, 
sikh, christian idolatrous, is a trauma. the destruction of the possibility of a public, 
the encroachment on public spaces, the covering of the wound and its traces- these 
are the desperate and violent acts of the crypt-makers, the ideologues, or else of an 
ideology itself, unconstrained and insufficiently opposed. there is no public, only 
the ummah. Desire itself is the enemy.

 Berlin/Lahore
the Berlin-based art collective KUnstrePUBLIK (best known for their hosting of 
public art projects under the umbrella of  Skulpturenpark Berlin-Zentrum)6 directed 
a recent project that involved, in part, identifying a generic concrete building in the 
heart of the ancient crypt-city of Lahore, and converting its top storey into a simula-
tion of a european art gallery. not just a simulated space in fact, but a time: an art 
gallery, on the day of an opening, complete with ersatz beer bottles (crafted in the 
neighbouring bazaar) lying artfully on the floor, white Macbooks (carved by the local 
headstone maker from marble) on a reception desk, a live band attempting a cool 
ambient sound on the instruments sold in the area’s music shops and used most 
often in the old city’s famous brothels. Is it incongruous to think of such a private 
event, a fake ‘opening’ visible only to those in the know, as a ‘public’ art project? I 
think there was a realization of something I have been attempting to outline, implicit 
in the work. that is, there is no way of approaching the public sphere in Pakistan 
today, other than by looking at the site of its repression, and the manner of this re-
pression. the gallery KUnstrePUBLIK created, cradling only the dead artifacts of an 
art culture (that they themselves speak for in a sense, or carry in the sense of a virus), 
is itself a vault or a scab. A crypt, then, inside a crypt: a ghost haunting a ghost.
What is accomplished or opened up by this transaction? the empty gallery high-
lights of course the fact that no gallery or exhibition space is ever really empty. 
the apparatus of display and the institutional conventions of ‘showing’ work, 

4 Abraham, Nicolas y Torok, Maria. The Wolf Man’s Magic Word: A Cryptonomy, trans. Nicho-
las Rand. Minneapolis: University of Minnesota Press, 1986

5 The great theologian and historian Ibn Khaldun writes of the Bedouins that they do not 
know how to build lasting buildings or good cities, as they look only for pasture for their camels, and for 
none of the other advantages, climatic or connective, that a successful city should have (Ibn Khaldun, The 
Muqaddimah, trans. Rosenthal, (Princeton, 1989)).  Perhaps this anti-civilisational attitude, which persists 
in some Bedouin tribes of today that refuse national boundaries, is also linked to a particular relationship 
to history and memory which is at odds with the ‘archive drive’ of civilization as we know it.

6 It is interesting to note that parks are also sites or simulacra of an original but now extinct 
commons, of a certain bare life; but inasmuch as they simulate wilderness, albeit a domestic version, 
they are not sites for the formation of a Public or for the gathering of a crowd. They are however, 
extraordinarily successful locations for tribal or heretical or perverse behaviour, outside mass sociality or 
the gaze of the government.
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require particular techniques of invisible support, and are themselves the first key 
for understanding the code of contemporary art. But beyond this straightforward 
point, the empty gallery (Skylimit-Walled City – indoor platform) by failing to be invis-
ible, by highlighting itself instead of a collection of saleable cultural products, fails 
consciously to achieve a transcendent position in relation to culture itself. Sky Limit, 
as space and as event, remains entirely immanent within the inescapable network 
of the city that hosts it, while being entirely distinct; it is incorporated in the body 
of the city immediately and without lag. this is a signal of a politics of art, a resis-
tance to the idea of a transcendent art that transcends at the price of bondage to its 
support- but also a necessary tactical move, given the apparent absence of ‘proper-
ly’ public spaces in this city of intricately linked narrow alleys crammed with 4-wheel 
drives and broad tarmac roads blocked by donkey-carts.

 Karachi
I am writing these brief generalisations and exaggerated speculations now, in a 
city that is not as old as Berlin or tehran or Lahore, but is larger than any of them. 
Karachi, by the sea to begin with, now stretches in every direction into a vast swathe 
of commercial districts and slums and posh suburbs mingled without order, strung 
on or squeezed in as the pressure of population or demand or supply requires. 
Again, this is not a city designed around vantage points or natural features. Vision 
has denied the prospect of encompassing the structural or geographical relations 
of a location, as hills are dynamited to resemble deserts traversed by roads and the 
sea is obscured by unlicensed development. this city, even more than Lahore, is a 
city without a public; a city of the ‘masses’, of invisible and incoherent people. Yet 
here, on the shores of the Arabian sea, I think again of Freud and his discussion in 
Civilisation and Its Discontents, of the “ozeanisches Gefühl”, the mysterious feeling 
of being connected to something oceanic and larger than oneself, which supposedly 
constitutes religious feeling. Freud, the most human of the men of science, profess-
es to being puzzled by this, having never experienced such a feeling before himself- 
and explains its occurrence in some people as a vestigial feeling from before the self 
has disconnected itself from the world to form the ‘I” of the individual ego.
But is it necessary for this feeling to be directed solely towards a God or King or 
Imam or ‘Big other’? Perhaps this feeling of being connected, interdependent, is 
itself the experience of publicity that I am trying to pin down here- the feeling of 
existing outside oneself, in the sight of others, but also in the sight of something 
more impersonal and inhuman- ‘History’, perhaps, or a special kind of temporal-
ity. squares or monuments offer us the loci around the memory or shared image 
of which a public forms. Is this a good thing in itself? Are the existence of a public, 
and the existence of public spaces, necessary adjuncts of civilisation? Are urban 
public spaces the only spaces today to talk of civilisational discontents? How do we 
test the inevitability of this opening and of this civilizing process? And is the absence 
of a Public as such- or indeed the absence of art- in ‘developing’ parts of the world 
an opportunity for new politics and strategies? to what end? these are possibilities 
for public art and revolutions to explore.
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Project promoted by Idensitat and can Xalant,  
centre de creació i Pensament contemporani de Mataró
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Time past and time future 

What might have been and what has been 
Point to one end, which is always present. 

 
T. S. Eliot, Four Quartets

MAPA DE MATARÓ is part of the project EL REVÉS DE LA TRAMA (THE OTHER 
SIDE OF THE FABRIC), conceived during the workshop Alternative Defeats: Now/
here Mataró (can Xalant, september - october, 2008). A work group arising from 
this meeting and comprising Roser caminal, Ismael cabezudo, Laura Marte, cecilia 
Postiglioni, Daniela ortiz and Anna Recasens, has been working with Rogelio López 
cuenca in a research concerning the definition of a “different” geography of the 
city, by means of tracing itineraries which can allow us to cross local history in several 
ways to visualize simultaneously aspects normally considered in isolation, classi-
fied and frozen in time, enclosed in specific spaces; a crisscross vision starting from 
unplanned geographies of everyday life, and relating them with global processes in 
which these are both consequence and protagonists.



36
37



37



38
39

The manifest discourse, therefore, is really no more than the repressive 
presence of what it does not say; and this ‘not-said’ is a void that 

undermines from within all that is said. 

Michel Foucault, Archaeology of knowledge

this MAP OF MATARÓ proposes to unravel the skein of history in multiple stories, 
like a rhizome starting with the net woven by the recurring thread of the textile 
industry in Mataró and those topics with which this one interlaces within time: the 
crisis of industrial capitalism or the globalization of markets, but also, and espe-
cially, the way in which power and violence bear directly on the bodies and the lives 
of the individuals - for example, the massive movements of people moved by the 
demand of workforce, or the incorporation of women to the wage-earning labor 
market and to public space. the map proposes a polyhedric cartography; flexible, 
versatile, capable of receiving and answering to the multiplicity of perspectives that 
coexist in a place and its memories.
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In the Greek tragedy the centre of the scene was almost always occupied 

by The heroes, the ones in direct contact with the gods. Everyday life has 
reserved a subaltern, faceless space; the chorus. It is formed by women, 

children, slaves, old men, beggars, disabled people …

José Nun, The rebellion of the chorus

subjects have been chosen, their limits defined and a scheme established in which, 
like constellations of relationship and derivation between different personal aims, 
the group’s common aims do not vanish. to this effect, the incorporation of a per-
spective of gender arises as a mobile and permanent axis of the project due to its 
constant rôle in history that has suffered a lack of consideration as to its importance.
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The same happens to the city as to all things subjected to an irresistible 
process of intermingling and contamination: they lose their essential 

expression and ambiguity takes the place of authenticity.

Walter Benjamin, One way street

the map, as a format chosen for the formalisation of the project, implies a rejection 
of the authoritarian and linear story: it is a plan upon which to  locate a proposal with 
multiple readings, and itineraries on the memory of place. 



41
At the still point of the turning world 

T.S. Eliot, Four Quartets
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During the last few decades, the question of public art has drawn behind it a huge 
number of debates with different aims, some with greater success than others. Per-
haps it is due to this long tradition that, as new contributions accumulate, these must 
be submerged in the most awkward nuances of the matter. Within this process - as 
with any other topic - the problem could so easily end up atomised, settled comfort-
ably inside its own anecdotes. In other words, even though the debate needs con-
tinued development, the original plane of ideas from which its own raison d’être was 
derived should never be forgotten. Aiming to relieve this possible drift, we will, with 
these notes, attempt to recognise the crossroads at which artistic practices in public 
space find themselves, according to previous directions and much more importantly, 
depending on its relations with social space.
 two different dilemmas have been distinguished within subsequent and 
customary definitions of public art. even so, as we will attempt to summarise, neither 
proved sufficient to explain the ends pursued by these practices. the first rather 
obvious dilemma was established between two possible alternatives. on the one 
hand, the traditional notion of public art based on public sculpture and monumental 
logic, and on the other, the necessity to supersede this banal use of arts to “mu-
seumify” the city, through practices of reconquering public space and rescuing the 
public sphere itself as a place for critical culture. Undoubtedly this first dilemma was 
resolved, without any entailing paradox, by the dual victory of both alternatives. 
While the conventional logic of the monument has remained a deeply rooted genre 
in most common public policies, the defence of public art practices committed to a 
definition of participative social space, has been imposed clearly, in turn, within art 
theory and the promotion of cultural events.
 the bid to reconquer public space took over the theoretical debates thanks 
to its undeniable benefits. In opposition to the traditional discipline of monumental-
ity and its hegemonic narratives, artistic practices advocated strategies by which 
social agents might solve their own processes of representation, explored the si-
lenced side of collective memory, and promoted interventions more concerned with 
creating use value for the arts over the simple production of material objects. But, all 
this baggage of commitments very soon demanded the clarification of theories and 
the creation of tools suited to the main aims of every action, in such a way that, the 
debate around the monumental tradition having been resolved, the first dilemma 
was left behind, waiting for an extremely fine-tuned introspection.
 the second dilemma did not take long to present itself and, to a certain ex-
tent, arose as a direct consequence of how the practices of public art were co-opted 
within the institutional framework. In effect, just when it seemed as though the 
aesthetic strategies around monumentality had once and for all been superseded by 
less formal practices, more attentive to content, the Museum turned into the prin-
cipal defender and promoter of the very idea of public art, creating a new dilemma 
between what might be called the “political artist” and the “active artist”. the first, 
enthroned thanks to the Museum’s own interest in public art, approached social 
conflicts without modifying the real conditions which brought about the generation 
of a symbolic production. In other words, the political artist was a maker of visual 
documents ready to join the collection of any institution, without which his work 
would have no capacity to intervene or modify the reality on which it fed. In opposi-
tion to this new aesthetification of the public realm, the active artist works outside 
of the institutional context and within the real situations to which he refers, incor-
porating his skill and creativity into existent social dynamics which, by means of this 
artistic contribution, can amplify its demands and its visibility. this new dilemma 
between the political artist and the active artist also was quickly and cleverly enough 
solved, at least, to end the debate with suspicious equity.  Again both contenders 
satisfactorally settled their accounts, though now this double victory was managed 
very differently than in the previous dilemma, as both profiles fused to achieve the 
same results. the process by which this conclusion was reached was simple: predict-
ably, the active artist  took over the renewed theoretical debate, and effectively his 
works, properly edited, substituted for those of the political artist on the walls of the 
same museum. 
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 the situation which we have come to after this second dilemma, accepting 
for now its excessive simplicity, is the one settled in the current scene. this entails 
that the debate over public art practices  remains excessively slanted by institutional 
and museographic determinants affecting it, to the detriment of the necessary 
examination of its conceptual perspectives, its ideological foundations and its pos-
sible conditions. In a certain way, a necessary self-reflection remains outstanding 
since the resolution of the first dilemma. It is from this perspective that we suggest 
that a point of departure should be recognised allowing us to explain the terms of 
the debate and, consequently, to contribute tools for establishing criteria of judg-
ment in the face of a flood of practices in public space. this line of departure may 
be very simple.
 to study social space it is essential to distinguish between an “urban event” 
and the communal structure. the first derives from real, more or less informal and 
spontaneous practices; whereas the community appears as a crystallized reality that, 
in some way, encloses events within a barrier of rules and behaviours to guarantee 
the illusion of peace and social cohesion. no need to delve into the long tradition 
of evidence from the social sciences regarding the instability of urban events; and 
no need either to delve into the evidence that organisation and control of social 
practices in the service of an urban project has its most effective tool in town plan-
ning. Having stated this dilemma for any kind of approach to social space, it’s worth 
considering now if artistic projects designed in and for public space aim to analyse 
events or, on the contrary, assist in the events’ processes of cohesion and integration 
towards the horizon of the communal. this could be the third dilemma, in the face 
of  which artistic practices should be recognised and located in the public space.
 Artistic projects investigating events (apart from acting as fascinating 
accounts of the accidental and the unforeseen and which, from this perspective, 
should be analysed as symptoms of healthy boredom and laziness) have as their 
essential aim the interpretation of events as indicators of  conflicts, differences 
and codes of exclusion operating within public space.
 this unequivocal imperative for the public art of the event, nevertheless, 
could equally be resolved by techniques of detection or intervention. note that, 
in this double possibility, in fact, the echo remains of the previous dilemma between 
the political artist (distant from the subject), and the active artist (actively involved 
with the object of analysis), so that from now on the processes and tools of work 
must be qualified in order to avoid the debate stalling in the same opposition.
 the detection of conflicts and fissures is, effectively, a kind of art practice 
submitted to the constant danger of ending up as a simple representation of the 
event, without any capacity to modify the conditions which produced the images 
themselves. therefore the most common and preferred process of approach-
ing the event is to design cartographic procedures which allow to locate, quantify 
and report rather than end up as a representation. 
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 cartography has become a genre in itself; but it must be remembered that 
the same cartographic science has been a habitual instrument of power used to 
control space, determining the place and the degree of visibility of things. so, for 
this kind of artistic practice, the authentic challenge consists in designing mecha-
nisms and conceptual perspectives for encouraging cartographies differentiated 
from conventional use, whether highlighting their flexibility (weak maps, in need of 
constant update and/or aware of their condition as a real time document) or through 
approaches which deconstructs the conventional territorialisation of space.
 At the same time, tactics of intervention in the conflict itself contained 
within the event take part in an aesthetic radical twist: the comprehension of art, not 
as a story of closed narratives, but as the creation of devices to facilitate the opening 
out of narratives. this twist also carries all kinds of consequences. 
 Firstly, it provokes a hybridisation of knowledge between artistic creativ-
ity and all kinds of underground knowledge behind the event (recycling, sabotage, 
invisibility, etc.). secondly, the intervention is forced to work from a partial and local 
perspective, from involvement with the concrete event, rendering the same work-
process ineffective within other contexts and circumstances. Last of all, however, 
the intervention, as far as it aspires to be part of the event in real time, becomes col-
laborative, strengthening the social transformation inherent in the event itself. this is 
the determinant point of our argument about the third dilemma. 
 effectively, arts projects intervening in events, even if they do not seek to 
alleviate conflict, but to detect or even provoke it, contribute to a wider propagation 
of their transformative energy, through which they accelerate the possible articula-
tion of processes of self-consciousness processes in those who suffer the conflict. 
this kind of empowerment or process of training narrowly opens a possibility for a 
public art commited to processes of community cohesion.
 this contribution to social cohesion is open to interpretation from two dif-
ferent perspectives. Firstly, it may be understood as helping the hegemonic classes’ 
aspirations and narratives to silence social space through different contracts and 
consensuses. this illusion of social peace always carries, as a matter of necessity, 
an oversight of any urban event that could disturb it, so that any art project with a 
public emphasis aiming for this kind of disturbance, only fosters from the very start 
its own cancellation at source. Rejected.
  the second perspective from which to set up a contribution to social 
cohesion, lies in the potential of  public art events as promoters of processes of 
self-awareness. In fact, only as long as art projects intervening in conflict can provide 
tools to coordinate the underlying social forces, in community, motivated by com-
mon aims, then the same projects, rather than contributing to a conservative social 
cohesion, provide the backbone of new representative agencies able to join in 
social space where differences are constantly under deliberation. this is the narrow 
horizon of possibility for artistic practices in public space, driven by the illusion of 
social cohesion: not reinforcing established accords, but prompting the appearance 
of new social representatives who force permanent renovation on social contracts.
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this project is summed up by a young artist’s remark when he found out we were 
organizing our activities on the periphery of Mexico DF: we had forgotten to spread 
the word, nobody was hearing about what we were doing, nobody was seeing it. 
this is precisely what the current project is about: those who are somebody, and 
those who are nobody; and what it is that makes us somebody or nobody.  

the Portable Centre of Contemporary Art (Centro Portátil de Arte Contemporáneo, 
or CPAC) is the meeting point of two lines of work developed for several years by 
Maria Maria Acha and I in the Antimuseo. the first line of work we might identify 
with author suzanne Lacy’s1 nGPA, an expression through which she has attempted 
to include a wide typology of artistic practices that exceed the conception of public 
space as a geographical place of property or communal use to include in it the 
structure of social networks and institutional practices that determine “the public 
sphere”. the second line is an attempt to subvert the institution of the museum 
through portable or ephemeral infrastructures for the exhibition of art, which we 
called Micromuseums (Micromuseos)2. 

Between the years 2003-2007, when the Ojo Atómico - now Antimuseo - was in Man-
tuano street in Madrid, two important events for the construction of this discourse 
took place; the exhibition “How do you imagine your neighbourhood square?”, in 
2005, and the project Museum of the Defense of Madrid (Museo de la Defensa de 
Madrid) in 2007/08. In the first, we took an active part in a local controversy regard-
ing the future of Prosperity square, la Plaza de Prosperidad, which, at the request 
of the association representing local businessmen and entrepreneurs (“La Aso-
ciación de comerciantes y empresarios López de Hoyos”), would have been rebuilt, 
eliminating green spaces, the children’s playground and almost all benches and 
other street furniture. We contributed to the mobilisations undertaken by several 
neighbourhood organizations, with an exhibition, conferences, a graphical survey, 
a free magazine, artists’ works and a performance in the square. But above all, we 
managed for the first time to break down the barrier separating us from our neigh-
bours and to include them in the Ojo Atómico’s audience. the name "Antimuseo" 
arose from this experience, with the idea of communicating the nature of our work 
in the most direct and striking way to this audience, usually unaware of the big de-
bates in current arts3. 

the Museum of the Defense of Madrid was an attempt to recover the memory of 
this historical event in the civil War by means of a fictional institution fabricated in 
a cart that I myself pushed through the street. Apart from political considerations, 
the artefact indeed functioned as a museum and its nature as an artistic object was 
not forced: it was a sculpture activated by means of performance, at least for the 
audience of pedestrians in the street4. 

From these experiences, Maria Maria and I decided to develop an architectural pro-
totype that allowed us on the one hand to carry out activities in public space, that is 
to say, a new space for the Antimuseo more consistent with our philosophy- and on 
the other hand and at the same time, to develop a methodology that served to artic-
ulate a relationship with social groups which are not audiences of contemporary art, 
not even potentially. We applied for two grants to develop this project in two cities; 
one intended for Madrid, and the other, which finally received an award, for Mexico 
city. this city has provided us with an exceptional testing ground, as much because 
of the dimensions and complexity of its conflicts –which in some way prefigure 
the habitat of half the world’s population by the end of this century- as because it 
offered a structured and well-developed cultural environment. the Federal District 

1 Lacy, Suzanne Ed. Mapping the Terrain, New Genre of Public Art. Seattle: Bay Press, 1995

2 See links at http://www.ojoatomico.com/textos.html August 2009

3 http://www.ojoatomico.com/etapatres/producciones/comoimaginas.html  August 2009

4 http://www.ojoatomico.com/mdm/August 2009
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possesses an excellent institutional fabric, within which there are at least fifteen mu-
seums and centres of contemporary art worth mentioning, besides programs in pub-
lic space and private initiatives. even so, and according to a survey published by the 
national Institute of Fine Arts (Instituto nacional de Bellas Artes), the six most visited 
art museums of this organisation in the Federal District only managed 250,000 visi-
tors out of 20,000,000 inhabitants of the so called Metropolitan Zone of the Valley of 
Mexico (ZMVM)5 which is slightly over 1% of the total population. Here the relation 
between forming part of a cultural audience and the degree of citizenship becomes 
visible and, therefore, so do the forms of exclusion devised by cultural institutions. 
And we say “becomes visible” because this proportion is no worse in Mexico than in 
developed countries with regard to its industrial base, relocated in remote territories 
since the 80s and, therefore, with no physical possibility of the working population 
accessing the cultural institutions that their work finances.

In the first phase, we contacted cultural and training centres linked to regions 
with serious deficiencies in all kinds of provision: in safety, hygiene, education and 
employment, as well as symbolic deficiencies. Institutions like FARos6 and cultural 
centres of universities – such as the Museo Universitario del chopo or casa talavera- 
gave us access to artistic and/or political groups with the profile we were looking for. 
this profile was very broad: youth groups, active in these kinds of regions, develop-
ing projects in which culture - also in a very broad sense- was projected towards 
the construction of identity and overcoming marginalisation, and towards solving, 
or condemning, specific situations. At the same time, we invited several artists to 
take part in developing the project, but instead of exhibiting their work, they would 
participate in debates with these groups to contribute to the development of their 
proposals. the second phase consisted of organising these meetings, in which we 
discussed the terms of our proposal so as to reach a point where the interests and 
languages of the other groups would be respected without losing the general orien-
tation of our project, which was related to the creation of public spaces rather than 
to the exhibition of art objects. the third and last phase consisted of executing the 
proposals of each group.

During selection of the groups, a territorial logic appeared, quite by coincidence, 
which took us from the south-east of the city (tláhuac) by the east (Iztapalapa and 
Pantitlán) towards the center (Merced, centro Histórico and chopo) and up to the 
north (tlalnepantla). It is a route of approximately fifty kilometres across a dense 
urban fabric, through depressed areas where self-built housing alternates with the 
great tower blocks, with poverty rates greater than 75 %, very high rates of violent 
crime, and a widespread black economy which in the ZMVM means more than 50% 
of work-places.

In total we worked in six territories: tláhuac, Iztapalapa, Pantitlán - airport, Merced, 
centro Histórico - chopo and tlalnepantla. In each case the model of participa-
tion varied, depending on the different participants in it, and on the nature and the 
formal structure of each proposal. In these areas, specific issues of the city were 
revealed, from male violence to cultural conflicts with indigenous ethnic groups, or 
from the fierce urbanization to the privatisation of public spaces.
the mechanics of our work have been identical in every case: after defining the main 
lines in the meetings, we brought cPAc to the participating groups and we have 
attempted not to intervene in the development of their actions, limiting ourselves 
to filming them.

5 Data 2007  http://sic.conaculta.gob.mx/publicaciones_sic/ebcmV2.pdf Note: As an excep-
tion the  Palacio de Bellas Artes, with near 500.000 visitors, although including the audience to its audi-
torium and opera house.

6 Information about FAROS at the Secretaría de Cultura de la Ciudad de México website 
http://www.cultura.df.gob.mx/index.php/recintos/faros (Search for Recintos  and select any FARO infor-
mation).
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to keep this account brief, I will summarize the actions, and refer the reader to the 
Antimuseo web page in case they want more detailed information:

Tláhuac: municipal district in the south-east of the city, with 85 km2 and 344,000 
inhabitants (IneGI, national Institute for statistics and Geography, 2005). even so, 
it remains an area rich in natural resources. there are seven original pre-columbian 
villages that owe their growth to the influx of immigrants, as well as the downtown 
population relocated after the quake of 1985. the most visible urban conflicts arise 
from rapid development, such as the construction of a metro line, the drying-out 
of wetlands and timber extraction from local forests.

the projects were generated by the teachers of the FARo themselves, and were 
especially aimed at constructing links with the community. For example, Verónica 
córdova organised a symbolic exchange of thoughts in the homes of calle Fausto, 
near tláhuac’s Faro. the cPAc carried 30 flowerpots with pansies (flowers known 
as “pensamientos”, which, translated into english, means “thoughts”). We knocked 
on every door in calle Fausto with the intention of inviting the inhabitants to take 
part. once they agreed, they were given a flower pot and a disposable camera so 
they could take pictures of their houses and their way of living. the cameras were 
collected later to prepare an exhibition.

Iztapalapa: municipal district to the east of the city, with 105 km2 and 1,820,000 
inhabitants (IneGI 2005), fundamentally second or third-generation immigrants. 
A densely built-up area with a poverty rate of almost 75%, large areas lacking public 
spaces, and suffering water supply shortages. the group Laguna Mental, made up 
of students taking part in the Faro’s contemporary art workshop, proposed an ac-
tion of political protest for July 5th, the day on which legislative and local elections 
took place: a march from the FARo up to the Zocalo, the city’s main square, where 
they tore down the excessive electoral propaganda, loaded it in the cPAc, to finally 
purify the area according to a pre-columbian ritual. Political tensions and a military 
deployment throughout the district prevented them from covering the distance 
between Itzapalapa and the centro Histórico, so they chose to start the march from 
the market of sonora, where certain stalls sell objects pertaining to witchcraft, to buy 
items needed to perform spiritual cleansing rituals on trees, posts and walls where 
electoral publicity had been fixed. In the Zocalo, this group joined with another, 
Mexicanos al Grito de Guerra, which was organising a spoiled-ballot campaign as a 
way of denouncing political corruption, while also taking to the town square a load 
of electoral posters to be repainted. Both groups decided to act jointly, removing 
all the posters into the cPAc and go up to the Angel, where yet another group was 
enacting a similar protest.

Pantitlán: We have given this name to the group of communities located between 
Pantitlán’s station and the Mexico city International Airport. they are in the munici-
pal district of Venustiano carranza, which has 33.42 km2 and approximately 450,000 
inhabitants. the underground and bus station of Pantitlán, used by almost 1,000,000 
people a day, connect the state of Mexico’s most depressed zones to the centre, 
and is considered one of the city’s most dangerous districts. Here, we collaborated 
with the collective Arte nativo (native Art), a collective working on the regeneration 
of public spaces, as well as being committed to the conflict of Atenco7. 

their action took place in the “tianguis” (open-air markets) surrounding the station, 
centring on a denunciation of the severity of the convictions imposed upon ejidatar-
ios (day labourers). then we crossed several settlements with the cPAc opened and 
exhibiting political publicity in favour of the day workers. Another day they included 
the cPAc in their activities to recover public space, with a concert and a silk-screen 
printing workshop in the park of the Ícaro. 

7 Website about this conflict www.atencolibertadyjusticia.com August 2009.
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Centro: the municipal district of cuauhtémoc includes the downtown area, a com-
plex territory with the greatest number of tourist zones, in addition to 1,500 national 
heritage buildings, two archaeological sites, the central offices of several multina-
tional companies and public agencies, next to communities scourged by poverty 
and crime, as well as the city’s symbolic spaces, especially the Zócalo, the main 
square. It spans an area of 32.4 km2, has more than 500,000 inhabitants, and a “float-
ing” population of 5,000,000 people8. We worked with two university institutions, 
the Museo Universitario del chopo (UnAM) and casa talavera (UAcM).

Both are situated in very troubled areas: the first in santa Maria de la Ribera, and 
the second in La Merced. In chopo the project was taken on by the object-art work-
shop, whose participants - mainly women- had formed a group named Barbie Al-
terada (Altered Barbie) in response to the exhibition “50 years of Barbie” that Franz 
Mayer had celebrated in the nearby museum. they did not work on the territory and 
its conflicts, but on the model of beauty stimulated by this doll. 
A collection of modified Barbies was presented in two very symbolic points of the 
city centre: the cultural “tianguis” of the chopo- a weekly street market dedicated 
to urban subcultures and their music - and the central Avenue, a park frequented 
every sunday by families of popular and indigenous origin. this park has in addi-
tion an intense street trade. the first day they interviewed passers-by, and on the 
second  day they staged a children’s workshop, where the young participants altered 
Barbie dolls. Both actions had the support of the municipality’s community culture 
Department.

La Merced is the oldest neighborhood of the city, with a neighbourly outlook, and 
stigmatised by prostitution. casa talavera stimulated several activities linked to its 
workshops: a multimedia workshop, a mobile photography unit to take pictures of 
neighbours, and Radio Aguilita, broadcasting twice from the square after which the 
station was named. the second broadcast, from a street known for prostitution, 
dealt with women’s rights. After the chat the cPAc was used to distribute condoms 
and leaflets on sexual hygiene among the prostitutes. 

Tlalnepantla: Municipality of the state of Mexico and part of the metropolitan area 
of the city. It has 83.42 km2 and almost 700,000 inhabitants, mostly immigrants. It 
was the only intervention that started with the proposal of an artist, eder castillo. 
the work was in three parts. on the first day, castillo manually moved the cPAc 
from the Mexico city Zócalo to tlalnepantla, approximately 20 km away. In so doing, 
he reversed the daily journey he used to make as a teenager, when he walked from 
his town, where artistic training was unavailable, to the city centre. now the cultural 
institution was moved to the outskirts, with the same superhuman effort. on the 
second day, castillo established himself in the market area, where between 2002 
and 2005 he realised an artistic programme in a market stall at the “tianguis”, later 
closed down by the authorities. on the third day, the artist occupied the centre of 
tlalnepantla’s Zócalo, a space recently remodelled to eliminate garden landscaping, 
and where, in addition, the adjacent park was converted into a shopping mall with 
a space designed for promotional activities; a bare stone square without shade or 
benches. the artist promoted a discussion on public space.

Finally, we collaborated with documentary film-maker Mario Acha, who took foot-
age of all the work. the resulting documentary is a self-contained cultural object 
that offers us a dual approach to the city and to current art. once this format for the 
documentation of the project had been chosen, it was our express wish to exceed 
the spaces of circulation of contemporary art as part of our strategy of critique.

Probably the greatest surprise of this experience was that "tiangueros" (market trad-
ers), and the neighbourhoods in which we have operated easily accepted the cPAc. 
It simply blends with the informal landscape, typical of all big cities in so called “de-

8 Official data from: www.cuauhtemoc.df.gob.mx. August 2009.
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veloping countries”. Is it possible to have an informal museum, considering that the 
function of a museum is to formalise and institutionalise cultural practices. this para-
dox has given a direction to our project which, on the one hand, mobilised a great 
institutional mechanism (AecID, secretariat of culture of Mexico city, two universi-
ties…) and which, on the other, inserted itself in difficult urban spaces, operating 
beyond the law, just like the people who live in these zones, who are both victims 
and active participants in the conflicts. In most cases the required permissions were 
not applied for, though this decision we left to individual groups. 
Another important aspect is that unlike artists’ projects, which are broadcast 
from spaces of conflict towards regulated spaces like the museum and the gallery, 
the cPAc is an institution that does not project beyond itself. therefore, unlike 
so many allegedly political artistic practices, in our case there is no reification9 of 
the subjects.

our basic aims, consequently, have been fulfilled: we have constructed a device 
capable of producing public space and, at the same time, we have developed a 
methodology to unleash social dynamics from a cultural institution. the project 
has seemed more like a trial -only six territories and an average of three days spent 
in each - but in spite of the obvious limitations, the model has worked successfully 
and has opened up a wide field of research. A medium-term project is needed, in 
which the role of the cPAc might be comparable to that of any other art centre, 
but able to contribute to developing the discourses and foundations of grassroots 
orgainsations, so as to penetrate these social dynamics, and to develop completely 
the type of counter-hegemonic, or simply oppositional, institution we would like.
At the present moment, it seems difficult to imagine that an arts centre on this mod-
el, lacking a prestigious building and with negligible costs, could mobilise econom-
ic resources, but the cPAc will continue its activities at the request of those groups 
which have taken part in the test, and under the management of eder castillo.

9 Term used regarding something abstract as a material thing. Objectification, the act of 
representing an abstraction as a physical thing. Also, representing a human being as a physical thing 
deprived of personal qualities or individuality.
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DeMocRAcIA

SUBTEXTOS

MANRESA  

Project produced by Idensitat in Manresa
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In the performing arts subtext is what lies 
beneath the text, that is, the vital emotions, 
feelings, ideas or concepts hidden within the 
lines of each dialogue, what each character 
thinks and feels truly in his heart but does not 
say explicitly in the dialogue. If we think of the 
city as a text that has been written with the 
messages that proliferate in public space, its 
subtext would be the antagonisms existing 
between the different communities that make 
up a particular citizenship. Aspirations, claims, 
self-representations, never reflected in the 
communication channel of public space itself.

Public space is frequently presented as a 
homogeneous space, revealing consensus 
through the types of messages deployed 
throughout it; those provided by the powerful, 
expressed through institutional and monu-
mental architecture, and those originating 
from economic  power, expressed through 
advertising.

citizenship, on the other hand, is hetero-
geneous, consisting of a variety of interest 
groups, and of different communities. Accord-
ing to the tenets of radical democracy, the 
particular and specific conflicts that invariably 
arise between different interest groups are the 
most basic element of social organization. Dis-
cord and the consequent need for agreement 
in order to obtain common objectives are the 
principles that articulate civil society. Let us 
not perceive public space as an arena for con-
sensus but instead as one for difference, or at 
least the representation of difference.

starting in a specific place, the city of Manre-
sa, a public intervention was proposed, aimed 
at  communities, such as  Moroccan citizens, 
consisting of distributing among some local 
MUPIs messages in Arabic, as well as broad-
cast spots on local tv with the same texts.

these messages will serve to make obvious 
the very heterogeneity of civil society: so that, 
if  the sentences are only readable among the 
Moroccan community, then the other com-
munities will be made aware of them and their 
cultural and social particularities within the life 
of society.
the translations of the Arabic sentences are as 
follows:

—There are no spectators
—Do not allow yourselves to be 
consoled
—Let those who are below arise
—All power to the people
—Freedom, for what?
—No idols
—The main battlefield is the mind 
of the enemy
—Slavery grows without limits 
when it seems like freedom.
—They command because we obey
—Diversity is life, uniformity is 
death

Parallel to this intervention  a series of meet-
ings were organised in collaboration with the 
association Bages per a Tothom (Bages for 
everyone), which works towards intercultural 
dialogue. the resulting material, as well as a 
reflection on the repercussions of the project, 
have been included in the tv programme “el 
Gresol”, directed by Bages per a Tothom, in 
Manresa’s local television channel.
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RALLYCONURBANO

MARtÍn DI Peco
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Rallyconurbano is a project that invites us to 
decipher the landscape of the greater Buenos 
Aires by inhabiting it ephemerally, discover-
ing places of astonishing and unexpected 
singularity.
It might be supposed that embarking on a 
tour of the outskirts would make for an uneasy 
journey, but it is also an opportunity to ex-
plore a territory which can sometimes be hi-
larious and at the same time predictable and 
disconcerting, sordid and familiar, constant 
and fragmented. 
Rallyconurbano constitutes a means of be-
ing among “ordinary” spaces with a festive 
spirit. It also assumes a form of modifying 
the landscape to make it particularly visible 
once again. the project generates a sort 
of spatial choreography, fabricating invasions 
of common (and even boring) spaces, which 
“are there” all the time, but whose presence, 
nevertheless, has still not been constructed.

the invitation to participate in it is open and 
we use public transport along the entire route, 
connecting singular places at the edges of the 
city, deploying this event as a mobile device 
for observation, record, comment and discus-
sion on the landscape.
the several chronicles, comments, photos, 
and opinions resulting from it are then up-
loaded and shared in the blog, a platform for 
exchange and “virtual” discussion.
Rallyconurbano stresses the importance of 
public “circulating” space and how this time-
space element can be transformed into a 
collective aesthetic experience.

About Rallyconurbano 
Rallyconurbano is the name of the group and 
the project, based on exploring and experi-
menting with public spaces in the outlying 
areas of the city. By means of excursions of 
open public participation, we raise the profile 
of certain spaces by establishing a definite 
presence at a precise time and place, connect-
ing resources, institutions and social agents. 
Interdisciplinary reflections produced by 
spontaneous debates taking place during the 
tour around a troubled place, aim to generate 
critical thought through a collective aesthetic 
experience.
the several chronicles, comments, photos, and 
opinions are then uploaded and shared in the 
blog (www.rally-conurbano.blogspot.com), the 
platform for exchange and “virtual” discussion. 
the “official site” (www.rallyconurbano.com.ar) 
serves as a a record of these experiences. the 
contact address is: rallyconurbano@yahoo.com 

Rallyconurbano was born in the cátedra García 
cano of the Faculty of Architecture, Design and 
town Planning (Facultad de Arquitectura, Dis-
eño y Urbanismo, or FADU) of the University of 
Buenos Aires (UBA). After a summer workshop 
functioning as an experimental pilot, the proj-
ect became interdisciplinary when we joined 
together with the artistic-scientific community 
“Proyecto Venus”, and later with several nGos 
and associations. At the same time, we started 
to reach an audience of “non-experts”, and to 
link them with professors and academics.

the coordination and organization team was 
made up of different professionals who took 
on these tasks alternately: Diego Melero, artist 
and sociologist; silvina espósito, architect and 
cook; Ricardo Bravo, programmer and walker; 
Marina Zuccon, fencer and architect; Gustavo 
Dieguez, town planner and gas station atten-
dant; Lucas Gilardi, “do it yourself” architect; 
Victoria Márquez, writer and art critic; Ignacio 
Queraltó, drummer and architect; Mint, artist 
and blogger; eric Londaits, system analyst and 
role-playing games developer and Martin Di 
Peco, “do it yourself” architect .  
since 2006, after the first stage of workshops 
in the FADU led by Maria elisa Rocca, Igna-
cio and Javier Queraltó, silvina espósito and 
Martin Di Peco, the following itineraries were 
carried out:

1 Cuenca del Matanzas.  
Creek, on April 6, 2006 (together with the 
community Proyecto Venus).

the tour went from one bridge, Puente de la 
noria to another, Puente de la Mujer in Puerto 
Madero, two areas, seemingly with nothing in 
common, joined by the same water-course. 
three changes of bus, and several sections 
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of the journey on foot, were needed to join 
both points, proving the lack of connections 
between public spaces along the stream.

2 Furor and Decadence. 
Munro, on May 27, 2006 (together with the 
community Proyecto Venus).

A small, empty funfair, a skateboard rink in 
a state of ruin, and a square with a decrepit 
ombú (herbaceous “tree”, approx. 40-60 ft 
high, symbol of shelter in Argentina), all form 
part of the current infrastructure of Munro’s 
local shopping arcade. By means of a readings 
tour the profile of the place was raised, invent-
ing a public time in decaying public space, 
connecting agents and public resources.

3 Utopian microsocieties on rails. 
caballito y Remedios de escalada, August 
26 and september 2, 2006 (together with the 
community Proyecto Venus).

In the Railway Modelling club of Buenos Aires 
(club Ferromodelista de Buenos Aires), reality 
and fiction become confused, since the asso-
ciation is located in a real railway carriage that 
trembles whenever the suburban train passes. 
the Railway Modelling Association of the 
workshops of escalada shares its head office 
with full-sized replicas of antique machinery 
restored and put on display as if in a museum, 
hardly less obsolete than those in circulation 
on nearby routes of the General Roca Railroad. 
these enthusiasts of the miniature interrogate 
the real world, recreating a sociable landscape 
with the continuity of their work-hobby.

4 Community Tierra. 
Moreno, on november 11, 2006 (together 
with the cátedra Vaca Bononato).

to reach the place collectively it was neces-
sary to invent a semipublic suburban trans-
port. From Moreno’s station, we managed to 
hire a removals van to carry the group. then 
we exchanged coordinates, given to us for the 
first time, by means of a mobile phone con-
versation with claudio caveri, the founding 
architect of the community. the visit included 
a brief talk and a guided tour with claudio 
himself.

5 Accessible rally.  
Microcentro, on December 3, 2006 (together 
with the nGo “Acceso Ya!”). 

on the International Day of Persons with 
Disabilities we performed, together with the 
nGo “Access now!” (“Acceso Ya!”), an action 
around the microcentre which combined a 
game, a performance and a demonstration 
on public space. this experience made public 
time for shared games, debates and exchang-
es; socialising the wheelchair, marking its 
presence in the city and simultaneously raising 
awareness of the inequality of access to the 
city and its infrastructures. 
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6 Folksonomy of La Salada. 
Lomas de Zamora, 2007 (together with “tu 
parte salada” and financed by the spanish 
Agency of International cooperation for De-
velopment (AecID).

Denounced by the european Union, La 
salada is the biggest informal market of Latin 
America. In a marginal zone, immigrants 
from bordering countries, and migrants 
from Argentina’s interior, coexist and work. 
the majority of products for sale come from 
clandestine workshops of counterfeit design-
er-label clothes. But La salada is not only a 
trading place, it is also a place to celebrate, to 
complain, to organise meetings and religious 
ceremonies: La salada reaffirms the identities 
of immigrants and workers.

From this confused situation of possible 
representations a collective map - glossary 
was drawn up (Folksonomy), combining the 
different voices of the market: "changarines" 
(labourers), political officials, vendors, lead-
ers, legal experts and also the opinion of the 
media. Attempting to represent the market 
through contradiction and plurality may 
open the way to discover the importance of 
those transient agents of urban community 
planning, with no “formal” power, but who, 
through informal practices, construct a small 
city in response to the “legal” city.

7 Rally Barrionuevo. 
Puerto Madero, on April 12 and october 4, 
2008. 

considering the importance of “non-green” 
ecologies, through our rally we managed 
to break down the network around the new 
neighbourhood of Buenos Aires including: 
Puerto Madero, the ecological Reserve, the 
square Micaela Bastidas, Faena Art District, 
castells’s dining room, the celeris (east 
streetcar), the  Rodrigo Bueno settlement 
and the former sports city of la Boca. there 
is a far greater distance between each of 
these semi-closed ecosystems than might be 
supposed from their territorial contiguity, but 
though the ecology, politics and architecture 
would like to separate them still further, they 
remained far more closely linked. 

they make up a special urban ecosystem, a 
product that is natural and cultural at the same 
time in an urban area that has not lost its rural 
character. 
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1 Cuenca del Matanzas.

2 Furor and Decadence.

3 Utopian microsocieties over railways.
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4 Comunidad Tierra.

5 Accesible Rally.

6 Folksonomy of La Salada.
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8 Rally Not Made.
camino de cintura y Riachuelo, september 6, 
2008 (together with the collective Not Made 
in China).

on saturday the 6th of september, Not Made 
in China and Rallyconurbano made a trip to 
the garden of Ready Made. At the camino 
de cintura and Riachuelo, esteban echever-
ría’s municipality, an emporium of agricultural 
industrial machinery rejects and road and air 
transport extends along the road. there, Not 
Made in China organized a workshop of col-
lective design and copyleft (creations without 
author’s copyright).   

9 Echo Rally Gaia. 
navarro, october 25, 2008, within the seminar - 
exhibition “We were never eternal” in the span-
ish cultural centre in Buenos Aires (cceBA).

Within the framework provided by the semi-
nar “sustainability and city” organised by the 
cceBA, Rallyconurbano organised a meeting 
with a Utopian microsociety. the ecovillage 
Gaia is a sustainable and self-managed com-
munity, located near navarro, 110 km away 
from the Argentine capital. As a counter-
model to the urban “densification”, the ecovil-

lage proposes an ideal of sustainability in a 
dispersed rural landscape. 

10 Rowing across El Riachuelo (the creek). 
Riachuelo, on november 8, 2008 (together 
with the Foundation “x La Boca”). 

the foundation organised a rowing activity, 
demanding that action be taken immediately 
on the long-postponed issue of the clean-up 
of the stream. the fierce activists rowed to the 
club de Regatas de Avellaneda, followed on 
the banks by ourselves, the micro-infantry. We 
returned by boat, and experienced the gloom 
at the heart of the stream.
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11 Rally Interama. 
soldati, on november 23, 2008 (together with 
the collective Not Made in China). 

the Parque de la ciudad, once the largest 
amusement park in Latin America, is now 
south America’s most intriguing “green” 
space of indeterminate use. none of its at-
tractions work, and access is restricted to a 
sector of the estate only, although a place 
has been arranged as a meeting point with 
tables and chairs where people can drink 
“mate” (called “matédromo”), or contemplate 
the sculpture park. Not Made in China and 
Rallyconurbano set up a mechanical game 
of performance and debate. 5 enthusiastic 
participants played the parts of human and 
non-human agents, local keys for past, pres-
ent and future conflicts.

12 Rally Basurama. 
campo de Mayo - Retiro, March 18, 2009 (to-
gether with the group Basurama and financed 
by the spanish Agency of International coop-
eration for the Development (AecID).

together with the spanish group Basurama 
we drew up a possible tour of the solid urban 
waste of Buenos Aires; the official circuit of 
sanitary landfills of unseparated waste, and 
the self-managed separation by cooperatives 
of cardboard sellers. For this purpose we 
visited first the ceAse (dump) in Jose León 
suárez, and then the cooperative el ceibo 
in Retiro. once there, we organized a debate 
with experts on the topic.
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7 Rally Barrionuevo.  

8 Rally Not Made.

9 Eco Rally Gaia.  
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10 Rowing across El Riachuelo (the creek).  

11 Rally Interama.  

12 Rally Basurama.  
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CHINATOWNS 

AT THE CENTER  

GARY McDonoGH
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the ever-growing literature on global 
chinatowns underscores their signifi-
cance as complex, intriguing crucibles 
of change for many cities worldwide. 
From Barcelona to Bangkok, Lima to 
Lagos, the people, places, institutions, 
functions and meanings of these ethnic 
enclaves embody negotiations of his-
tory, fear, and opportunity. the oldest 
chinatowns in southeast Asia and their 
19th century epigones in nations of the 
Pacific Rim (canada, the United states, 
central American and Latin American 
states, Australia and new Zealand) 
have become interwoven with the lives 
of metropolitan areas. chinatowns 
have evolved from sites of refuge and 
separation into vital urban attractions.  
Meanwhile, late 20th century migrations 
of chinese have created new enclaves 
in europe and have meshed with older 
communities to expand the range of 
chinatowns in the Americas far beyond 
the large cities with which they were 
traditionally associated. the burgeon-
ing presence of chinese as investors, 
merchants and immigrants in cities of 
Africa, finally, speaks to a new dynamic 
of chinese globalization for the 21st 
century (McDonogh and Wong 2005, 
Arkush  and Lee 1993, Beuret et al 2008).

However wide and imposing this chinese 
diaspora seems when viewed at such 
a global scale, chinatowns are often 
simultaneously familiar and mysterious 
to non-chinese citizens. the chinese 
space “beside downtown” in Manhattan, 
Los Angeles, London or toronto offers 
food, trinkets and the everyday exotic 
to tourists and locals (McDonogh and 
Wong 2010). this urbane orientalism 
imbued the vision of Francisco Madrid 
in Barcelona when he baptized an area 
off the Ramblas as the “barrio chino” in 
the 1920s to shroud the working-class 
Raval, its bars and brothels and its pov-
erty in the aura of cosmopolitan mystery 
(McDonogh 1987, 2002). Indeed, such 
imagery remains part of a mystique 
for municipalities around the world that 
are trying to attract chinese and even 
to build their own new chinatowns as 
centers for tourists, conduits for invest-
ment and hallmarks of a world city.

our study of chinatowns has intertwined 
the professional and political for two 

decades. Wong, coming from Hong 
Kong to the United states, has identified 
the shared chineseness and differenti-
ated contexts of American chinatowns 
as themes in both ethnography and 
media studies. McDonogh, trained as an 
urban anthropologist with a special focus 
on social conflict and cultural imagery in 
Barcelona and other Iberian metropo-
les, studied Barcelona’s metaphorical 
barrio chino before turning to the issues 
of chinatown after residence in Hong 
Kong, in collaboration with Wong. criti-
cal examinations of multiple chinatowns 
have complemented our lives as chinese 
and Americans who experience chi-
natowns around us as objects of study 
and as places of socialization, family, 
and everyday life. this has allowed us to 
explore many chinatowns as spaces and 
socio-cultural configurations at a slow 
and thoughtful pace, raising compari-
sons that change with our experiences 
of parents, friends and children. this has 
also allowed us to observe and interpret 
changes in areas that we know, including 
global enclaves in Los Angeles, toronto 
and new York and cities like Barcelona, 
where a chinese enclave has emerged 
after we first had come to study the city.

Despite time for reflection and analysis 
of many points of similarity and differ-
ences within chinatowns worldwide, 
however, we have realized that our study 
almost unconsciously reincorporated 
perspectives that both Westerners 
and chinese have imposed upon such 
hybrid spaces for centuries: a shared 
belief that chinatowns are exotic, ec-
centric, ornaments or extensions of a 
non-chinese city just as they are pallid 
and artificial recreations of chinese ones. 
While chinatowns embody the global 
decisions and transnational movements 
of tens of millions of people, for urban 
studies and for sinology, they remain 
marginal sites of everyday exoticism 
rather than arenas defining pressing 
issues at the heart of urbane identities, 
chinese or otherwise. slowly, however, 
we have come to realize that just as many 
chinatowns arise near centers of power 
and decision-making -next to downtown- 
the issues they embody are equally focal 
for many debates over the city in the 
21st century. these include the nature 
and locus of urban and state power, 
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the rights to citizenship that constitute 
global cities, the meanings of creativity 
in form and society and the interplay of 
mediated images of the city in human 
understanding of this complex emergent 
form. Putting chinatowns at the center, 
then, reconfigures fundamental debates 
across many fields –and many cities. 
Moreover, this restatement calls into 
questions other analyses that reinscribe 
hierarchies of meaning on those divisions 
constituted by wealth, age or power in 
cities worldwide. If chinatowns speak to 
central urban issues of new York, Paris 
or Havana, can we still define shanty-
towns, ghettos or red light districts only 
as “marginal” spaces outside the “real 
city” that demand reform or elimination? 
or should they, too, be understood as 
central places of civic agency, participa-
tion and decision-making as we move 
towards cities of the future: places where 
the city is remade rather than the space 
that the city forgets?

to address this broader point, we focus 
on the centrality of chinatown through 
four themes from our global research 
that certainly resonate with social and 
cultural questions of contemporary 
Barcelona as well. the first is the actual 
placement, physical and ideological, 
of chinatowns near the center of many 
cities worldwide. second, this place-
ment itself embodies questions of rights 
to the city and citizenship. At the same 
time, physical centrality allows us the 
visibility of innovation and change in 
cities over time distilled in chinatowns. 
Finally, the emergence of new chinese 
cities, through investment, migration and 
planned development, links china-
towns to the imagination in a different 
way, as visions of the future. While we 
draw examples from our fieldwork and 
readings in europe, the Americas, Asia 
and Australia, these serve primarily to 
spark discussion. Yet, they also bring this 
spatial and ethnographic reading closer 
to the creative engagement of archi-
tects and artists that this conference has 
encouraged.

Beside Downtown

It is striking that given their “otherness” 
in the popular imagination, chinatowns 

have so often claimed a physically 
central location in cities worldwide. In 
the earliest extensions of chinese mer-
chants and adventurers into southeast 
Asia, for example, chinese settlements 
constitute the core of trading cities such 
as Bangkok or the later settlement of 
Manila (whence spanish colonizer later 
brutally drove them beyond the walls). 
the great chinese migrations of the 
19th century were driven by war and 
famine in china and opportunities in 
non-urban areas of emerging Pacific 
Rim nations such as canada, the United 
states, Peru and Australia, including 
mining, coolie plantation labor and rail-
road construction. Within a generation, 
chinese nonetheless had established 
the nuclei of new settlements within 
major cities of these states. Here, while 
not gaining access to prime lands for 
residence, commerce or public display, 
chinese made use of mixed industrial 
areas that supplied downtown needs. 
In Melbourne and Lima, chinese settle 
near central markets; elsewhere, chi-
nese enclaves emerged near ports that 
formed older downtown cores. Mer-
chants from Hong Kong and china soon 
used these nuclei to establish global 
connections (McDonogh and Wong 
2005, 2010, McKeown 2001).

these peripheral core locations were 
scarcely desirable residential areas – but 
then, chinese in many nations faced re-
strictions on their citizenship, movement 
and families. chinatowns, nonetheless, 
became salient spaces from which china-
towns and chinese could offer services, 
licit and illicit, to those caught up in the 
activities of the central Business district. 
Hence historian Ivan Light noted for 
American chinatowns that, “since these 
middle class sightseers intended only 
to gaze at the houses of prostitution, 
opium dens and gambling halls -rather 
than to patronize them- the tongmen 
proprietors had no economic interest in 
the visitors. such rubbernecking whites 
did however represent potential custom-
ers for chinese restaranteurs and retail 
tradesmen” (1974: 383). Meanwhile, 20th 
century Los Angeles’ chinatown, rebuilt 
in part with leftover Hollywood sets, 
stands next to a sanitized representation 
of the original spanish pueblo, mean-
ing that “tourists and locals could now 
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escape the congestion of downtown to 
explore the ancient mysteries of canton 
or the romance of Jalisco, all within con-
venient walking distance of city Hall in a 
safe, clean and orderly setting” (estrada 
1999:122).

Indeed, chinatowns became places of 
many meanings central to the develop-
ment and limits of central Business Dis-
tricts themselves. In Lima and Honolulu, 
as Adam McKeown argues, chinese and 
chinatowns were harbingers of mod-
ernization and globalization embodied 
in mercantile emporia and international 
ties (2001). In other areas, by contrast, 
the intimate connection of proximity was 
intensified by boundaries of mystery, ad-
venture – even the frisson of fear associ-
ated with danger or disease that became 
strongly associated with chinatowns in 
san Francisco (shah 2001, Mohr 2005).  
As in Barcelona’s barrio chino, china-
towns have occupied a place central to 
the physical and imaginary spaces of the 
city, intensified by their metaphoric con-
tradictions of tradition and modernity, 
work and illicit behavior, night and day.   

Race and Rights 

chinatowns are not mere physical and 
cultural places at the center of cities; 
they also embody fundamental ques-
tions about who belongs in a city and 
nation. chinese immigration history is 
full of restrictions – denial of entry or 
citizenship, exclusion of women or other 
controls. chinatowns consequently be-
came places of refuge and connection to 
distant homelands. Histories and rules of 
global chinese citizenship, though, may 
vary across contiguous nations (Robinson 
2008). In the Americas, Peru, cuba and 
Panama incorporated chinese as labor 
migrants who have gone on to become 
(mestizo) citizens within mixed national 
heritages and identities. Meanwhile, ec-
uador, costa Rica and the United states 
developed patterns of exclusion linked 
to race and national culture. ecuador, for 
example, chose to import Afro-carib-
bean laborers to complete its railroads 
rather than turn to the chinese who had 
arrived by the thousands in Peru. In cos-
ta Rica, stereotyping and discrimination 
against chinese became enmeshed with 

national self-definition of costa Ricans as 
the “white/Hispanic” population of the 
central Valley in opposition to peoples 
and political economies of the carib-
bean coast (see Lanisis 1975). Hence, 
one cannot understand chinese without 
the history of Afro-caribbean laborers 
brought in to work the banana fields 
of the Atlantic around Limón who also 
were denied access to the central Valley 
and even denied citizenship until the 
civil War and new constitution of 1949. 
Indigenous populations were marginal-
ized and some other immigrant popula-
tions restricted, including Arabs and 
Gypsies (Fonseca 1975). this definition 
by whiteness and space institutionalized 
in san José remains a point of debate 
(e.g. Lasanis 1975, Vargas cullell 2008), 
although recent prejudice has tended 
to be projected on poor nicaraguan im-
migrants, who are identified commonly 
by their tez morena.  

chinese as citizens and enemies have 
been defined differently in states such 
as thailand, Vietnam, the Philippines 
and Indonesia, where they have resided 
for centuries. Anthropologist Marc 
Askew (2002), for example, estimates as 
much as 50% of the population of Bang-
kok may have some chinese ancestry. 
the formal chinatown is a thriving com-
mercial center near the sacred spaces of 
the Royal Palace. chinese, at the same 
time, have been identified as intimate 
enemies and threats. turn of the century 
pamphlets attributed to the Royal fam-
ily, for example, identified chinese as 
the “Jews of the orient”: calling upon 
a central and cosmopolitan symbol of 
exclusion appropriate to a modernizing 
nation under Western gaze. In more 
recent years, Prime Minister thaksin shi-
nawatra’s possible chinese ancestry was 
linked to both global ties and lack of true 
thai identity in his storm-tossed re-
gime. Here, being a good thai could be 
defined both through and in opposition 
to this chinese presence, whose agents 
also learned to conceal and negotiate 
their ethnic visibility (McDonogh and 
Wong 2005).

In all these cases, then, attitudes towards 
chinese distill not only restrictions on im-
migration or race, but also become a test 
of central urban and national identities.  
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Is a nation to be mestizo or “pure”, 
unified or diverse? even if constructed 
within changeable social fictions, chi-
natowns distill central identities of the 
state in the city. 

Urban Change and Growth

the european experience of chinatowns 
that many brought to this conference 
has been defined in recent decades by 
explosive growth. Despite scattered 
early chinatowns associated with ports 
or colonial ties in London and Paris, ma-
jor chinatowns only began to coalesce 
in these areas with 1960s decoloniza-
tion. In the 1970s Barcelona, like many 
other Mediterranean cities, hosted only 
a few chinese restaurants, often serving 
wine and bread in place of rice and tea 
to their  scant clientele. Here as across 
europe, 21st century growth has come 
with chinese economic expansion since 
1979 and the push of peoples from 
Fujien, Wenzhou and other north-central 
areas to establish commercial footholds 
in new territories, anchored by small fam-
ily stores, small businesses and services 
to chinese abroad (Antolín 2008).

Here, the rupture of change seems to 
condense or override historical process. 
A longer vision of change in areas where 
chinese settled in the 19th century, 
however, distills many of the changes of 
cities themselves. the movement from 
rural origins to burgeoning cities, the 
search for institutions, networks and op-
portunities, and the quest for global ties 
are fundamental urban processes that 
chinese and chinatowns shared. 
In fact, chinatowns moved physically to 
accommodate and incorporate urban 
change. In Panama, for example, a 
downtown barrio chino in the salsipu-
edes area near the historic casco Viejo 
formed a central place in urban history, 
although recent guidebooks highlight 
dangers beneath a tarnished ceremoni-
al arch. Anthropologist siu Lok records 
the changes internalized in the memo-
ries of a 20th century resident:

"salsipuedes was very nice before. It 
was clean and it was a two-way street. 
children played in the street. It was safe 
and everyone looked after one another. 

[My family] used to live there across from 
our restaurant …and the chinese school 
was close to the sea. It offered classes in 
cantonese ….then the government de-
cided to block the traffic around this area 
and shacks began to appear. And by 
the late 1950s, most of the chinese had 
moved away from chinatown. only some 
of the shops remained” (2005:100).

Later changes in this urban space also 
reflected the corollary impact of the 
noriega regime and the destruction of 
areas in chorillo and casco Viejo during 
the American invasion, which may have 
pushed other populations into the barrio 
chino.  

the heart of the contemporary Pana-
manian chinese community in the 21st 
century lies in suburban el Dorado, an 
area of middle class postwar develop-
ment of the city. this chinatown is near 
the retirement/skyscraper development 
along the coast and clusters of inter-
national luxury hotels and casinos that 
constitute a new heart for the renascent 
metropolis. the el Dorado area includes 
the sun Yat-sen center, school activi-
ties, the Friendship park, the offices of 
chinese newspapers and various busi-
nesses. For many, it refers specifically to 
a massive shopping center with typical 
Panamanian stores -Gran Morrison and 
el Rey- in front while a clearly chinese re-
tail street encloses the mall on the back. 
suburban chinatowns have emerged 
across the Americas (Fong 1998, Li 2009), 
in Australia and even in older european 
chinese settlements, as in Paris. Unlike 
older chinatowns, these suburban spac-
es are not enclaves of exclusion or com-
mingled work and residence, but clusters 
of related public activities divorced from 
racial exclusivity or residential confines. 
their salience is also one of public/com-
mercial visibility: el Dorado is identified 
as a chinatown in the press and tourist 
resources without derogatory intentions. 
Meanwhile, the old chinatown serves 
as a center for retail activities and history, 
articulating 150,000 chinese speakers in 
Panama in the 21st century (first and sec-
ond generation) who have joined a larger 
population of some chinese ancestry 
may double that amount.
Finally, during our fieldwork in Panama 
in 2005 a few people spoke about a 
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newer emergent chinatown, primar-
ily warehouses and new immigrants, in 
outlying district of Juan Diaz. this area 
was in fact designated as an export 
Processing Zone to facilitate free trade 
in 1999 (www.allbusiness.com/sales/in-
ternational-trade/262482-1.html), another 
piece of a network of chinese spaces 
articulating the city. this, once again it 
is not an atypical pattern as we see new 
outlying industrial chinese investment 
and wholesale zones around Barcelona 
and Madrid.

As siu Lok underscores, these global/
local relations of centrality and articula-
tion are caught up in shifting diplomatic 
fields across central America as well. 
Panama still recognizes taiwan; almost 
all the states that recognize the taipei 
regime today are small and relatively 
poor states in central America, the ca-
ribbean and Africa. Yet, Mainland china 
is now main use of canal and has also 
been recognized by Panama’s neighbors 
colombia and costa Rica. In 2007-8, 
in fact, Panama finessed this dual rela-
tion as it explored making Mandarin 
language training available in all public 
schools. this puts pressure on the state 
and the growing city and their chinese 
citizens and sojourners for the future – a 
future that can be imagined through 
chinatowns as well.

New Chinatowns

chinatowns often have been associated 
with immigrants who left a poor, deca-
dent and war-torn empire in the nine-
teenth century. Yet, chinese immigrants 
worldwide today are more likely charac-
terized by their economic stakes in cities, 
whether through investment or through 
small, hard-working family enterprises 
–restaurants or stores selling odds and 
ends– “el chinito” in cities worldwide. 
In Africa, in fact, chinese also constitute 
elite investors whose chinatowns may 
include gated communities as well as 
commercial enclaves.
this new diaspora reflects the grow-
ing wealth and power of a china that 
began a path towards capitalist devel-
opment in 1979, a process that in three 
decades has fundamentally altered the 
lives of the nation, its cities and citizens. 

Mainland chinese themselves, buoyed 
by new global wealth and power, have 
undertaken the physical building of 
new downtowns on greenfields outside 
existing and traditional cities. examples 
range from shanghai’s Pudong, across 
the river from the traditional center of 
global commerce on the Bund to the new 
city of shenzhen, which has mushroomed 
from 30,000 inhabitants to ten million 
in three decades (1977-2007; see Mc-
Donogh and Wong 2005). In other areas, 
extensive government, commercial and 
industrial developments balanced older 
downtowns (chengdu), while nanjing’s 
94 square kilometer Hexi new town 
is envisioned as “the new center and 
symbol of the modern city” (http://www.
newtown.gov.cn/www/newtown/ewhx/
hxjg_mb_a39071211625.htm). coupled 
with china’s growing suburbanization and 
transnational gated communities, these 
new projects suggest that questions of 
meaning, authenticity, connection and 
use raised by new chinatowns have much 
wider implications (see Wu 2006).  

Yet visions of a new chinese city have 
become part of the diaspora as well. 
Alongside new immigration and expan-
sion, cities around the world are seeing 
new chinatowns. At times, they are 
embodied in malls and business clusters 
financed by and serving global chinese 
clients: this seems to be the case in Ma-
nila and is certainly true in Las Vegas (Us) 
where chinese gambling tourism has 
fostered new socio-cultural spaces. In 
santiago, chile, meanwhile, a speculative 
center has been built at a cost of $20 mil-
lion Us to attract “merchants from the 
industrial city of Wenzhou” and encour-
age sales (http://www.plataformaurbana.
cl/archive/2006/05/17/mall-chino-china-
town-santiaguina).  

More ambitious, –but perhaps more 
intriguing– are projects in Guayaquil 
(ecuador) and san José, costa Rica, 
among other cities to build a larger new 
chinatown as a commercial space to at-
tract chinese and non-chinese. Despite 
its histories of exclusion, for example, the 
current administration of the costa Rican 
capital has seen a chinatown as a way 
of attracting investment in a nation that 
only recently switched its recognition to 
the People’s Republic. At the same time, 
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a chinatown could attract global tourists 
who now head for beaches and ecotour-
ism outside the capital. choosing an 
area near the central city now dominated 
by theaters and light industry, but host-
ing a few chinese stores and restaurants, 
this administration has envisioned a 
pedestrian mall with shopping, food, 
services and other attractions, “con los 
arcos y todo”, in recognition of an em-
blem of chinatowns worldwide.   
this specialization leaves aside taiwan-
ese investors and an older taiwanese 
center established further out in the city 
that no longer have international claims 
to power and centrality. Ironically, more 
recent chinese immigrants have already 
built a small mall and cluster of business-
es in another nearby area, even closer 
to downtown. Here, any new chinatown 
may well become a site of negotiation 
of local, national and global interests, 
chinese and touristic. once again, these 
issues are also central to the future of 
san José itself.

As of 2009, it is not clear from our 
research that such chinatown Fields of 
Dreams have significantly connected 
san José, Guayaquil, santiago, Ma-
nila –or any of these cities– to global 
populations and investments. Yet, new 
chinatowns underscore central issues 
of identity, competition and branding 
that have become defining features 
of urban administrations and culture 
worldwide. If downtowns are distillations 
of global urbanism, new chinatowns rep-
resent a central space of the imagination.

Conclusions

As we noted at the beginning, China-
towns, despite their familiarity and 
presence often have been relegated 
to exotic margins in urban planning, 
action and even research. Yet, as 
we argue, it is important to reevalu-
ate these areas as centers, not only 
for Chinese but also for these wider 
contexts of citizenship and study, 
basic urban issues woven through the 
practice and theory of this conference.  
By their citizens, their struggles, by 
their fights to claim and mark space, 
by their vision of what a multicultural 
global city might, in fact become, 
Chinatowns claim the center for an 
understanding of the modern city 
and the conflictive issues, people and 
places that constitute it. For the ques-
tions we as citizens and analysts must 
raise for the future, Chinatowns, in 
this sense, include all of us.
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GHettos AnD  

  neIGHBoUR- 

 HooDs

Good practices to prevent or 

eliminate ghettos and social 

fracture in neighbourhoods1 

1  This article has been revised, with added content, from the first version published 

as  Maza, Gaspar (2009). “Prevención o eliminación de guetos o zonas fracturadas en las 

ciudades”. Cruz Roja : Acciones para la inclusión: la metodología en inclusión social, buenas 

prácticas y talleres de participación. 2008. Editorial Cruz Roja Española-Ministerio de Trabajo y 

Asuntos Sociales. Madrid.
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GAsPAR MAZA

“The concept of good practices is used in a wide variety of contexts, 
referring to ideal ways of executing a process, which can be used as 
a model for other organizations. The search for good practice relates 
directly to current approaches regarding criteria of quality in social 
actions, which include not only management and procedures, but fun-
damentally also meeting the needs of affected persons, overcoming 
their social exclusion”. Cruz Roja Española
http://practicasinclusion.org/content/view/106/64

“Good practice is a project or programme, a skill or a means of management that 
fulfills, at least, two of the following characteristics:

> to make a positive impact on those whom it attempts to serve 
or to manage.
> can be duplicated in other zones of the country, region or 
municipality. 
> to take full advantage of partnerships with public organizations, 
non governmental organizations or private companies. 
> to demonstrate a sense of creativity approaching a problem, 
as well as an effective use of resources“2

the use of the discourse of “prevention”, as well as that of “good practice” when 
confronting urban development and social transformation in a certain neighbourho-
od, is the usual aim of many projects. Given that we anthropologists play the game 
of cultural relativism almost as if it were a sport, first I would like to start by casting 
doubt on the concept of “good” practice, since, though some might consider it 
good, others might find the same practice to be clearly harmful or pernicious. 
We may find an example of this in the different reactions sparked by the reform of 
an historic city’s old town district, or of an industrial zone in a state of decline, and 
finally we could extend the example to include almost any other urban development 
project, depending on whether one is affected by the intervention, or whether one 
is driving it forward.

About different meanings of the ghetto

to begin dealing with the different facets these disturbing spaces, part of many 
urban neighbourhoods, present to us, I will try to answer a few questions I consider 
to be essential. For example, why were they called ghettos? What is a ghetto today? 
or indeed, what alternatives have we to offer instead?  

2 Malgesini, Graciela. Buenas prácticas en la inclusión social: catálogo de buenas prácticas. 
Madrid: Cruz Roja Española, 2003

1 This article has been revised, with added content, from the first version published as Maza, 
Gaspar (2009). “Prevención o eliminación de guetos o zonas fracturadas en las ciudades”. Cruz Roja : 
Acciones para la inclusión: la metodología en inclusión social, buenas prácticas y talleres de participación. 
2008. Editorial Cruz Roja Española-Ministerio de Trabajo y Asuntos Sociales. Madrid.
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Let’s look first at some brief definitions of what a ghetto is considered to be:  

Ghetto: An inner-urban area characterised by the spatial concentration 
of disadvantage. The term is often associated with particular ethnic 
groups—for example black North Americans—and was originally 
applied to the urbanised Jewish populations of Europe. A Dictionary 
of Sociology, 1998, GORDON MARSHALL .

Ghetto: A usually poor section of a city inhabited primarily by people 
of the same race, religion, or social background, often because of dis-
crimination. Answers.com

Ghetto: Originally used in Venice to describe the area where Jews 
were compelled to live, a ghetto is now described as a “portion of a 
city in which members of a minority group live; especially because of 
social, legal, or economic pressure. The word “ghetto” actually comes 
from the word “getto” or “gheto”, which means slag in Venetian, and 
was used in this sense in a reference to a foundry where slag was sto-
red located on the same island as the area of Jewish confinement (the 
Venetian Ghetto). An alternative etymology is from Italian borghetto, 
diminutive of borgo ‘borough’  The definition of “ghetto” still has a 
similar meaning, but the broader range of social situations, such as any 
poverty-stricken urban area.

A ghetto is formed in three ways:
As ports of illegal entry for racial minorities, and immigrant racial 
minorities. 
When the majority uses compulsion (typically violence, hostility, or 
legal barriers) to force minorities into particular areas. 
When economic conditions make it difficult for minority members 
to live in non-minority areas. Wikipedia3

We can see from these definitions that the most repeated description of what cons-
titutes a ghetto refers to the situation of confinement of the Jews. In this essay I will 
centre basically on other meanings of the term, especially on those that refer to the 
ghetto as a separated, segregated and marginal place. 

the anthropologist Loïc Wacquant4 warns about the incorrect use of the term, ex-
plaining about certain journalists who call the French “banlieues” (suburban areas) 
ghettos, and characterise them as zones with similar dangers to American ghettos. 
According to this author, the concept of “ghetto” is transferred carelessly from 
one situation to another, and without taking into account the enormous differences 
between both spaces, social, ethnic, national composition.... so far in our country, 
we do not have cities and spaces so fractured that we might speak about ghettos 
in the American sense, not even in the French, though often we may be tempted to 
use this term to refer to some type of segregation. After labelling a situation, giving 
it the bad name of “ghetto”, then follows the moral panic that the concept creates.   

Before advancing to more uses and meanings of the concept, it is also reasona-
ble to wonder if perhaps certain parts of some cities might not be catalogued as 
ghettos as well considering the one-family housing construction “boom” in recent 
years. the geographer Francesc Muñoz, in his doctoral thesis5, presents exhaustive 

3 http://es.wikipedia.org/wiki/ghetto

4 Wacquant, Loïc. Los condenados de la ciudad. Gueto, periferias y estado. Buenos Aires: 
Siglo XXI, 2007

5 Muñoz, Francesc. UrBANALització. La producció residencial de baixa densitat a la província 
de Barcelona 1985-2001. Doctoral thesis. Barcelona: Geography department. Universitat Autònoma de 
Barcelona, 2004
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information on the housing developments of the province of Barcelona, as well as on 
the isolation, uniformity and social segregation of classes inhabiting them.
Due to the overproduction of this type of housing, many of these places have blu-
rred the original territory, changed the image of the city, and lost many of the most 
positive aspects of urban life to become uniform and self-segregated areas. 

The ghetto as a metaphor of social exclusion. 

Returning to the origins of the concept “ghetto” in the social sciences, the first men-
tions send us to the works of Robert Park, Antony Burgues and K. Mckenzie6. these 
sociologists used the term in reference to the negative consequences produced 
by the fast urban growth of a city like chicago at the beginning of the 20th century. 
their works determined that the city was becoming physically organised in a series 
of concentric circles where different businesses and populations were being placed 
depending on the order of arrival and their economic possibilities. 

the use of the concept of ghetto has had, simultaneously, a negative and geo-
graphical connotation. It has been used to mark an anomalous product of a type 
of growth, a zone of social or territorial exclusion, a zone of marginalisation and to 
stigmatise.  

Another important discovery if we review urban history is that the elimination and 
eradication of the ghetto is often arduous and often fruitless work. these segrega-
ted spaces represented, and still represent, a part of the inherent inequality produ-
ced by city and urban life. 

this was seen by functionalist theorists, interpreting the city as an organism syste-
matically expelling dysfunctional members towards the most undesirable places. 
simultaneously, the strongest, more capable members would tend to fortify and 
protect themselves, confronted by these zones of threat and disorder.  

Broadly, the idea of the ghetto as an exclusively negative stigma has systematically 
covered up more positive values existing in many urban areas catalogued under this 
name. For example, certain neighborhoods considered as ghettos have been zones 
of  close contact between residents, areas of face to face relationships, of basic solida-
rity, of tolerance... where people not accepted elsewhere could find their own place7. 

The elimination of the gueto. A repeated dynamic in urban history.

By paying continual attention to urban history, we can see it as the prevention or 
elimination of the ghettos, and of the most undesirable parts of the cities in general, 
broadly executed through strategies such as superimposing a city model over a pre-
vious one, implementing urban development projects to expand densily built areas 
and, on certain occasions, also as a consequence of war8.

so, until well into the XIXth century, if we examine the historic centres of many euro-
pean cities, we can observe that the reform process was based upon the superim-

6 Park, R.E., Burgess, E.W., McKenzie, R. D. The City. Chicago: The University of Chicago 
Press, 1925

7 Maza, Gaspar. Producción, reproducción y cambios en la marginación urbana. La Juventud 
del barrio del Raval de Barcelona 1986-1998. Doctoral thesis. Tarragona: Universitat Rovira i Virgili, 1999. 
Also see McDonogh, Gary. The Geography of Evil: Barcelona’s Barrio Chino. Anthropological Quarterly, 
vol. LX, núm 4, pp. 174-185

8 The wall was an important element in the consolidation of certain types of ghetto in some 
historical cities. This way, the wall simultaneously founds the city, establishes its defense and generates 
the possibility of tax-collection for its development. Also it helps to mark the geographical limits 
between those who are inside and out, between social classes and between separated and segregated 
spaces. In this list of ambiguity of the wall, we can see how trading was facilitated but, also how it ended 
up generating problems of hygiene, traffic, congestion, etc.
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position of new urban planning over its predecessor, resulting in the elimination of 
certain districts: Roman city, ancient, medieval, Renaissance, industrial city...  

one of the most significant cases of transformation of an historic centre was Baron 
Haussmann's new urban development plan in XIXth century Paris9. the demolition 
of buildings and ancient streets produced an evident improvement in city traffic but, 
simultaneously, allowed more effective repression of demonstrations and urban rio-
ts.  Another way to eliminate ghettos in many european cities was opened up by the 
collateral effects of both world wars. As a consequence, many central and peripheral 
districts of cities such as Berlin, Paris, Vienna or London were completely wiped out 
and transformed after suffering repeated bombardments. 

The attempt to eliminate the ghetto from architecture and urban planning. 

the prevention or elimination of the ghetto has been a source of concern, as well 
as a source of projects, for architects and urban planners throughout the years. 
the city–garden project for the outskirts of Greater London, designed in 1902 by 
ebenezer Howard, may be considered the first attempt to improve the conditions 
of life created by industrial and historic cities. His proposal would appear to be a 
reaction against the excesses of a city he defined “paleotechnological” developed 
as consequence of the first industrial revolution. 

“the radiant city” of Le courbusier10 presents another case of reaction against 
urban dysfunctions. His proposal against densification and ghettoisation was the 
zonification of urban space. Le courbusier appeals, not to nature, but to functiona-
lism to organise the excesses of the industrial city inherited from the XIXth century, 
where housing and industry were thrown together in narrow streets only suitable 
for car traffic. 

the technological advances of Le corbusier’s time, mainly the car, introduced new 
possibilities, such as being able to live far from the city centre. on the other hand, 
advances in construction (especially the use of concrete) made possible high-rise 
building, and the simultaneous compartmentalisation of everyday activities and the 
segregation of urban life into differentiated zones: offices, shops, housing.... 

the so-called “Letter from Athens of 1943” also became a small manifesto of how 
architecture should respond to urban dysfunctionality. It attempted to establish the 
terms of a new urban planning based on zoning, and the separation of living and 
working spaces, recreation and traffic. the consequence of applying these principles 
was to give architecture the power to run the destinies of the city; which would now, 
as a whole or in its many different parts, acquire the character of a business enterprise, 
studied in advance, submitted to the rigour of so-called general urban planning11.  

9 He liked to call himself “the demolisher artist”.

10 Le Corbusier, C. La ciudad del futuro. Buenos Aires: Ediciones Infinito, 2001. Le Corbusier was 
known as Mr. Purity, celebrated architect who hardly built anything, but who dreamt up whole cities. In 
his own words: “A modern city lives inevitably by the straight line... Circulation demands the straight line; 
it is the proper thing for the heart of a city. The curve is ruinous, difficult and dangerous; it is a paralyzing 
thing. A curved street is a donkey’s way; a straight street is a men’s way. Wright wrote about Le Corbusier 
when finishing one of his buildings: “Now that he had finished a house, he will write 4 books about it”.

11 The letter was trying to be rational and coherent, but it was disconnected from everyday 
experience. Little by little, under the influence of its postulates, the conversion of “the building” to a 
centre of debate and as an object of contemplation, was produced. The resulting architecture turned 
Europe into an immense place of “cubes”, of homogeneous housing estates.



89
In this brief history of struggle against the ghetto, it is essential to highlight Ildefonso 
cerdá’s project for the construction of the ensanche of Barcelona12 in 1867. His pro-
ject proceeded from a rigorous analysis of housing conditions and social and urban 
segregation of the working population crowded in the city centre.
 
In conclusion, we can see that the principal aim of urban development and architec-
tural projects has been the physical elimination of the ghetto. these interventions 
have usually been enormously complex, though their actions have been clear and 
visible in a relatively short time.

The ghetto in the city of the simulacra. 

Deterritorialisation is one of the central issues of contemporary urban planning, 
as confirmed by certain geographers (edward soja), sociologists (David Harvey), 
urbanists (thomas Gordon smith), and anthropologists (Manuel castells, edward 
t. Hall, and Ulf Hannerz)13. the present-day city has become a place of many nuclei, 
occupying increasingly extensive areas, consuming more and more land.

the current post-fordist economic system14 has been characterized by the growth 
of  specialised and interconnected zones, as well as by the disappearance of the 
traditional industries of the urban centres. If, in the first instance, agricultural areas 
close to cities were replaced by industry, today industry in  cities is being repla-
ced by other businesses based on  tourism, entertainment and production of new 
technologies...  

In spite of these changes, the danger of the ghetto continues to threaten the so 
called “diffuse city”, even as it continues to be organised in industrial quarters, 
business centres, residential and commercial areas. Another trend is the emergence 
of entire cities specialising in a certain type of economy (silicon Valley)15 or entire 
cities developed around a certain product as for example, mass entertainment16. 
Also apparent is the trend of spectacularising the city, such as may be seen in 
movies like “the truman show”17, trapping residents and tourists in a world crossed 
simultaneously by realities and simulacra. 

Among the most negative consequences of this type of development has been 
the loss of stability and social cohesion, of the social and functional separation, and, 
as consequence of all this, the loss of what today we know as social capital18.

12 Cerdá, Ildefonso. Teoría general de la urbanización y aplicación de sus principios y doctrinas 
a la reforma y Ensanche de Barcelona. Madrid: Imprenta Española, 1867. Reeditado por el Instituto de 
Estudios Fiscales, 1968-1971

13 See: Soja, Edward. Postmetrópolis. Estudios críticos sobre las ciudades y las regiones. 
Madrid: Traficantes de Sueños, 2008. Hannerz, Ulf. Conexiones transnacionales. Madrid: Cátedra, 1988. 
Harvey, David. La condición de la posmodernidad. Buenos Aires: Amorrortu Editores, 1990. Smith, Neil. 
The New Urban Frontier. Gentrification and the Revanchist City. New York: Ed. Routledge, 1996. Castells, 
Manuel y Hall, Peter. Las tecnópolis del mundo. La formación de los complejos industriales del siglo XXI. 
Madrid: Alianza, 1994

14 See: Soja, Edward. op.cit.

15 See: Castells, Manuel y Hall, Peter, op.cit.

16 At this point it is also necessary to recognise those who prefer to spend their free time in 
these kinds of themed cities or in malls where it is possible to enjoy consumerism and entertainment 
without the disadvantages that of a commercial street in a traditional urban centre.

17 Directed by Peter Weir (2002).

18 Bourdieu, Pierre. La distinción. Criterios y bases sociales del gusto. México: Taurus, 2002. 
Putnam, R.D. Solo en la bolera. Colapso y resurgimiento de la comunidad norteamericana. Barcelona: 
Galazia Gutemberg, 2002.
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From the guetto to the neighbourhood.  
From the exclusion to the social incorporation.

As opposed to the ghetto’s negative connotations, in its ancient, modern or con-
temporary versions, urban neighborhoods are now considered to be the “places”, 
synonymous with characteristics completely opposed to those of the ghetto: zones 
of face to face interaction, of belonging, connection, participation...  

nevertheless, the force of these previously indicated global changes has reached all 
parts of the city19. Regarding these new challenges and issues the anthropologist Ar-
jun Appadurai20 considers that we are presently experiencing a progressive rupture 
of “cultural” homogeneity in many places at the same time, and as a consequence of 
this, the appearance of, in the author’s opinion, a new type of landscape21. 

the crisis of the traditional neighbourhood movement, by now stripped of its tradi-
tional aims, is another of the consequences indicated by Appadurai regarding the 
increasing dislocation among territory, time and space. the author also affirms the 
clear erosion of the relationship between virtual and spatial neighbourhoods due to 
the impact of electronic mass media. to take an example close to his theory, today 
more than ever events in a neighbourhood such as Fondo in santa coloma de Gra-
manet can have immediate repercussions in a neighbourhood of Quito in ecuador, 
and in other one of a city in the north of china.  

to arrest these trends in many neighbourhoods, there is a marked increase in the 
efforts of the current administration to continue defining neighbourhoods depen-
ding on their own forms of affiliation and production of loyalties. Investments in 92 
neighbourhoods of catalonia, made possible by the Generalitat’s so called neigh-
bourhood law 2/2004, may serve us as sample. 

In the social diagnosis necessary to gain access to the benefits of the welfare state, 
a high rate of foreign immigrant population in a particular neighbourhood is conver-
ted immediately into an indicator that justifies a project of social intervention. It is 
therefore indirectly assumed that the mere presence of immigration transforms a 
particular urban area into a special place; not directly into a ghetto, but certainly into 
a place in need of some type of project.

19 Nevertheless and in spite of multiple changes, on many occasions we still look on them as 
small villages. Numerous proposals for reform arise as an obvious consequence of this point of view.

20 Appadurai, Arjun. La modernidad desbordada. Dimensiones culturales de la globalización. 
Buenos Aires: Fondo de Cultura Económica, 2001

21 Appadurai differentiates five dimensions of global “scapes,” flowing across cultural boun-
daries: 

Ethnoscapes: the landscape of persons who constitute the shifting world in which people live 
Technoscapes: the global configuration of technologies moving at high speeds across previously 

impermeable borders. 
Financescapes: the global grid of currency speculation and capital transfer. 
Mediascapes: the distribution of the capabilities to produce and disseminate information and 

the large complex repertoire of images and narratives generated by these capabilities.
Ideoscapes: ideologies of states and counter-ideologies of movements, around which nation-

states have organized their political cultures.
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The contrast between the wealth of the neighbourhood  
and the simple culturalist discourse.

neighbourhoods with immigrants from different countries, victims of changes in 
the flow of capital and finance, tend to be seen and considered as a problems or 
future problems without admitting that also in some cities they give rise to the 
development of new potentials. A well-known case, with its advantages and disad-
vantages, is the attraction of ethnic diversity for creators and artists in the recovery 
of east London, at the end of the eighties and the beginning of the nineties. 
nevertheless, from above, and perhaps unintentionally, there is sanctioned segre-
gation; an increasingly broad, inevitable and generalised change in most societies 
is  converted automatically into a problem.  

And what is happening at the grassroots of neighbourhoods closer to home? In 
practice we see that only a few people have any direct civic relationship with this 
foreign immigration, thereby reinforcing the ghetto’s situation. 

sometimes a solution to the problem is attempted by resorting to multicultural or  
intercultural policies22. nevertheless, after a statement of good intentions, we 
find that multiculturality only occurs at very limited levels, specifically among local 
neighbours in a situation of social inequality similar to that of the new-comers. 
neighbours, mainly those with few economic and cultural resources, also react on 
occasions with “abstract racism”, or by segregating new-comers, or with a careless 
tolerance  given their own situation of risk and social exclusion...23  

From other much more comfortable positions, relationships with immigration are 
organised through filters, in other words through interpreters or official immigrants, 
which as organisations, nGo’s, mediators or translators play the role of negotiator, 
ventriloquist or connectors with the host society.

Multiculturalist discourse, a fictitious action against the ghetto.

on the other hand, the concept of “culture” (with all its ambiguities), turned into 
one  of the main keys to knowledge and connection between parts. Regarding cultu-
re and the possibilities of cultural exchange, the anthropologist claude Levi-strauss 
indicated some important limits to remember. From his point of view, cultures are 
like trains on which we are passengers. the passengers on trains travelling in our 
direction and more or less in parallel are visible to us, whereas passengers in trains 
going in the opposite direction are totally invisible.  

the exclusively encyclopedic and culturalist proposals run the risk of saturating us, 
and making it absolutely impossible to develop truly close personal relationships. 
If  on one hand we have an unlimited capacity for comprehension, on the other 
hand, we should recognise the limits in our learning mechanisms, and particularly 
if  we try use them in a simple and accumulative culturalist way.
on other occasions these kinds of policies end up producing almost a compulsion 
and an obligation to mix with a wide and abstract “other one”.

22 At present, multiculturalism and interculturalism have turned into two “isms”, into two 
ideological almost unquestionable fashions and have lost a lot of strength as ways to connect and 
mixing. The use and abuse of this fashion can take us to what Tom Wolfe criticized when a similar situa-
tion took place in the USA: “multiculturalism?, ah, yes!, this crap with which all the American universities 
(now also Spanish) fill their students”.

23 I would not want this to be understood as a critique of the founding neighbourhoods, 
which, often, do what they can. In fact, the important role of these stairway neighbours needs major 
recognition and support, as it is at this level where a type of intercultural relations is managed which 
is very different from those prescribed by official theories. For these neighbours immigration is not a 
discourse but a very present reality with which they coexist daily, competing, sympathising, rejecting, 
making relationships or keeping their distance...
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the systematic use of parties, music and celebrations as a way of knowledge and of 
proximity end up trivialising the role of culture and offering us only a very restricted 
version, in its role of connector among different groups. culture used in ths way 
ends up making everyone involved more ethnic, more folkloric and possibly more 
isolated inside their own world.  

As a conclusion, where are the good practices?

According to what we have seen so far, there seems to be no point in remaining 
so determined to eliminate the ghetto. Perhaps instead we should attempt to read 
it  and understand it from the inside. therefore, in my opinion, if there are “good 
practices”, they must subsist in “micropractices”, in the preferential use of the me-
chanisms of common sense, in other words, understanding first to intervene later;  
or, to investigate and act first, and return to investigate again as required by any 
kind  of project. 

the economist Jane Jacobs in Muerte y Vvida de las grandes ciudades24 made 
us recognise the value of  observing how certain indispensable pieces work in the 
machinery of a neighborhood, such as a particular street, a shop, a park, a neigh-
bourhood football team or a neighbourhood community. Are these spaces, places 
and groups still accomplishing their basic social functions? Do they have enough 
strength to avoid the ghetto?   

As for those social and cultural projects originating from outside and at a remove from 
the locality, the right to be respected, and the right of all citizens to be equal, different 
and respectfully indifferent to each other, should be upheld (Delgado)25, as much as the 
rights to stand apart, to social mobility, or to be self-employed, or to be a newcomer.   

In a world of increasing cultural heterogeneity, we must give ourselves some respite 
from the compulsive fashion of hashing together, or at least, often a more fictitious 
blending than a real one. We need a long time to think for ourselves about the 
changes influencing our lives without knowing how, and which are coming at us from 
very different directions. “estoy desmexicanizándome para mexicomprenderme”, 
was how Guillermo Gómez Peña26 answered the question of his identity in the life he 
was forced to lead, half-way between Mexico and the UsA; or, in other words, “I am 
deMexicanising myself, so I can Mexicomprehend myself”.   

24 Jacobs, Jane. Muerta y vida de las grandes ciudades. Madrid: Ediciones Península, 1973

25 Delgado, Manuel. Disoluciones urbanas. Procesos identitarios y espacio público. Medellín: 
Editorial Universidad de Antioquia, 2002

26 Gómez Peña, Guillermo. El mexterminator. Antropología inversa de un performancero 
postmexicano. México: Editorial Océano, 2002 
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In another sense, in the face of the dislocations caused by the globalised world, it 
may be important to maintain a balanced relationship with the times in which we 
live and our close surroundings, that is, with our own “chronotope”. In a certain way, 
we are confronted by a situation in which we must look for a new kind of colonising 
relationship with our neighbourhoods and our immediate territories so as to reclaim 
them, without either being excluded, nor by excluding others. every day it seems 
more evident that the time is long gone when the neighbours themselves (who were 
also immigrants, in their day) built integration with their own hands, first constructing 
a house, then a sewer, and finally a pavement and lampposts.  

I conclude by recovering the words of Appadurai that insist on this direction:
“neighborhoods (while preexisting contexts) are prerequisites for the production 
and constitution of local subjects, that is to say, so that new members (newborn chil-
dren, foreigners, liberated prisoners, ex-slaves, guests, relatives) could be transfor-
med, permanently or temporarily, into local subjects, making the existence of places 
and inserted spaces in a neighbourhood temporary space indispensible, historically 
produced, relying on a series of rituals, social categories, experts and  located infor-
med audiences. Here we see locality as something given, that is to say, as second 
nature, common sense or habitus”27. 

27 Appadurai, Arjun. op.cit., p.193
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Il carbone sotto la pelle (The coal under the skin) is an installation that took 
place in 2003 as part of a project to work in Apulia (Italy), particularly in the 
area of Salento. Artists form several countries of the European Union – Italy, 
Greece, and Germany- took part in this project.
Described in the past as “Finis terrae”, given its location at the southernmost tip 
of the Italian peninsula, the area of salento has a strong personality. Due to its 
geographical situation, facing the Mediterranean sea, salento has always been an 
entry port and a crossing point for influxes of migrant populations. It is proud of its 
extraordinary history of integration and assimilation of different peoples, such as 
Phoenicians, Greeks, Arabs, normans, turkish and spanish, not to mention the main 
population centres they established in the area. the cultural contributions of those 
who stayed on its shores always greatly enriched salento. they turned it into a place 
with a complex, stratified, particularly rich and polyhedral culture, characterized by 
plurality and diversity.
 nowadays, Apulia still stands witness to a massive transhumance, both 
physical and cultural; but now, leaving aside the influx of tourists, it consists mainly 
of “migrants” who cross the Mediterranean sea on the pateras1 of hope and despair: 
men, women and children unloaded from clandestine ships on the coasts of Apulia; 
people of other countries who left their homes in search of work and welfare. their 
trail can often be found on the shore: a ripped jacket, a worn out shirt, a packet of 
soaked and unusable nappies left on the cliffs or among the bushes.
 In recent years the “patera emergency” has become a tragic and unstop-
pable daily trickle. the apocalyptic images of that first overloaded boat that docked 
at Brindisi in 1991, broadcast around the world to general disbelief, remain carved in 
memory. In the crowd, among the tangle of thousands of bodies and raised arms, on 
those desperate expressions, a new reality was taking shape, and the utter inhuman-
ity of those journeys, bound to multiply in the following years, was made evident. 
 nowadays a large amount of people embark on dangerous voyages to 
reach these shores. this situation is the reverse of that of our recent past: immi-
grants are driven to Apulia today for the same reasons that inhabitants of Apulia 
and salento were for a long time driven to other countries. During the 19th century 
and the first half of the 20th century – until the 1960s- salento was, like the south of 
Italy and in general the whole peninsula, a land of emigrants. sometimes they left 
their country in search of welfare, but more often they were compelled by the urgent 
need to survive and to feed their families. this huge social phenomenon, generally 
shrouded in silence until this day, is the subject of The coal under the skin, an articu-
lated and elaborate installation on an environmental scale. ottonella Mocellin and 
nicola Pellegrini decided to carry out this project when, in a series of detailed visits 
to salento, they met some direct witnesses to an extremely important phenomenon 
in Italian emigration: that of the Italian peasants who left to work in Belgian mines, 
particularly in Borinage. In many cases, these very young emigrants returned to their 
country carrying within themselves, often in silence, the burden of hard experiences 
doomed to remain buried in memory.
 the first and decisive meeting was with Lucio Parrotto, a former miner in 
Belgium – where he worked for 30 years- and his wife and companion Angela sozzi, 
who was herself the daughter of a miner. today they live in the town of casarano, 
where they founded a kind of small Museum of Miners: with an absorbing atmo-
sphere, saturated with objects and relics. the museum was born out of the wish 
to grant recognition to the leading figures in an historic Italian phenomenon that 
affected millions of people but which, in spite of this, is usually disregarded in public 
discourse for opportunistic reasons, as well as in private discourse due to discretion 
and a sense of dignity.
 the second meeting was with the people of Barbarano, a village of 
about nine hundred inhabitants, many of whom had had some bad experiences 
in the mines.
 their stories are about stress, danger, fear, and the drama of a life in dark-
ness, of work as hard as it is held in contempt.

1 patera: small, unseaworthy boats, used to carry immigrants, many of whom die in transit.
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Il carbone sotto la pelle 2003
Work in progress

Performance with La Sciuscitta
Barbarano 12.07.2003
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this is how the installation was born. It found its natural space in an underground 
crypt beneath the magnificent fortified church of Leuca Piccola in the village of Bar-
barano, once the penultimate stage of the long pilgrimage to the sanctuary of santa 
Maria di Leuca. Beside the church there is a wide space encircled by 17th century 
buildings, formerly travellers’ lodgings, now used, with little modification, as hous-
ing, garages or stables. Here can be found the entrance to the crypt, which was dug 
directly underneath the church. With its extremely deep wells, this huge hypogeum 
or underground building was once a shelter where pilgrims and travellers could eat, 
have a break, rest in the cool and feel safe. 
 Inside this cave, the recent historical memory of emigration from salento to 
the northern european mines has taken the shape of an installation, presented by 
means of a stage event, and answered, for the duration of the exhibition, by the ac-
companiment of the sound of a fountain, originating in the church’s bell tower. 
 For visitors, The coal under the skin was a sort of descent into hell: a tour 
through subterranean corridors, where the only interruption to the darkness were 
the torchlights visitors were given when they entered the cave. each visitor had to 
face an intense journey on their own, with the others transformed into weak shadows 
by the dim light. 
 the tour started with a performance of the Barbarano choir, La Sciuscitta, 
at the cave entrance, charming the listener with their moving repertoire of miners’ 
songs. the choir is mostly composed of former miners and miners’ wives and daugh-
ters who shared the tragic experience of emigration. 

Performance with La Sciuscitta
Barbarano 12.07.2003
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From this point we entered the shadows. there is a well at the entrance of the cave 
and then a large hall, from which we could walk to the second well and cross a long 
and narrow gallery leading to the claustrophobic atmosphere of the third dug-out 
well. Here the voices of the people of Barbarano themselves resounded as, at the 
artists’ invitation, they evoked their past. Although the voices were immaterial, they 
filled the space. Firstly they recited the names and birthdates of those who left to 
work in Belgium. Again, these were the voices of the women of La Sciuscitta, lending 
a strong identity to information that is in itself impersonal. 
 through the long corridor, the voices of a man and a woman related their 
memories of a life, told of fear, darkness and depth: sensations that combined and 
intertwined with those aroused by the hypogeum’s damp and dark atmosphere. 
As we walked on, we picked up fragments of sentences evoking vivid memories, 
the narrator’s voice vibrating in the listener’s heart. these fragments of memory 
resonated, overlapped, mingled, chased and deafened us, as if we had been inside 
a head crossed by thoughts that emerge powerfully only to disappear later. Unex-
pected and tragic words worked their way gradually in our minds, turning the walk 
along the corridor into an intense and moving experience. As we moved into the 
darkness we felt as if we were walking through the spaces and corridors of the mind, 
of the shadows of our souls. Here is where the psychological dimension gains its 
space, a sensitive space that vibrates with all the sorrow in the world. 
 In the last circular space, inside a central well deeper than the previous 
ones, an image of two legs going down a spiral staircase was projected – another 
reference to a way that leads to the twisted depth of the mind. Meanwhile, nar-
rative voices came from the bottom of the well, as if they were other memories 
de-taching themselves from the depths and reach of our conscience. this time they 
were articulated memories, stories that are told once and for all, enumerated with 
tragic clarity. And, again, we heard the double narration of the story of Lucio Par-
rotto and his wife Angela sozzi. 
 A masculine point of view ran in parallel with the feminine, alternating, taken 
up again by the voices of the two artists. they were indissolubly intertwined. they 
echoed the shared experiences as they told us about a desperate life: the way down 
to the mine, the smell, the absolute darkness of the narrow corridors, tiredness and 
sweat, suffocating heat, bread kept in a tin box so as to protect it from mice, the anx-
iety of waiting, lost sons and daughters, hardship, food shortages, and the poverty 
that is dissembled to preserve dignity. Intimate stories that reveal the experiences 
lived, concise though not incidental, vibrating but not emphasised; poignant stories 
of facts we wish we could describe as inhuman but that pile up in the memories and 
feelings of many salentinians and which rouse a sense of a shared history in the lis-
tener. 
 through a highly theatrical performance but avoiding the use of special 
effects, a short-circuit was produced between the chosen setting and the situa-
tion to which it made reference. the two artists saw the atmosphere of the under-
ground building as a great sound box for their narration, turning it into the setting 
for a cathartic trip through the meanders of memory, the real and metaphorical 
darkness of the mines and the dark moments of Italian history. 
the trip also led us to the present. nowadays, in Italy, when we talk about immigra-
tion we inevitably think of the opposite phenomenon: immigration into this country. 
Poverty, the journey, suffering in a far-off country, the risks and the torment must 
necessarily be read as a common denominator of the human experiences of past 
emigrants and present immigrants. We might expect some degree of empathy 
towards today’s immigrants. nevertheless, this is not happening in our reality. 
In Italy, we watch the suffering and pain around us, but tend to choose impassiv-
ity, perhaps so we do not have to remember our past –so similar and still so near. 
our society  
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denies historical memory, refuses to become aware of the current situation, and 
prefers instead to see the complex phenomenon of immigration as a danger, as a 
matter of public order. the more evident the difficulties, the precariousness and 
the vulnerability of immigrants, the more they are perceived as a threat, and more 
vigorously and brutally are they expelled from the country.
In this sense, ottonella Mocellin and nicola Pellegrini’s work is more up-to-date 
today than when it was done.
 today, bringing our experiences as emigrants to light means dealing with 
this issue, with our reluctance to face human conditions that were once ours, and 
the obscurity of people who for a long time were forced to endure pain, and who 
eventually drifted apart from their own memories.  
 For this reason, today more than ever, in this work we can find poetry but 
also necessity. We can find individual and collective experiences that trigger partici-
pation and the expression of a common history through the two-way split of view-
points and voices, and the many participants who contributed to create the work, 
among other things. But it was also because a subterranean atmosphere was chosen 
– a shelter for pilgrims – that the sense of travelling, of being a point of arrival, of 
hospitality, was conveyed.
 While the work was carried out, a sense of conscious participation, capa-
ble of involving and stimulating new links, emerged; demonstrated by the fact that, 
on the day following the exhibition’s opening, the people of Barbarano organised 
an unforgettable party in the village’s square for their artist guests. Although it was 
something unexpected, later it became a part of The coal under the skin.
 At the end of 2003, a second version of The coal under the skin, specially 
produced for the occasion, was exhibited in tirana (Albania). A black screen and 
the voices of the two artists who recounted the tragic past told by Lucio Parrotto 
and Angela sozzi symbolised the darkness of a life without happiness or hope, a 
load of  experiences and memories. 
 Again, the two points of view alternated and became indissolubly inter-
twined. Again, the two artists, by taking up the words of the former miners, re-
created a form of identification that contributes to knowledge, preventing the work 
from falling into a documentary approach and the danger of becoming neutral.  
on this occasion there was also a total lack of images accompanying the narration: 
the only visual component in the work were the subtitles that follow the narration. 
And this was not only because habit has made us indifferent to, and dangerously 
unmoved by, pictures, but also because only the black screen was sufficiently dark 
to accompany the descent into the entrails of the earth and the sorrow, of the con-
science. 
 the video was first shown in a subterranean space, an inaccessible room 
whose entrance had been barred with a grille. An atmosphere evocative of jail: 
the reference to the metaphorical conditions of those who live in need merge with 
the reference to the concrete conditions of the place in which “clandestine” immi-
grants are confined when, once they have arrived in our country, they are arrested 
by the police force.
 this version of the work was apparently difficult, being the result of a formal 
restraint through which a profound narrative impact and a strong emotional charge 
is achieved. on this occasion the relationship between the story of Italian emigrants 
and the context provided by Albania took shape, as this is the native country of many 
of the immigrants who cross the Italian border by sea or by land. this way the work 
came full circle and the superimposition ended up as overwhelming. In this version, 
the relationship between The coal under the skin and the context of the exhibition 
–and, to a greater extent, the political, social and territorial context of the country 
where it was shown- gained fundamental importance and became the source, the 
theme and the venue of the installation.



100
101

View of the installation  
in the first hall

View of the installation 
from the corridor
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Il carbone sotto la pelle 2003
Still form video
Photo by Lia Rumma Milano, Naples

Two 30x50 cm. lambda with aluminium 
prints. Photo by Lia Rumma Milano, 
Naples 

The audience watching the video  
in the shaft at the last hall 

Ottonella rehearsing for Il carbone sotto  
la pelle 2003

Interview with Lucio and Angela Parrotto  
during the opening
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My work is, in most cases, related to a reading of the public sphere as a 
site modified by the public, and to the registration of events, even if the 
position of individual works might be at times ambivalent. 
I believe that the true realization of the spirit of public art should be in 
works that by what they do, set up situations and generate actual reac-
tions and involvement from the audience. the three examples presented 
here operate within this logic.

I am interested in artists that make themselves available to the needs of 
an audience, of a community. By “making themselves available” I mean 
the offer of their means, skills or capabilities, to intervene in a community 
where problems might be experienced daily, without a way forward.
I believe that today art can be meaningful only in this way. Because the 
society in which we live is determined by economic pressures – even dur-
ing what is considered time-off – an artist can make available the means 
to face a social question that cannot otherwise find a solution or a voice 
in  the political sphere.

Video Rom (realized with Marco Biraghi in 1998) originated with the idea 
of creating, through a photographic exchange, a “bridge” between some 
of the gypsies who live in Milan and their relatives who have remained 
at home in Romania. For this reason we contacted a community of rom 
originally from costei, a small rural village near timisoara, now living in 
a parking lot near the main cemetery located on the outskirts of Milan. 
With their permission we photographed them and brought their portraits 
to their families living in costei. subsequently, we repeated the same 
operation by photographing the members of the family living in costei, 
and once again bringing their portraits back to Milan.
the video documents the double exchange of photographs, placing the 
images filmed in Milan next to those filmed in Romania, and attempts to 
narrate an actual experienced event – a true instance of public art – that 
still, however, remains inexpressible. the intention is not to offer inter-
pretations, but to show objects, places, faces, and environments that are 
part of a way of life.

However, this parallelism is not only a question of representation, as it 
actually concerns the reality of the place. From the particular point of 
view of the rom, Milan resembles costei. the “discovery” which the video 
permits does not have a local value but instead a general one. substan-
tially, the discovery consists in understanding that what modifies itself is 
not so much the life of the rom in contact with “western civilization” but 
the peripheral areas of the large western cities which come into con-
tact with the rom. In this manner the physical spaces at the edge of the 
metropolis in which we live (and which we feel is “ours”) appear not only 
modified but even determined by the presence of the gypsies and other 
“non european community” people (in other words those whom we feel 
are “strangers”), in such a way that certain spaces are comprehensible 
exclusively in the light of their “point of view”.

We learned more about the outskirts of Milan by being in Romania than 
by living near them.
the next two works are more recent and were both created at Isola, the 
area where I live in Milan. these are the works that I believe most belong 
to the realm of public art.
Framing the Community (2006) is based on taking group photographs of 
people living in the Isola neighbourhood in Milan. this series was realized 
for an exhibition at Isola Art center, curated by M. scotini, which had as 
its central theme the area and its inhabitants. the first item I created was 
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Video Rom, Milano Romania, 1998
In collaboration with Marco Biraghi
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Video Rom, Milano Romania, 1998
In collaboration with Marco Biraghi
Still from video
Courtesy Archivio Alinari

L’Isola-Che-Non-C’è, 2007
Still from video
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a flyer that I placed in all the shops in the area, inviting anyone who was 
interested to come and have their photograph taken. 

I prepared a traditional set for taking photographic portraits, but in-
stead of using a romantic landscape as the background, I used a broken 
window with a view of the neighbourhood, opening onto an area of Milan 
that is the subject of intense urban regeneration and property specula-
tion. those volunteering to be photographed with family and friends are 
thus subscribing to the idea of belonging to a specific human and urban 
landscape.  At the same time, that window, that view, that vista, became 
part of a hypothetical household shared by all of them.

L’Isola-Che-Non-C’è (Neverland, 2007) was a project that began from an 
observation every mother knows: the city and its urban routes are stud-
ded with obstacles to the passage of even a simple pushchair. 

the project is in three parts: a Video, a Zebra crossing painted on as-
phalt, and some stickers. 
the video showed the difficulties of urban routes from the point of view 
of a baby on a pushchair. the second intervention consisted of painting 
the road surface near a public garden in the district with a pink and baby-
blue zebra crossing. the third intervention involved printing stickers that 
I distributed to those willing to take part in the initiative. these stickers 
had an image and a slogan denouncing the obstacle encountered on the 
walkway (uncivil disobedience!), and were to be used as little act of civil 
punishment.

Sticker:
How can I get past? You are in my way!
Disobedience and Punishment
should you meet any of these obstacles on your way, an uncivil disobedi-
ence, please use these stickers as a little act of civil punishment.
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L’Isola-Che-Non-C’è, 2007
Stickers, 10x10 cm

L’Isola-Che-Non-C’è, 2007
Pink and blue paint on asphalt
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Framing the Community, 2006
Flyer and Photography (lambda-print 100x70 cm)
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Flyer text: Come and be photographed with your family and friends! 
If you take part in the making of a portrait of the Isola district, you will 
receive a copy of your photograph.
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Precedents and context 
Fachada1 is a project by the arts group Trabajos de Utilidad Publica (tUP)2, a trans-
disciplinary3 group  that investigates the city through actions or art operations which 
sets out to occupy public space-time. tUP seeks to turn the city into a place of artis-
tic experience, and aims to create experiences generating (an)aesthetic – political 
awareness, based upon practices of occupation of space, of awareness, of contact 
and of coexistence, and given impetus through conversations, joint work with local 
people, and with public memory through the city’s archives.
Fachada submitted a proposal to work with inhabitants of two urban settlements 
to the east of the city of santiago de chile: the Villa Jaime eyzaguirre (Je, Macul’s 
commune) and the Villa simón Bolívar (sB, Peñalolén’s commune). the general 
sense of the project was to stimulate certain expressions of inherited memory, using 
house-fronts as meeting-places. In both settlements the project acquired different 
formalisations: in Je the fronts were a motif of the photographic work; in sB expres-
sive visual interventions were designed on the façades. 

Foundations
Fachada took as its core concept the interface: a “physical and functional connection 
between two devices or independent systems”. And in many ways, the interface is 
the core of Fachada. Firstly: interface between visual arts and everyday life, a ques-
tion raised explicitly by movements such as Fluxus, and implicitly through the series 
dadá-surrealism-concrete poetry-situationism; or by reactions to minimalism (process 
art, earth art, land art, to so-called “relational art” since the end of the 20th century). 
the project is also related to what more recently has been called “public art”, with 
whose conceptions -primarily those of Félix Duque- as well as with those of nicolas 
Bourriaud’s “relational art”, this project has attempted to find some affinities and 
echoes. It is an interface that contemporary art has activated retroactively in the ar-
chives of visual arts, recognising dissidences and alternative readings which have set 
in motion those questions raised by various historical and theoretical narratives of art. 
secondly, the interface refers to the constructive - architectural literality of façades 
which act as a border between public and private spheres, as a transaction reflec-
ting the city in the street, as a mosaic of domiciliary singularities: every domiciliary 
singularity, a word on the street. each façade exhibits what the inhabitants put on 
public show, the history of their house, of their way of life in the city. 
Façades begin the conversation that gives rise to the street, and which occurs as an 
incomplete city, as living conditions to come, a future citizenship. Façades contain 
hetereogeneus calligraphies, articulate what is or what is happening, mundane 
occasion for social ties. Façades show passers-by a moment of life, fragments of the 
housekeeper who is, that has been and has been being. temporary stops, stages of 
a work in progress, façades set themselves up as centripetal adhesions of life which 
inscribe the street. 
And thirdly, the interface directed Fachada in reference to the meaning of our own 
work. Using the words of theoretical tradition of the arts, we talk about the “question 
of the artwork”; and in words used during the making of Fachada, it is the interface 
which occurs in a “conversation between builders”4. In the interface there is so-
mething that affects any work//artwork, which we understood as a meeting. In every 
artwork there is a meeting between the artist and the process, during which other 
currents appear. And, in the meeting between the finished work and other people, 
they might find themselves emotionally involved in the ongoing process within the 
finished work, acting through the artwork.

1 Fachada is a visual art collective project funded by the Fondo Nacional de Desarrollo Cultu-
ral y las Artes (FONDART), 2005 (Folio Nº 1CL13123-2005-20104). 

2 For this project TUP collaborated with  Leonardo Ahumada / designer; Patricio Castro / 
visual artist; Alexis Llerena / multimedia artist; José Manuel Varas / anthropologist

3 As a description of the meeting of various disciplines not enterely approppiate to define 
TUP. TUP  may be  better defined as a post disciplinary or un-disciplinary collective.

4 As defined by  Patricio Castro, visual artist who met with TUP members, a couple of years 
after closing the project and after presenting it publically in touring exhibitions.
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Operations
What were the interventions on the façades? once the statements tracing out the 
field of work and the proposals for initiating actions were made, it was a question of 
deciding what was to be done. 
We worked at two urban settlements, Villa simón Bolívar and Villa Jaime eyzaguirre. 
the latter is a settlement originating in government-planned housing policies from 
the days of the Frei Montalva presidency in the 1960s. the villa simón Bolívar (initially 
called “Guerrilla Manuel Rodríguez”) is a settlement planned at the same time by 
settlers’ movements under the policy of “land occupation”. these two different 
historical experiences were linked to one movement, known in Latin America in the 
middle of the 20th century as the “sincasa” (homeless). 
tUP’s travels around both settlements suggested different modes of action: to 
begin a conversation with the residents about what they knew of the origins of each 
settlement, from the point of view of their own origins, their migrations and their 
ways of constructing housing. the conversations were opened according to two 
different initiatives resulting from contacts gathered in each settlement through 
tUP’s walks along letters and streets, voices and documents, registered trade marks 
on buildings and official cartographies. two ways of accessing the settlements, 
which, in short, would delineate the particularities of the visual work to be extracted 
between façades and pathways, between the passers-by’s wishes or the inhabitants’, 
between what we saw and those who saw us. 

Villa Simón Bolívar 
Here, the evolution of the work started from a conversation with a local leader, 
who was interested in the proposal: “we want to visualise the history of the houses 
through stories the families tell us”. she offered us the use of the head office of the 
“territorial organisation” (the administrative name for residents’ associations) and 
to convene a discussion with some of the settlement’s founding residents, “among 
the first to arrive”, she pointed out. some of them invited tUP to their homes. And 
these visits made possible the selection of five houses, “the first five”. Although we 
didn’t know it, we were making the selection during the conversations in the houses.

With each visit, the stories took on both epic and anecdotal notes. they were about 
yesterday, about the beginning, told of arrival and establishment, the memory of 
the  city. the founders of the villa sB, some of the homeless who occupied these 
areas forty years ago, told those stories of their settlement which they considered to 
be important, and, after several interviews, tUP was ready to propose ways  to work 
on the façades of their houses. each narrator/resident allowed us to design a home-
street-village cartography for each of the five houses. With this cartography, tUP 
discussed with the inhabitants various proposals for working on the house fronts, 
and decided which among them was appropriate in each case. once the proposal 
was chosen, we designed a folder in which we presented the idea of the artwork-
façade, its technical specifications and how to implement the proposal through joint 
work. the proposal was discussed by the inhabitants of each of the five houses, its 
terms modified, and a plan of work, lasting several weeks, was agreed. the result of 
this first phase was the following : 

House-tapestry (casa-arpillera)  (el Valle st, n º 5913). During the Pinochet dictator-
ship (1973-1989), Maria Isabel Meléndez made arpilleras as a community work. the 
arpillera (tapestry) is a technique of embroidery, in which figures cut out of coloured 
fabric are stitched onto tapestry cloth. Mrs Meléndez (one of the settlement’s foun-
der members) particularly remembered those days of making arpilleras under the 
auspices of the catholic church which, as was also the case with similar works from 
different chilean parishes, circulated them throughout europe.
the proposal consisted of making a communal arpillera supported by a detachable 
metallic frame attached to the lateral wall of the house facing the street (2,10 x 4,50 
mt.). the motif of the arpillera, which was decided by Mrs Meléndez, was her story 
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of the sB settlement arranged in four pictures: arrival and occupation, building the 
settlement, dictatorship, the present day. For weeks Mrs Meléndez presented sket-
ches which under her supervision were drawn in pencil on the corresponding sector 
of the frame, after which the cutting of coloured fabric pieces festooned with wool 
could begin. 

Computer-graphic memorial of construction (Memorial infográfico de edificación) 
(Pasaje Maracaibo 2221). Luis Hernán Pinto, one of three leaders who negotiated the 
occupation of the area with the authorities in 1972, told us of his adventures while 
gathering the materials with which he built his house, and of their origins. the tiles 
of the floor from a demolished drugstore, metal from lamp-posts put aside in a 
warehouse... 
With Mr Pinto we selected among the stories of the origins of materials and their 
current location in the building. A computer-graphic model of the house was 
designed, and engraved by woodburning onto a plaque of 110 x 80 cm showing an 
overhead plan and lines joining text labels to some areas of the house areas. the 
finished plaque, coated with resin, was placed on a 1m high pedestal at the front 
garden inside door.

Construction company (Firma constructora) (Pasaje Florencia 2244). Raúl Hiriart, 
builder and carpenter, came to the occupied land because his organization of 
carpentry labourers was building apartments in Américo Vespucio in 1972. Mr 
Raúl told us in full detail the construction decisions, architectural flourishes, and 
technical characteristics that he had invented (anti-earthquake measures, roofs, 
passageways, sloping floors, etc.) and which he had used in building the family 
house during the last four decades.  

His wife cultivates medicinal herbs in the front garden. Looking from the pavement 
to the medicinal front garden, we noticed in the wall supporting a metallic fence, 
four metal embossed stars over the stucco, representing Mr Hiriart’s building com-
pany, and recalling the four members of the family.

the proposal consisted of painting the fence and the low wall, highlighting the four 
stars by painting them in blue, and installing on each of them (50 cm. high) a glazed 
metallic container with a legend corresponding to the medicinal herb growing on 
them (“For sleeping”, “For the belly”, “For pain”, “For sorrow”). In this way, two artis-
tic flourishes were brought together in this façade.

Without words (sin la palabra) (calle el Valle 5887). Héctor sanhueza, leader of the 
area’s occupation, told us how he built his house step by step, from the first planks 
he lashed to a tree (today in his courtyard) as reference for planning his home, to his 
car repair workshop with which he contributes to the family economy. the proposal 
joined together two registers we found interesting. on one hand, the abundance 
of anecdotes, and therefore of stories, of words. on the other hand, Mr sanhueza’s 
request to increase his customers, since administrative-commercial reasons had 
made it impossible for him to advertise his trade. the idea was to join together an 
abundance of words with an advertisement for Mr sanhueza’s trade, but, as he said 
himself, “without words”. He gave us four car bonnets, some not yet repaired, others 
in the middle of repairs and others already repaired. Images were painted on each 
of them, two based on his story as a pioneering builder in the settlement, a third 
illustrating a family photograph, and another representing him at work (“without 
words”). these four car bonnets, approx 1.5m x 1m., converted into pictures, were 
tilted against the house fence 1m off the ground, like vignettes telling passers-by 
about his trade and the story of his family in the village. 

Ground swell (Mar de fondo) (Pasaje Florencia2208). Margarita cofré lives almost 
alone in the house constructed at the beginning of settlement. two issues were 
joined together in her story: the urgent necessity for setting up an initiative centred 
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around issues of subsistence, and her desire to make her fence presentable, so she 
could gather behind it anonymous objects, useless and forgotten. Her subsistence 
initiative consisted of a fried fish stall, using an apparatus she set up herself: a cooker 
with vessels for frying, and two counters, one for cooking and one for serving. such 
an exceptional initiative became associated with evocations of the sea as a source of 
enjoyment of gastronomy and landscape. 
the proposal carried out with Mrs cofré consisted of installing her fried fish stall, 
placing behind it a gigantography5 (billboard on PVc 7.50 x 1.70 mts.) with an image 
of her walking, a blue-green sea in the background. this acted both as scenery for 
the stall and, seen over the fence, as a house front as well.  

once these five works were concluded, we invited the neighbours of the settlement 
to a tour, ending in a gastronomic meeting at Margarita cofré’s stall with the sea in 
the background.   

In the second stage, we approached the residents because we were interested in 
what the façades of their houses suggested to us. the façades set narratives in mo-
tion and caused to circulate those stories the neighbours were interested in telling 
us, establishing correspondences and interruptions between the images of the 
houses and the lives experienced within. the result was the five following works:  

Bottles to the water (Pasaje Azteca 5908). In front of the houses, a deliberate 
meeting takes place between inhabitants and pedestrians, neighbours or passers-
by. the transfer of chairs and tables to spend the evening on the pavement between 
house and path, the chat with neighbours, music mixed together in the street, are 
clichés. they are also certain “mythical - technical” devices that allow the façade 
to be protected; like the plastic bottles filled with water and paraffin lined along the 
walls to discourage the instinctive canine practice of urinating on them. the house 
of Héctor, a former wine bottler in the vineyard near the settlement, relies on bott-
les like these. We decided to emphasise the presence of the plastic bottles and to 
completely cover the front with them. the family and neighbours cooperated enthu-
siatically in filling 500 bottles to place on Mr Héctor’s fence. Inside some bottles we 
arranged stones with phrases taken from stories the neighbours told.
this whole action had two readings. one, on the general level rough and reflective, 
the other a wide one from the rough and reflecting surface and a close-up one from 
the texts read through the liquid inside the bottles. Mounting the display took one 
whole day, after which it was exhibited for several days. the bottles were recycled 
for a fairground stall and the water distributed among the plants of the area.  
 
Photo-story (Fotorrelato) (simón Bolívar 5862). Many of the homeless who led the 
occupation of the simón Bolívar settlement claimed they belonged to the Mapuche 
people, a fact recognised in conversations with different settlers referring to the 
occupation. one of them, cipriano, actively participated in the first meetings where 
we were compiling information to update the memory/oral history of the village. 
He liked to narrate through photographs the route through the Mapuche lands, and 
their current location in the settlement. the fence turned into a gallery where the 
photographs explained his route, his narration. Dozens of photographs were arran-
ged in a horizontal sequence (a little over 1.5 m high). His selection bore captions 
that were incorporated at the bottom of each photograph. Images and texts sket-
ched out an interface between the personal and family narratives, including those 
public narrations any passer-by might recognise in the city.
Dressmaking (corte-y-confección) (Venezuela 5832). on this occasion, the work 
on the façade related to the house owner’s trade. one of the most popular home 
money-making trades around the world is stitching and dressmaking. Mireya men-
ded clothes, and stitched original creations, such as curtains, sheets and bathroom 
sets, for her neighbours.  
the work on her façade consisted of a large sheet of fabric made of cuts of different 

5 Image printed in giant size
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cloth, patchwork-style, like a Gobelin tapestry. on it Mireya highlighted silhouettes 
representing her trade and related objects like buttons or a sewing machine, and 
including some texts with fragments of the history of the village, as well as her own 
silhouette. this huge sample of handicraft was laid over the lateral wall of the house, 
like a carpet hung out to dry after the wash.

Showcase (en vitrina) (Pasaje  Valencia 2601). the work at Isabel’s home consisted of 
recovering her family history, by collecting memorable objects and images, impor-
tant to the members of her family.
the family, one of the settlement’s founders, is always in the middle of a “permanent 
house alteration” due to a great many modifications and extensions, transforming 
the façade from its original configuration of two planks joined together pyramid-
fashion, to the current construction of brick, concrete and ceramics. A detail: the 
front door had to be left unscathed. From the days of the occupation, the front door 
was never replaced, even though there was a replacement, and the family intended 
to change it.
the central proposal was to substitute the old door, and mount a story-text on it, 
based on an interview with the family, during which they told us of their arrival at the 
settlement. then a 4 metre-long shelf was set up, on which pieces of the dismantled 
door, family photographs, a sports’ trophy, a girl’s shoe, and other objects, were 
arranged. A showcase on the path, with objects kept as immemorial pieces. 

Techonimia (calle Maracaibo 2496). the great majority of villagers have substantially 
improved their houses through the years. they all describe the scarcity of the initial 
occupation, and how their houses arrived at their current shapes through refurbis-
hment, their stories of local living conditions showing some coincidence with those 
of their house alterations. nevertheless, some houses still testify to the precarious 
nature of the settlement, resistant to all efforts, a precariousness that still remains 
to this day.

this is the case with Berta’s family, whose story is marked by impotence and the 
jumble of materials which seem not to have been built, but to have instead fallen in 
place. A composition of hetereogeneus pieces, attached and supporting each other. 
As if, from the earliest days of the occupation up until today, the materials had been 
piling up the family, rather than the family piling up materials. the roof, a metonymy 
for the concept of housing, consisted of two pieces of sloping timber nailed toge-
ther, monument to resistant fragility. We decided together with the family members, 
to retain the past in the roof turning it into a support for the words: “sIMÓn BoLÍ-
VAR” painted in thick red brushstrokes. A celebration of the beginnings of settle-
ment, to the provisional gesture that always lives in the city. 

Addendum: the hand (four corners) (Adenda: la mano (cuatro esquinas)  eL Valle/
Península, Baquedano/el Valle, Venezuela / Valencia, Florencia  / Venezuela). Ico-
nography is a key to learning about the city from street-level. together with urban 
signposting, street signs are a way of knowing about traffic and living conditions. 
We  wanted to carry out a proposal based on something we heard on the streets 
of the simón Bolívar settlement. 
We paused in our work with the neighbours’ façades, and we decided to install four 
hands, sculpted in plaster, holding a mason’s plumb line with a conical lead weight, 
on public lampposts. In this way, we fused the icon of the builder’s hand, of the de-
miurge God, with the hand’s different associations in popular imagery: leadership, 
privilege, opportunity, access... 
the posts were located in four corners of the settlement, meaningful to certain 
young people: La animita de Peyuco at the town gate; above the main liquor store; 
on one corner with a plaque commemorating the death of one of “the corner kids”. 
Lampposts chosen to install sculpted hands which, for some residents, displayed 
the gesture of the “master’s” plumb line.  
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Villa Jaime Eyzaguirre
Here, at the Je settlement, opposite the sB settlement, things were very different. 
some members of tUP had previous experience of another kind of local dynamic, 
far different to the depressing neighbourhood association meetings at Je. there 
was no need to dwell on the differences between sB and Je. the same idea of 
difference, led us to consider the idea of a surprise meeting. one saturday evening, 
tUP occupied a narrow street with a barbecue grill and sausages, without any more 
advance notice than the scene itself.

In the face of such an unusual invitation, the residents bombarded us with questions. 
And without aiming to satisfy the attendees, neither with sausages nor with answers, 
we talked to them. Again (using a different formula, though with the same equation) 
we said: “We’d like to talk about the stories of your houses, in your own words”. First, 
we listened to their stories of “how they got there”, of living rough and hard work. 
someone made the suggestion, “I have a photo from when we arrived here. I’ll bring 
it just now”. Gossip began among the dinner-guests at the improvised barbecue, 
and they became interested in sharing their photographs to illustrate their diverse, 
conflicting narratives, some of them discordant, others in sweet agreement.
this meeting (“choripanazo” as it was called in the documentation) began to circula-
te in ways which were familiar to us. We, the barbecue people, had called an assem-
bly of whatever narratives the residents cared to share with us, and there we saw our 
chance to keep on listening. In the meantime, the neighbours came and went with 
yellowing photographs, telling people in their homes, continuing to pass around the 
old photographs. We also took audiovisual records of the visualisation of the stories, 
and the eloquent photographs. 

We acknowledged the same desire to “show and tell”, though here the images 
were the main theme, for which we put together a visual device to liven up what we 
seemed to be hearing. We planned a day, which we called “Bring a photo”. Using 
simple publicity actions we invited the neighbours to take their old photos from the 
beginnings of the Je settlement. We opened a street stall: tent, table, machines to 
digitise the photographs and their dates and details. We built up a photographic ar-
chive, and in exchange for handing over material, tUP performed a double framing; 
the photo and the façade.  

We digitised every photography, identified by owner’s name, address, and the 
story the photograph told.then we framed the piece brought by the neighbours to 
the meeting point/archive, in an “Asian” frame (golden brilliant plastic, 40 x 30 cm).  
   
the framed image was installed on the front of each house, and we took a photo-
graphic record (a photo of the photo on the front). they were kept there for some 
days. the neighbours visited the façades to see themselves, the other neighbours, 
or to talk about those who appeared in the photographs put in the front of the  
houses. several narrow streets were turned into photo galleries visited by neigh-
bours who told each other about the displays.

Bring your photo again (Tráigala de nuevo (su foto))
this experience seemed notable to us, as much for its invitations and desire, as for 
the mobilisation of neighbours, the photo galleries in the narrow streets and for 
meetings among neighbours who had grown apart due to the compartmentalisation 
of their daily lives. We decided to issue a second invitation, called ”Bring your photo 
again”. We recorded and framed more than 120 pieces belonging to 56 families in 
the “Asian” frames. 
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In “Bring your photo” and also in “Bring your photo again” the stall became a 
meeting place for neighbours who, with pictures in their hands, passed on many 
versions of the settlement’s experiences, of the population’s history made out of its 
residents’ histories. there was a collusive visualisation, interweaving local, family, 
constructive and imaginary memories. Façades.

What were we doing with the photographic and narrative archive we brought to the 
surface in this settlement? What kind of button might we offer to complement the 
button-hole already there? We knew that the reinforcement of the edges (a frame) 
of this button-hole would allow for buttoning up and unbuttoning, to emphasise the 
border as a place for passing and crossing.
 
We returned to that landscape of neighbours visiting façades some distance away 
from their own houses to see themselves in a photo. We devised Jimmy say / opera-
cion sitio. 

the settlement was enciphered in a name by which tramps, those who pound the 
streets, those kinds of people, recognized themselves: Jimmy say, street-argot that 
joins together an arbitrary first name, an anglo nickname (Jimmy), with a surname, 
a voice, que dice (or “say”, in spanish). only those kinds of people know of Jimmy 
say. In the same way, only the first arrivals to the settlement knew of “operation 
sitio”, official name for the public housing solution: to deliver a deed (public certifi-
cate of property) for a site traced out in chalk.  

streets exhibited in the buttonhole, a street exhibition in the buttonhole. We 
painted a white reflecting oval of 8 mts. x 4 mts. aprox.) in the middle of one of the 
widest streets of the settlement. on this buttonhole we traced out, first with strips 
of  cloth and red chalk and then in paintbrush and black ink, the updated official 
plan of the settlement. on this plan, we marked in red the rectangles corresponding 
to the houses that contributed photographs, and from them, lines of fabric strips 
outside of the plan but still inside the white oval. At one end of these lines was the 
rectangle corresponding to the house the image came from and, on the other end, 
the framed photograph over a pedestal.  

We were locating a zone of inscription. 
Before this operation, we set the digititalised archive in motion, searching houses 
door to door for photographs, asking for pieces to carry out the exhibition “Jimmy 
say/operación sitio”. We publicised the event, issued invitations by various means, 
and during that day we received the neighbours who came to find their houses on 
the plan, to add their photographs to the ends of the lines. Furthermore, residents 
whose photos were not mounted in an Asian frame were bringing their photographs 
for the plan: painting new rectangles, drawing new lines, activating the city with 
this written deed. 

the façades were a “pretext” to speak about the city as it is spoken about in the 
streets; the streets were a “pretext” to learn about the city - experience writing 
itself in the interface of the façades. 
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LEAD ACTORS
Five realities among many, meeting in 
DINAMIK(TT)AK.

Endika (17) fits the stereotype of the ideal 
young man: polite, sporty, extroverted, 
disciplined and, when the occasion calls 
for it, a bit of a lout. He loves to be crea-
tive (or so he says) and wants to have a 
brilliant summer. DINAMIK(TT)AK seems 
like a good idea to him, and he decides 
to put his name down for it.
Laura (19) is under pressure from her en-
vironment; she has to show what she can 
do, that she is an artist, good at painting 
-though what  makes her feel good is her 
rap group-. For her, participating in the 
summer camp is like becoming part of an 
elite, which makes her feel very nervous.
Mikel (17) is really a good guy but he is 
not used to being with other people. 
He has nothing against them, but he does 
not see any appeal or potential in them. 
He sends us an application because one 
of his high school teachers has told him 
about the project.
Laurita (26) is a young artist. We find that 
her approach and ours coincide, and we 
believe she fits perfectly in this edition 
of DINAMIK(TT)AK. she has never worked 
before with teenagers, but our invitation 
seems like a really tempting challenge 
for her.
Artium is experiencing changes its inter-
nal set-up. It wants to encourage activities 
that produce experience and knowledge. 
nobody had stayed 12 days in the mu-
seum before. And certainly not a group 
of teenagers. And much less to rethink 
the museum from within.

ABOUT DINAMIK(TT)AK
ARtIUM, Vitoria - Vitoria, the second half of 
July. the museum is the place where 10 young 
people, a team of mediators and dynamisers, 
and several cultural activists gather. they are 
going to live and work in the centre for the 
next few weeks. DINAMIK(TT)AK’s 20091 edi-
tion begins    

1  DINAMIK(TT)AK has been celebrated 
for the last four years. The first three editions 
were in Arteleku, cultural centre dependent on 
Diputación de Gipuzkoa (Donostia-Sebastián). The 
2009 edition took place in ARTIUM, Centro-Museo 
Vasco de Arte Contemporáneo (Vitoria-Gasteiz) as 
part of the LEM (Laboratorio de Experiencias Muse-
ográficas //Museographic Experiences Laboratory). 
Since 2007 it has been participating in Auzolande-
giak, the international work camp programme  of 
the Basque Government.

DINAMIK(TT)AK is a summer camp based 
on creativity. the camp is meant for young 
people between 17 and 19 years. It invites 
them to experience educational leisure and 
active reflection, and, from an interdisciplinary 
approach, it aims to bring these people closer 
to imagination, creativity and artistic practice 
understood as tools of intervention in the 
social environment, apart from a series of skills 
related to aesthetic representation.  

As artists we understand that one of the 
principal functions of culture and current crea-
tion is to help us to interpret the world we live 
in and to understand ourselves as part of it. 
this is why we consider that one of our main 
aims (from socially, politically and culturally 
commited practices) should be to encourage 
teenagers to use creativity and personal ex-
pression and to play an active role as cultural 
pro-users2. 

For this reason, our group AMASTÉ3 devel-
oped, together with CASI TENGO 184 (I’m 
nearly 18), different kinds of experience: of 
participation, of social and cultural action, and 
of informal education with teenagers based 
on teaching strategies of creativity and media-
tion. DINAMIK(TT)AK is probably the most 
significant of all of them.

Why with teenagers?
Adolescence is the period in which our 
identity probably becomes most defined, 
with huge physical, intellectual and emotional 
changes. It is the end of one stage and the 
beginning of another; a time in which we form 
our habits, look for new reference points and 
more freedom. An intense and idealistic mo-
ment, full of energy and contradictions, during 
which time we believe it essential actively to 
offer liberating experiences, contributing to 
autonomous and ideologically independent 
personal development. 

Why a summer camp?
We understand our work with teenagers as an 
experience including mediation and political 

2  user-producer

3  AMASTÉ, We are an ideas desk 
specialising in the creation of processes and means 
of mediation, relational and participative, which 
promote imagination, active reflection and a critical 
spirit, in areas such as  social innovation, youth, 
culture, entrepreneurism, media literacy, land devel-
opment, etc. (www.amaste.com)

4  CASI TENGO 18 is an association 
devoted to promoting cultural diversity through 
projects based upon the active participation espe-
cially of teenagers (working with them, not on them 
or for them). (www.casitengo18.com)
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teaching, as well as contact, in which we put 
coexistence and relationships first. of all the 
actions we carry out, this one presupposes a 
steadier and more sustained process, allowing 
us to work more thoroughly and to apply crea-
tivity to real, everyday situations. At the same 
time, living together 24 hours a day provides 
the group with a favourable dynamic, and 
the intensity and vividness of the experience 
makes it more meaningful.

But what format does it really follow? Is it a 
summer camp? Is it a work camp? From 2007 
it was included in the international programme 
of work camps (Auzolandegiak) of the Basque 
Government, and often we use this meaning 
when referring to the project.  

We do not agree with this definition, yet it ex-
emplifies a certain indecision regarding what 
we are: a work camp, a recreational space (of 
work), a holiday, work, leisure …? DINAMIK(TT)
AK takes place in summer, a time  for leisure 
and holiday for the participants, but activ-
ity in the camp is frantic and there are hardly 
any unplanned periods (even leisure time is 
programmed). With these apparent contra-
dictions the group raises substantial debates 
around the subject of creative practice 
(whether it counts as work, whether it is done 
for fun, etc.).

Our aims
our proposals give special importance to par-
ticipation and interaction among attendees, 
emphasising the languages, means and dy-
namics with which they have most in common; 
in creating their own personal imagery, and in 
developing their capacity for (self-)critical anal-
ysis. In addition, we consider other objectives 
such as encouraging the use of imagination 
and creativity as “raw material” for personal 
and collective development; promoting the 
conscious use of ntIcs and the  (new) mass 
media as a channel and platform for work; 
to develop a sense of individual freedom 
alongside the ability to work cooperatively as 
a team on collective projects encouraging a 
pro-active approach so participants can pur-
sue their interests in their own way.

What does living together under the same 
conditions involve?
the work camp works on a system of com-
plete coexistence. this means that for a two-
week period all participants, camp leaders 
and invited artists live together under the 
same conditions 24 hours a day.

this is one of the more important aspects of 
DINAMIK(TT)AK. It involves matters that can 
seem petty, such as the fact that everyone 
is on the same schedule, the chores (cook-
ing, tidying, cleaning) are shared, rooms and 
infrastructures are common and decisions 
are taken by the whole group… It seems 
fundamental to us to encourage this common 
field of relation which avoids creating hierar-
chy, and which is a rude awakening for those 
expecting a stereotypical vertical relation of 
power and control, like in a teacher-student 
relationship.

At the same time this experience of living to-
gether generates “emotional” ties and syner-
gies that continue to develop later out of  the 
work camp in a natural and independent way, 
which for us represents the achievement of 
one of our informal aims.

SITUATIONS
Five moments experienced at DINAMIK(TT)
AK’09.

Tuesday, July 14, 8:42 hours. In a corner 
of the museum corridors on their way to 
the showers, two teenagers in their pyja-
mas, looking sleepy, carrying shampoo 
and towels and wearing flip-flops pass by 
2 museum assistants and  three mainte-
nance workers. 

Thursday, July 16, 23:05 hours. The 
group has just finished dinner and is 
about to take a guided tour in the dark 
(with torches) for the exhibition “No more 
heroes”. Later everyone will sleep in one 
of the exhibition rooms5.

Friday, July 17, 16:36 hours. A visitor to 
the museum is unsure which toilet she 
should use. The door-signs have been 
changed for new transgender icons6.

5  Referring to “Noche en el Museo III”, 
(Night in the Museum III) an action proposed by Ar-
turo Fito Rodríguez (http://www.dinamikttak.com/
dinamik09/2009/08/06/noche-museo-resumen/)

6  Referring to an intervention at 
the museum within the workshop ¿Qué es esto 
del Museo? What is a museum about? Designed 
by FAAQ. (http://www.dinamikttak.com/di-
namik09/2009/07/18/comitedecrisis/)
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Monday, July 20, 22:18 hours. Cinema 
discussion night. A participant7 suggests 
three movies from the museum library. 
The group decides which one to watch. 
Afterwards there is a lively debate.

Thursday, July 23, 11:27 hours. The 
group passes through the city streets 
dressed in white jumpsuits, asking 
passers-by what they would wish for. With 
the responses, they will generate a map of 
the city’s wishes8.

WHAT IS DINAMIK (TT) AK?

DINAMIK(TT)AK is twelve days of constant and 
frantic activity, organised in several workshops 
by artists and cultural activists who develop 
creative work in many different areas9, as well 
as a series of complementary activities aimed 
at familiarising participants with the context in 
which the work camp takes place. these are 
fundamental aspects in coming to terms with 
the work camp’s daily activity.

Constant change
the project is conceived so the format 
changes with every edition, both in the imple-
mentation of concrete activities (duration and 
subject matter of workshops, the nature of the 
artists invited, the way of working with them, 
etc.), and in the organization of shared time.

this allows us to turn the model into a richer 
and more sophisticated experimental process, 
starting new actions and dynamics; meeting 
and working with new cultural activists, artists 
and creative professionals; generating new 
methods and work processes with them; in 
short, looking for new possibilities10.

7  David Ontoria is, among other things, 
an expert on independent cinema. He shares his ex-
pertise through his personal blog “cine y otras cosas 
que me interesan” (cinema and other things which 
interest me): http://cinematicworld.wordpress.com. 
We thought the group’s decision to name David 
“curator” of the film forum night was highly mean-
ingful, as was David’s decision to give the group the 
opportunity to choose the film to be seen from a 
selection.

8  Referring to “Ontzi Postontzi. Buzo 
buzón de deseos” (Wishes postbox) a project result-
ing from the project “Qué hago yo aquí” (What am 
I doing here?) coordinated by Laurita Siles. (http://
www.dinamikttak.com/dinamik09/2009/07/24/ontzi-
postontzi/).

9  DINAMIK(TT)AK participants are: 
ÚbiQa, Iñaki Imaz, Consonni, Pripublikarrak, Xabier 
Erkizia, Isabel Herguera, MYJOK, Julio Cesar Pala-
cios, Fela Borbone, Joystick, Misha Caníbal, María 
Ptqk, basurama, Saioa Olmo, BABA, FAAQ, Arturo-
Fito Rodríguez, Iñaki Marquinez, Laurita Siles and 
Yogurinha Borova.

10  Thus in the first edition, for example, 
we merely attempted to show the participants a 

How is the workshop designed/prepared?
the first step is to work on the specific lines 
of each edition, a kind of thematic or editorial 
line decided as much according to the wishes 
of the group, as with the institution hosting 
the work camp.

once these lines are defined, the artists to be 
invited to participate are chosen, according to 
the affinity of their work -or their work-proc-
esses- with the subject matter or approach of 
the current edition and the philosophy of the 
project. 

the artists are asked to provide a workshop 
proposal based on the general premises of 
the edition, and on their own experience. 
From there, we work together to outline the 
workshops: we determine the topics, con-
tents, expectations, dynamics and concrete 
aims of each workshop, and we coordinate 
issues concerning production and specific 
needs. sometimes invited artists do not have 
previous teaching experience, or have never 
worked with teenagers before. In some cases 
our mediating role faces a double challenge 
-in both directions-.

the planning and definition is one of the most 
enriching points of the project: the collabora-
tive work with other artists, with whom we 
share ideologies, methodologies, points of 
view, etc. All aspects of the project are gradu-
ally defined and shaped and, as a result, this 
process is full of intense debates, doubts, 
decisions, etc.

According to our way of understanding the 
projects and their work processes, this is the 
essential moment of DINAMIK(TT)AK. We 
believe we must invest all our time and energy 
on this stage until the approach of the edition, 

wide and varied panorama of manners and creative 
experiences through microworkshops, visits to art-
ists, talks and debates. On the other hand the last 
edition (2009) in Artium, proposed the main subject 
of “rethinking the museum“. The activity was 
defined through two workshops (aimed to reflect 
on the idea of museum from the inside and from 
the outside as well, plus a series of activities and 
complementary microworkshops aimed to reinforce 
concepts, to raise attached reflections or simply to 
relax by changing the activity.

In between, the edition of 2007 was based 
on different ways to work. We designed every work-
shop with the collaboration of two artists (or groups 
of artists): one from the local area and one from 
elsewhere. They contributed different and comple-
mentary visions on the same topic. In 2008 we went 
deeply into the different running processes (mental 
and methodological) when starting a project. We 
reduced the number of workshops to dedicate 
more time to each one. We invited artists with very 
different ways to work, and the activities within the 
workshops were diverse. We wanted to nail down 
the bases of how to progress with a project and and 
what steps can be followed.
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the choice of guests and the programme of 
activities to be developed completely meet 
our expectations 

How are the workshops developed?
In DINAMIK(TT)AK we put into practice teach-
ing based on collective learning. the role of 
camp leaders and artists is to potentiate ex-
perience, driven by the will to educate rather 
than to train, always attempting to maintain 
the delicate point of balance at which me-
diation allows the autonomous capacities of 
the group to develop.  

In each workshop, the guests suggest projects 
for participants to develop following their 
approaches and/or keys of work. the group 
-participants, artists and camp leaders- de-
fines the project as a whole, giving it shape, 
developing, communicating and executing 
it, taking collective decisions but also leaving 
space for individual abilities. the process of 
work and the search for more or less informal 
results take precedence over obtaining “ex-
ceptional” results.  

It is important to point out the value we 
place upon communicating the projects, 
and we included this aspect when we devised 
DINAMIK(TT)AK. the workshops include the 
essentials of communication, which are as im-
portant as conceptualisation or development, 
and the group takes on the task of contacting 
the media so that they mention those pro-
jects in which public actions (concerts, street 
actions…) will be performed. 

The transverse role of the NTICS.
Media literacy and the conscious use of new 
technologies form a part of one of our trans-
verse lines of work with teenagers. the work 
camp uses a collective blog, which the group 
adds to on a daily basis, and in which all the 
experiences during the 12 day period are 
entered. this space (http://www.dinamikttak.
com) is at the same time an opene window 
to the outside and a repository of informa-
tion gathered from previous editions (past 
workshops, guests, images, video, processes, 
conclusions, etc).

the importance of environment and context 
DINAMIK(TT)AK is not an island, it happens 
in a centre and in an specific city. And the 
work processes include among their aims both 
awareness of, and interactions with, spaces. 
For participants, the experience of knowing 
how these centres work, and the different 

agents who gather in them, means becoming 
involved in an environment of real creative 
production. the work camp tries to act in/with 
its local context, and that is why the work-
shops are designed to take place in the street, 
interacting with the neighbours, and partici-
pating in other city initiatives.

A GOODBYE?
Let’s return to the five lead actors, on the last 
day of DINAMIK(TT)AK

Endika has taken on board that he is not 
so sure what his life will be like in 10 years’ 
time as he claims to be. His organised plan 
of “job (complete with tie and executive’s 
briefcase), wife, children and home”, is 
shaken when the rest of his companions 
admit, to a greater or lesser degree, that 
their futures hold plenty of possibilities, 
and that they’ll go on building them day 
by day.
While taking part in the camp, Laura has 
met people of about the same age and 
situation as her. Finally she has man-
aged to relax, to learn to value her great 
voice and how well she can communicate 
through her lyrics. She has also learned 
that painting “is not everything”.  
Mikel realises that pausing to talk to oth-
ers brings him other points of view, that 
working with others multiplies his pos-
sibilities, and that yes, maybe it is easier 
to stay on the sidelines, doing his own 
thing. But he is satisfied. When his brother 
comes to pick him up, he introduces all 
the members of the group to him, one 
by one, and proudly shows him the work 
they  have done.
Laurita is ambivalent about the experi-
ence... On the one hand it has turned out 
to be very enriching, but she also admits 
that getting involved in the project to 
such an extent has been physically and 
emotionally exhausting11. 

The museum breathes a sigh of relief because, 
after the camp, the building is still standing. 
These 12 days have been very intense, and the 
experience of living with teenagers has been 
stimulating, fun and very rewarding. 

HOW DOES DINAMIK(TT)AK CONCLUDE? 
If creativity is, as we maintain, a transforma-

11 As Laurita Siles comments: “Art 
education for a group is a challenge...to share one’s 
knowledge and experience trying not to influence 
them. On the one hand it’s good, and interesting to 
see how they create collectively starting withisome 
guidelines, on the other hand it is hard  to be self 
contained and not to be involved in their decisions... 
oops!”.
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tive tool, first there must be a fundamental 
internal change. this was one of our strongest 
motivations when we decided to carry out 
DINAMIK(TT)AK: to break ways of thinking. 
to give rise to internal changes mainly in those 
who attend the camp, but also in the artists 
with whom we work, in the institutions, and 
certainly in ourselves.  
the participants are coming to the end of a 
stage (they have just finished their baccalau-
reate) and we like to think that they will face 
their future, strengthened, with new tools 
and new points of view. or at least with new 
questions.
It is difficult to evaluate the influence that the 
experience exercises on young people. If they 
find it useful, and what they find it useful for. 
or if it modifies their dynamics and internal 
trends, and in which direction. We do not 
pursue the proselytizing aim of building up a 
faithful legion of dinamik(tt)-ers, but there are 
for us certain small meaningful details that 
recur in each edition.
 We hold an annual meeting with participants 
from every edition. the aim of this meeting 
is twofold: on the one hand to get together 
and up to date with each other’s activities, 
and on the other hand, to consult with them 
in order to prepare the following edition.  
contrary to what we first thought, the re-
sponse has become greater with every 
edition. People who had not come to previ-
ous appointments are now attending meet-
ings, we find that relationships have formed 
among participants from different editions, 
some friendships become stronger after 
DINAMIK(TT)AK… And the attendees tell 
us about their conclusions, the activities they 
liked, new actions that they encourage us to 
include, about issues that meant a great emo-
tional effort, those they thought meaningless...
Apart from these meetings, we stay in regular 
contact with some of the participants. they 
tell us about their projects, ask us for advice, 
or take part in some other initiative of ours. 
Maybe the most significant example we can 
provide is that the graphical image of the 2009 
edition has been designed by one of the par-
ticipants12 from the first edition, meaning that 
things have symbolically come full circle. 

In any case we do not place our hopes in the 
actions they will carry out in the immediate fu-
ture, but in knowing what their projects will be 
and how they will develop them in...10 years? 

12 Alain TheRöck http://www.flickr.com/
photos/alaintherock 

AND WHAT DO WE GET FROM THIS? 
With each ediion of DINAMIK(TT)AK, we set 
ourselves a new challenge. A new chance 
to set out new specific aims, to collaborate 
with new guests and to develop a committed 
educational task. And that is the reason why 
we invest a great deal of motivation, energies 
and hopes in every edition. there is also an 
implicit exercise of self-critical analysis and 
self-assessment that questions our position 
and choices.

Less is more?
Until now we have preferred a programme 
of frantic activity with plenty of varied situa-
tions that involves participants in very different 
and unfamiliar experiences. But on the other 
hand, wouldn’t it be easier to concentrate 
on a single viewpoint or just one facet, to 
organise only one workshop for the duration 
of the camp, and realise in depth a more de-
tailed, more specialised project? Is this a good 
time to specialise or to start experimenting? 
Which is better; to generate new questions 
and work on solutions over time, or to try and 
find concrete answers and draw immediate 
conclusions?

To what extent should we mediate?
We define the camp as “a project with teenag-
ers, not about teenagers”. But we wonder 
to what extent it is WITH and to what extent 
it is FOR. We base our actions on propos-
als and try to give voice to the opinions and 
wishes of the participants, making it pos-
sible for them to pursue their interests and 
develop their projects. But, is there really any 
demand for the proposals we offer?
And, going more deeply into this question, 
in developing these proposals, aren’t we the 
ones who mediate too much in the process, 
in order to achieve the result we have previous-
ly visualised? to what extent are we obligating 
participants to overreach themselves more 
than they would wish, and so undoing the 
liberating intentions behind our initiatives? 13

And what about the artists?
similar doubts arise regarding the relation-
ships we establish with invited artists: is it a 
shared project -a two sided collaboration- or 
an unidirectional commission to order? Is the 
work they do in accordance with their ideol-
ogy, their interests and the way they under-
stand artistic practice? or do we use them in 
some way to fulfil our aims?  

13  A  common debate in the participative 
processes proposed by  AMASTË especially in those 
aimed at  teenagers
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Could DINAMIK(TT)AK happen in any other 
place? 
or to put it another way: the importance of 
the context surrounding the camp. obviously 
the experience changes greatly according to 
the nature of the centre where it takes place, 
but are all institutions capable of taking on an 
activity like this? the audience at which the 
project is aimed, the daily living together, the 
basic assumptions, the kinds of actions carried 
out… imply that often, the institution must 
break its own rules or might wish to adapt its 
habits, dynamics and daily routines. this is 
why we value very positively the efforts made 
by the institutions which have so far hosted14 
this work camp.

Many of these questions have followed us 
throughout the years, others have arisen for 
the first time: for some of them we already 
have answers, however, for others we have not 
found a definite answer.  
In any case, our chosen attitude is to do 
something, get moving, to Act. that is to 
say, to carry out the work of construction and 
reflection from this actively social, political 
and  culturally committed practice. of course, 
from here we invite you to do the same, and 
to keep on breaking the rules.

14  See note 1.
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the project m1ml, mándame un mensaje luego (text me later) is part of a theoreti-
cal – practical research on public space developed by sin|studio architecture since 
its foundation in 2003. Made up of architects with independent training in other sub-
jects, sin|studio centres its interest on the new dimension acquired by architecture 
thanks to its confluence with other fields of  knowledge, in relation to the construc-
tion of “commons”. this new dimension demands that we re-define the mechanisms 
through which architecture can operate on the commons, raising a review of the 
tools and processes that it uses based on the mark left upon it by other disciplines. 

With this in mind, our work explores emergent ways of forging links of citizenship, 
paying particular attention to the recovery of urban space as civic space, -as a place 
where people meet, express and exercise their freedoms as well as their collective 
and individual rights. We have taken an interest in Information and communica-
tions technology, which we believe has a great capability of creating a connection 
between different and heterogeneous media (geophysical space and computer 
networks, the artificial and the living world…) aiming to design mechanisms of sub-
jectification and social dynamisation in the collective space. 

M1ML, EXPERIMENTING ON THE EXPERIENCE OF THE COMMONS

Following these premises, sin|studio initiated in 2005 m1ml, a project with a mark-
edly experimental character, through which to explore temporary alterations pro-
duced by the installation of an interactive device in a particular urban environment. 
We conceive this device as a ‘hybrid nature’ - comprising architecture, technol-
ogy, life, activity … - with a multiple action on the environment: it both alters, and 
connects between, the physical space in which it is inserted, and the information 
networks. our aim is to show that the nature of the environments we inhabit is plas-
tic, in spite of the current trend towards their commercialisation, privatisation and 
control. And to do this it was necessary to involve people’s actions in the project.

m1ml proposes a humble and ephemeral action, originating with the idea that a 
temporary action on a small scale, with no intentions of permanence, has more 
chance of causing a beneficial effect on the environment than actions aiming for 
a dramatic transformation of space.
What we find interesting is the possibility of altering temporarily the prevalent inten-
sive and alienating routines in urban space, to provoke and to show other ways of ex-
periencing it, pervading throughout daily life. to do this we play with such elements 
as surprise and festivity, capable of creating interference, but without falling into 
the trap of staging a “show”, or making a drama. the challenge was to connect the 
extraordinary with everyday life.
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Another feature of the project is that it makes the generic and specific compatible. 
We planned to design a device which could be used in variety of locations, but 
which could also be sensitive to each particular geographical, cultural and social 
context. so, it had to operate with systems and actions which made sense regardless 
of location, and at the same time leave room for manoeuvre, allowing us to link every 
prototype to its context. We decided to play with elements usually dealt with in 
urbanism when designing public spaces: street furniture, vegetation, lighting, irriga-
tion and architecture, adding technology as another infrastructure, and constructing 
with all these variables an architectural interface capable of generating activity in its 
environment.

TECHNOLOGY AND SOCIAL APPROPRIATION 

technological development has altered public space in several ways. on the one 
hand it has broadened and included new areas in its cartography - especially social 
networks, in which people can experience new forms of public life. on the other 
hand, through the use of mobiles, multimedia players, digital cameras, internet con-
nections, etc., it is intimately associated with a series of current processes that give 
us cause for concern. Among these are the trends towards a dis-location of human 
relationships, or the gradual isolation of the individual, both arising from the pursuit 
of maximum efficiency and productivity in our actions and experiences.
In the face of such ‘no-presence’ situations or the loss of physicality in our relation-
ships with the people who surround us, and in the spaces we inhabit, our group 
decided to investigate, as architects, the possibility of conducting beneficial 
relationships in urban spaces between the human body itself, the environment and 
other bodies. And this is why we prefer not to reject any tool: this is the reason for 
sin|studio’s interest in technology, which we had already used in other projects prior 
to m1ml1. 
taking into account the complex and multi-faceted role played by technology in 
relation to the ‘commons’, we are interested in investigating this point: how to rein-
force the civic nature of urban space, taking advantage of the numerous means of 
relationship, interaction and participation developed for our use thanks to technol-
ogy. specifically, how the social appropriation of the city might be favoured using 
existing communications and information exchange systems, and the landscapes 
generated by these systems.
We have devised several prototypes of m1ml for different contexts. the first one was 
designed for cauchiles’s Plaza, in the commercial area of the historical centre of the 
city of Granada; and several variations for the neighbourhood of santa cruz of se-
ville, which we finally succeeded in placing in the Plaza de la Alianza. the construc-
tion of the prototype was made possible thanks to a grant awarded by the culture 
Department of the Junta de Andalucía, as part of the Programme IniciArte for 
emergent creators, as well as the support received by the Centro Andaluz de Arte 
Contemporáneo, and with the collaboration of Juan Manuel Herrera (home automa-
tion) and sergio Moreno (programming). 

1 An example from the urban instal.lation led|me, (Valparaíso Street - Jaén, 2006). More 
information: http://sinistudio.blogspot.com/search/label/led|me.
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THE UNEXPECTED AND THE SURPRISE BURSTING INTO TOURIST SPACE 

the installation of the prototype in the neighborhood of santa cruz -an area virtually 
dominated by souvenir shops and tourist restaurants- became an opportunity to 
carry out an action linked to the “themeparkisation” of historic city centres. seville 
is definitely affected by the processes of commercialisation of public space, which 
have already been condemned by several professionals from various disciplines, and 
the functional segregation the neighbourhood of santa cruz has undergone is one 
of the clearest examples.
the rambling network of streets, patios and whitewashed houses, with the constant 
presence of vegetation in the courtyards, has become one of the principal tourist 
sights of seville, as well as the defining image of the city’s identity within the world 
circuit of leisure and consumption.
the consequence of these processes, as with so many other neighbourhoods 
representing the “essence” of those cities they belong to, has been a simplification 
of the existing urban complexity in order to reinforce the tourist slogan. spaces are 
converted into antiseptic stages, governed by standards, designed for the intensive 
consumption of images, while the original citizen is expelled from these themed 
routes in which the urban experience is eminently visual.

In fact, capturing the photographic scene becomes the tourist’s main activity, taking 
snapshots that will later become part of the global bank of images in the internet.
this routine of taking photographs is precisely our point of origin for an experience 
restoring the idea of public environments as flexible spaces, encouraging us to inter-
fere in these environments, and in the tourist imaginary of the city.
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AN UNSCRIPTED ELEMENT

Between november 2007 and February 2008, an unscripted element introduced a 
surprise into the Plaza de la Alianza, giving rise to an unusual activity that altered 
the predictable routines of a stage-managed neighbourhood like santa cruz. this 
element had two connected interfaces proposing a continued dialogue between 
information networks and the geophysical context, and offering mechanisms for 
the social appropriation of the neighborhood:

Interface in the physical space (Plaza de la Alianza): self-sufficient vertical garden 
of  aromatic plants; an installation of dripping irrigation, a light system and a system 
with video camera connected to an interface on the Internet.
Interface on the Internet (www.m1ml.net): web page allowing internet users to 
interact in different ways, for example activating the light system or the physical 
interface. 

A key aspect was the two-way broadcast, and to obtain a reciprocal interference. 
Both the passers-by in the public space and the internet users visiting the web 
page could interfere with ‘the other side’. that is to say, both interfaces operated 
as issuers and recipients of information, enabling a space that connected physical 
and digital environments through the spontaneous activity of those people choos-
ing to involve themselves in the project. Let’s see in more detail how these two 
interfaces operated.  

The interface in physical space 

We installed in the Plaza de la Alianza what we called a “sensory and interactive 
interface”. It consisted of a metallic structure sheltering a vertical garden of aromatic 
plants, which subtly attempts to reproduce the typical imaginary of the neighbour-
hood of santa cruz: flora, barred windows, balconies, lampposts, etc. the structure 
possessed an interactive lighting system based on leds, lit up at night-time with a 
type of light that extended the period of photosynthesis of the plants. the pres-
ence of the technological garden, the aroma of the vegetation, the light, the water… 
awakened the curiosity of passers-by who, on approaching, were invited to take 
part in the project. 
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For an instant, the neighbourhood could welcome the surprise; pedestrians forgot 
their routines and began to consider the environment, explored and often took a 
photograph of the “unscripted element”. Meanwhile, all this unusual neighbourhood 
activity around the structure was recorded by a video system and broadcast in real 
time to the second interface on the Internet.

The interface on the Internet

through the page www.m1ml.net, the experience spread to Internet space. once 
the Internet user gained access, an intervention in the installation could be made 
by selecting one of the images taken by the camera or uploaded by other users, 
and sending an m1ml postcard. each night, the lighting system was activated by 
postcards sent by users, so helping the plant to grow and photosynthsise at night. 
the activity of sending the postcards modified the atmosphere of the place and 
simultaneously incorporated into the global bank of images subjective visions of 
the neighborhood. shared through the Internet, the postcards of m1ml altered the 
typical tourist imaginary of seville, so that spontaneous, personal and unexpected 
elements become part of the memory of an otherwise predictable neighbourhood, 
designed for tourism.
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In addition, the web page included interviews with members of different groups 
who gave their visions of the neighborhood of santa cruz, becoming a platform 
for divulging the thoughts of citizens, tourists, workers and inhabitants of this 
neighbourhood. thus, the interface on the internet became a device for alternative 
expression and information, diverging from the tourist guide.

the most innovative aspect of the device was that users from any part of the world, 
in sending postcards, altered the atmosphere around the prototype. the light that 
stimulated the plants in the Plaza de la Alianza revealed an activity that spread 
altered images of the area throughout the Internet.

AN INVITATION TO RETHINK THE NEIGHBOURHOOD,  
A SEARCH FOR DIFFERENT VIEWS

the installation of the first prototype of m1ml in the neighborhood of santa cruz 
gave us the opportunity to organize parallel activities, through which to encourage 
reflection, and proposals of other ways to consider this environment.
through the video system, activity around the device was broadcast in real time to 
different cultural centres, such as the casa de la Provincia, or the centro Andaluz de 
Arte contemporáneo. 

the idea was that tourist space and its everyday activities should occupy the place of 
the work of art, or were turned into an object of observation so as to raise a critical 
reflection on neighbourhood and other ways to consider it. With the same intention, 
the following activities were carried out:

Debate “Collective Spaces in the Neighborhood of Santa Cruz”. In collaboration 
with the casa de la Provincia, we organized the debate “collective spaces in the 
neighbourhood of santa cruz”. the aim of the discussion was to increase oppor-
tunities to exchange opinions and experiences concerning this emblematic zone of 
the city. We initiated this exchange, conducting several interviews in order to gain an 
insight into the conflicts raised in this part of the city and its different facets.
Four lecturers were invited to attend this debate, introducing the topic of collective 
spaces in santa cruz from different perspectives - among them heritage, tourism, or 
the conflicts of living in the neighborhood. one of the lecturers was the chairwoman 
of the residents’ association. After the presentations, the debate was opened up 
to public interventions, with a free exchange of opinions. the whole debate was 
recorded and later uploaded to the net.

“A WISH, A FLOWER POT” initiating an emotional recovery of the neighborhood. 
to conclude the intervention, we decided to transform the disassembly of the de-
vice into an urban action, which we called “A wish, A flower pot”. In exchange for a 
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wish for the neighbourhood, passers-by could take home with them an m1ml flower 
pot. the action attracted the interest of neighbours and passers-by, obtaining a 
high level of participation: m1ml distributed approximately 85 flower pots through-
out the city. In exchange, the neighborhood of santa cruz gathered the wishes of 
the inhabitants of seville, and even of some tourists. In this way, this performance 
continued to encourage reflection and a different take on the place at the centre of 
our proposal.

Uploaded to the net, the recorded images of the neighbourhood and their wishes 
gave rise to an open forum for the expression and emotional recovery of a neigh-
bourhood as special as that of santa cruz.

A CRITICAL EVALUATION OF THE EXPERIENCE 

throughout the two months during which m1ml was active, the project web page 
received an average of 50 visits a day, users uploaded 96 photographs and sent a 
total of 595 postcards, of which 220 were pictures taken by the videocamera and 375 
photographs taken by users. the postcards meant 39 hours and 36 minutes of light 
stimulation for the plants.

In addition, the presence of a sensitive interface in public space revealed a more 
receptive attitude on the part of the neighbours, tourists and passers-by than was 
expected. they were taking photographs and videos generating digital images of 
m1ml, which were not only incorporated into the net through the interface www.
m1ml.net: some of them were discovered in photologs like flickr and others.

the project allowed us to verify to what extent citizens have come to think of public 
space as an area for advertising or commercial activities. During assembly and the final 
performance, passers-by often asked us what product we were selling or advertising.
Indeed, public space is losing its dimension as civic space. But at the same time, sur-
prise can really upset prevalent routines. During the installation, of which sometimes 
we were anonymous observers, strangers who met by coincidence after approach-
ing the piece with curiosity, often started talking to each other. Also, some people 
who lived around, or worked in the square, and who had been in contact with us, 
offered to explain what the installation consisted of to curious passers-by; but, of 
course, contributing their own personal interpretations of the project.
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Just a curious anecdote to illustrate this last idea, which took place before the 
disassembly of the piece and the realization of  “A wish, a flower pot”. Visiting the 
installation on its last night, we noticed that some neighbours had met around the 
device, and were explaining to each other how they had decided to distribute the 
installation’s plants. they were discussing which plants had been set aside for each 
neighbour and who had been appointed to collect them after that night. they 
were establishing this way an unexpected assembly, deciding the future of those 
flowerpots that had lived with them for some months.  

TECHNICAL DATA 

Structure supports and protection: joint structure formed by metallic mesh and 
a sheet of galvanized steel, 3.60m x 1.20m and a height of 2.70m.

Vegetable system: 166 aromatic plants of 10 local species.

Lighting system: LeD lights of polycarbonated plastic.

Video System: Installation cctV broadcast, with cylindrical camera for exterior of 
¼ “, 330 lines of resolution, omnidirectional antenna , transmitter and receiver router 
2,4GHz.

Feed system: 6 industrial batteries of 12V 120Ah.
Transmission system: wireless information transmission based on Zigbee pro tech-
nology.

Control System: Microcontroller AVR AtMeL atmega168 (Arduino Diecimilia).

Irrigation System: 24 5l bottles recycled plastic connected to 24 hospital intrave-
nous drip bags.

Central control system: Pc connected to Internet by ADsL, sending orders through 
a Zigbee converter to the Arduino system regulating the on/off light switch.

Web system: domain www.m1ml.net 
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 PL AtÓ  

VoL Ant 

 

HoRItZÓ tV. 

 cLARA GARÍ,

 HUGo BARBosA,

 PAMeLA GALLo,

 ALeX MUÑoZ,

 FÉLIX PÉReZ-HItA

Project produced by Idensitat in calaf
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Plató Volant in Calaf  
resume of activities:

March. Preparations
We meet in Barcelona and calaf in order to 
get to know all the people with whom we will 
later work. We discover the village, its par-
ticularities, its history, its people. We are local 
tourists, very well hosted by everyone.

May. Creative residency
We have an intensive week in calaf. We do 
trips, interviews, we make contacts, videos, 
and we collect documents.
We are welcome everywhere; it is notable that 
there has been artistic activity in calaf before. 
the relationship that was established between 
nicolás Dumit estévez (artist who participated 
in Idensitat#4) and the women of the Arca As-
sociation is an example of that. 
We find complicity in the municipal team, from 
the mayor to the local deputy, passing from 
people who take care of organizational mat-
ters, communication and also finances. the 
house where we stay at lacks some practical 
things but on the other hand it is very attrac-
tive due to its location and the characteristics 
of the building.

- Route of the sculptures
- Research in the chapel
- Interview at the ceramics factory
- Research of the archive with the archivist
- Interviews and recording footage of the 
Market
- Recording footage of the Festa de la 
Gent Gran 
- Recording footage in the Escola de 
Música
- Recording footage in the Dart’s club
- Recording footage of the women’s as-
sociation ARcA
- Recording footage of Xerrem (talking)
- Video about Desire Paths 

June. the Farcellets of calaf. Pre-recorded 
videos about memory, territory and daily life
We record and edit short documentaries. 
Like the Farcellets, the audiovisual material is 
full of details and anecdotes from the past, the 
present and describes different aspects of to-
day’s Calafin life. During the month between 
the residency and the installation of the  plat-
form we edit videos and also complete the 
documentation, footage and editing of the 
documentary-interview of Josep Maria oller, 
grandchild of Baldomer oller activist anarchist 
and humanist born in calaf. the interview 
takes place in Montjuic and counts on the help 
of Montserrat coberó and Josep Maria solà.

June 22-28 Brotxetes and Brioixos 
We install Plató Volant in the garage of a 
house in the Plaça dels Arbres, making sure 
that the equipment and platform can be seen 
from the street. We want to be everywhere. 
We record short skits, as we did during the 
Farcellets, but this time we broadcast live. 
We take the opportunity to record the Festival 
de Música Tradicional, and we also shoot 
some footage and carry out interviews to 
complete the Farcellets and host improvised 
interventions by the audience.    

November Taller Telecalafffff
Workshop for internet television

A practical workshop to make television 
programs for Tele Calaf through the internet. 
the idea was for people from the village to 
start Tele Calaf, a tV channel that could be 
seen on the internet and in which could par-
ticipate everyone that had something to say 
or show.

The Horitzó TV platform carried out one of its first interventions in Calaf. Plató Volant is 
a mobile and travelling television production facility that works with communities in or-
der to allow them to produce their own programmes to show on the internet. In this case 
it has taken part in the Idensitat project, and coincided with Calaf’s Festival de Música 
Tradicional.

Plató Volant in Calaf resume 
of activities:
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Project produced by Idensitat in Manresa

MotocARRo

DoMÈnec
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This project is based on the making of a replica of the tricycle used in the film 
“Plácido”, mainly shot in Manresa, and considered to be one of Luis G. Berlan-
ga's best films. The automobile department of the Lacetània institut of Man-
resa incorporated in its educational program the restoration and recovery of a 
vehicle similar to the one in the movie. Once restored and modified, this vehicle 
will become an itinerant “memorial”, an ironic device and a capsule of critical 
review that circulates in the streets and evokes the social landscape of the mov-
ie and puts it in relation to globalized images coming from emerging countries. 
The reconstructed vehicle of “Plácido” may be used in multiple ways and be the 
catalyst for different events: as a small mobile multimedia device, to support a 
video projector outdoors, using its loudspeakers to communicate and dissemi-
nate the activities of different groups, and even be the means of transport for 
“alternative tourism” through the emerging urban spaces Manresa. 
 
Jordi Aligué Pujals, Balan Mihaita catalin, Dima nicolae Alexandra, Joan segarra 
Jordana, students of the Lacetània institut, tutored by their teacher, Pere Izquierdo 
Maria, participated in the project.
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SPERMÖLA  

      IN
 

MANRESA 

fRee shOP 

BAsURAMA

Project produced by Idensitat in Manresa
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This project by Basurama aimed to start up a “free shop”, testing its feasability 
and autonomy over the long term. 
For this purpose, the municipal refuse and recyclables collection was diverted 
to the secularised church of Sant Francesc, which became a “free shop” for 
one week. Once the refuse arrived at the free shop it was classified and re-
paired if necessary to be used by anyone who wished to take the goods away 
with them.
Another of the project’s objectives was to make the store an open forum on 
subjects such as recycling, reuse, ecology, economics and repair solutions 
(this part of the project involved the groups Makea and Obsoletos). This 
served as a reflection on the significance of refuse connected to desire and 
need, consumption, money and also coexistence among the various communi-
ties in Manresa.
At the project’s conclusion, a debate was organised with people involved in 
the process: representatives from an existing “free shop” in Manresa (La Biga), 
from the currently contracted refuse collection company, and council staff. 
The project was organised by Basurama and Lucysombra with the collaboration 
of Makea, Obsoletos and La Biga.



160
161



161



162
163



163



164
165

DAnIeL G. AnDÚJAR

 THE IMAGES 

BATTLEFIELD
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Language should be the tool that changes the world 
we live in, serving as an element through which 
what happens in it is transmitted. For artists, visual 
language is without a doubt the most valuable tool of 
artistic practice. And currently the “visual” is specifi-
cally associated with contemporary digital territory, 
digital entertainment, advertising, traditional com-
munications media... A language full of possibilities, 
but stressed by being in a battlefield in which there is 
struggle to control it. We are immersed in a process 
of digitization, transferring much of the visual legacy 
from its physical form to another, purely digital. All 
this information is being put into containers placed on 
a closer level to public space, with great visibility and, 
above all, accessibility. these circumstances create 
a new saturated visual landscape, baroque, noisy, 
changing the relationship with our social imaginary. 
this new stage of digital forms may quickly generate, 
transmit, process, store and consume content, but 
also modify and retrieve it with the same speed from 
one gigantic, globally-connected file, which, in turn, 
is under continuous development and review.
It will become increasingly difficult to grasp the reality 
of an autonomous and individual way, that is, we need 
to generate, collectively, new ways of learning and 
collaboration to perform such simple tasks as analysis, 
interpreting and understanding each image and visual 
message bombarding us on a daily basis. Look around 
yourself; on a short walk around our city, we retrieve 
thousands of visual impacts we can barely assimi-
late, or even perceive. We dive into a world in which 
transmitter and receiver simultaneously produce their 
actions, the new rules of the electronic and digital 
panopticon. In a very short period of time, we have 
passed from visiting museums, libraries and archives, 
to living physically inside the archive itself, albeit ap-
parently imperfect, haphazard, a kind of chaos or a 
saturated file. We do not have the individual capacity, 
the time, or the memory, to encompass the entire 
system. How, then, can we manage with this huge 
amount of documents, information, images? We must 
create mechanisms for transforming this whole noisy 
mess into specific knowledge, in order to develop any 
specific activity of our daily lives. And we must do it 
collectively, looking for new mechanisms from many 
fields and disciplines.
the public in the art world, visitors to museums and 
cultural centres, and participants in cultural events, 
do not want merely to receive information on differ-
ent events, but also to interact, becoming part of the 

mechanism of information transmission, to be active 
in the process of transforming this information into 
knowledge. Very few cultural institutions are address-
ing this increasingly overwhelming reality. the culture 
industry’s communications officers are extremely 
comfortable with a linear, one-way communication 
model, which neither offers channels of communica-
tion and collaborative participation, nor allows access 
to systems of selection and social discernment of 
information.
cultural institutions devoted much effort to organis-
ing traditional press conferences whose main objec-
tive is to obtain reviews and media coverage in the 
culture and society sections of major traditional media 
(newspapers, radio and tV), and in their respective 
cultural supplements. these reviews, unilaterally 
issued, will not be contrasted or managed by the 
cultural institution to provide more information and 
a qualified opinion on the event to potential visitors 
and users. In the same way, we can imagine the rela-
tionship with the audience, the disproportion between 
the quantity of broadcast media publicity, and the 
inability of those media to collect feedback from 
receivers. Unilateral, closed, defined, unanswerable 
speeches, with no possibility of participation and col-
lective management.
If we were discussing the audience in traditional terms, 
the viewer, the audience at whom the work of the artist 
is aimed, is now used, more than ever, to sophisticated  
imaging techniques from media such as television or 
advertising and, above all, the recent transformation 
of media consumption habits, involving the extensive 
appearance of the Internet, personal telecommunica-
tions tools such as the mobile phone (which is in turn a 
video and photo camera), and the systematic introduc-
tion of computers in the private sector.
the visual is specifically associated with contempo-
rary digital territory, leisure, advertising... Artists are 
no longer the only ones able to influence the visual 
imaginary, but more than this, I believe we have lost 
some of that ability, and perhaps the time has come 
to stop making more noise, more pictures. this does 
not necessarily mean stop working with images, which 
is something artists know, or at least should know, 
enough about. Let’s enter into this battle, but valuing 
other perspectives. Let’s discover what lies behind 
these images, let’s teach to decode, yes, let’s help 
open up visual frame code, let’s show the reverse of 
all these images, exposing their guts. Let’s use the 
true potential of language.
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YenIseHIRMeK-

tUPÇULARI  

  RePoRts FRoM 

   IstAnBUL  

AnD BARceLonA

YenIseHIRMeKtUPÇULARI

AYLIn KURYeL,

BoB PAnneBAKKeR,

ZeYno PeKUnLU
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Yenişehirmektupçulari reports 
from istanbul and barcelona

Istanbul and Barcelona. A chaotic, stinking, monstrous city, crowd-
ed as hell, where the exhaust pipes spit right in our faces; and 
an organized city, taken over by the dull routine of tourism and 
capital. Or, an oriental, mysterious dream city where the tempting 
colors and smells are beyond imagination; and a safe, green, Medi-
terranean city offering much more than one could ever long for. The 
identities of cities are drowning in these stereotypes and clichés 
until they can no longer breathe. Yenişehirmektupçuları landed in 
these two cities to reveal what lies beyond the stereotypes and 
common images of Istanbul and Barcelona.

Towards the end of Ottoman Empire, a new literary genre emerged: 
şehir mektupçuları (city lettrists). They wrote about everyday 
life, the rules and codes of the city, and compared Istanbul to 
European cities, generally in a dangerously naive manner. People 
were not using their umbrellas carefully enough, they were prick-
ing your eyes, there was a lot of mud in the streets, your shoes 
were bound to get all dirty…”Is this supposed to be a European 
city?” Yenişehirmektupçuları (neo city lettrists) is inspired by 
them in terms of focusing on details of everyday life that shape 
the face of the city. Yet, instead of seeing these as problems 
and obstacles, yenişehirmektupçuları looks on them as inspiring 
reflections on urban culture and as components of urban identity. 

A lost shoe in Istanbul, a prohibition shouting from the wall or 
the tranquil shadows in the streets of Barcelona cover the urban 
reality more than the spectacles in a shiny tourist guide. Through 
a sociological analysis disguised as art, yenişehirmektupçuları 
looks at the details through which inhabitants read the city, how 
two cities can clash and embrace each other, and the effects of 
de- and re-contextualizing city-specific features. By focusing on 
urban details and comparing them, yenişehirmektupçuları aims to 
create space that will provoke an alternative thinking about cit-
ies and an active participation stimulating a more bottom-to-top 
and political understanding of the environment. Taking the par-
ticular characteristics of one city and replacing them in another, 
shows the complicity of given and unquestioned codes to existing 
cultural and social features in the city. A sacred element such as 
sayings of the founder of Turkey can turn to an absurd one on a 
Barcelona wall, or the translation of stickers encouraging the use 
of Catalan into minority languages in Istanbul can make a voice-
less phenomenon visible.    

Take a walk in this urban labyrinth and do not hesitate to change 
it by setting our stickers free!
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Are the mannequins in Istanbul as full of excitement as...
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...  the life of the construction pools of Barcelona?
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The ghosts of abandoned houses of Istanbul look like the ghosts  
of Barcelona streets?
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Can the traveling tickets in Barcelona read the history of the Istanbulian  
pedestrians by the traces they leave?
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Would Istanbullers throw the street poles into the garbage if they had such beautiful  
garbage mouths as they have in Barcelona?
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Is the world there is behind the small doors of Barcelona more exciting  
than the one than is seen through the cracked walls of Istanbul?
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Istanbullization of Barcelona

Imagine that from every corner of the city you receive fascist  
instructions about your identity.

What happiness to say: I'm a Catalan!

Teachers, quite simply, are a nation's only saviours!
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Barcelonization of Istanbul

Could one imagine the use of the minority languages  
of Istanbul in all contexts?

"In Armenian, we tear down walls and open up frontiers", written in Armenian

"We want cinema in Catalan", translated into Kurdish
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Series of forbidden things in Barcelona
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1

3

5

2

4

6

1- It is forbidden to enter to young people under 18, bags, packages, 
cameras, videos and metal objects
2- It is forbidden to enter to the garden and the courtyard of the  
mosque with a dog
3- It is forbidden to make love
4- It is forbidden to go out with beach clothes
5- It is forbidden to throw garbage. A civilized person would keep  
his environment clean. Beyoglu Municipality
6- Please do not piss here

Series of forbidden things in Istanbul
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Adnan Madani  
Adnan Madani is an artist and theorist based in Lon-
don and Karachi. His work, both sculpture and video, 
has been exhibited in Pakistan and internationally, and 
he writes regularly on south Asian art and artists for 
a number of publications. He is currently a PhD can-
didate and Visiting tutor at Goldsmiths, University of 
London, where his research interests include Modern 
european Philosophy and theories of time, historicity 
and contemporaneity.

Amasté 
Amasté is an office of ideas specialized in combining 
mediatory, relational and participative processes and 
devices to promote imagination, active thought and a 
critical spirit in fields such as social innovation, youth 
matters, culture, entrepreneurship, media literacy, 
territorial development, etc.  Its members work by 
applying transversal strategies and other dynamics 
related to applied creativity and socio-cultural R&D&I.

Basurama 
collective dedicated to research and cultural mana-
gement since 2001. Basurama has focused its area of 
study and action on the production processes and the 
involved waste creation as well as the creative possibi-
lities raised by this contemporary situation. Born in the 
school of Architecture of Madrid, Basurama aims to 
study the inherent phenomena in the mass production 
of real and virtual garbage in the consumer society by 
providing new views that act as generators of thought 
and attitude.

Daniel G. Andújar 
Founder of technologies to the People and director 
of various internet projects like art.net.dortmund, 
e-barcelona.org or e-valencia.org. His work ques-
tions the democratic and egalitarian promises of new 
communication technologies and criticizes the will to 
control what it is hidden behind their illusive transpa-
rency. He has directed numerous workshops for artists 
and social collectives in various countries.  

Democracia 
Art group from Madrid formed by Iván López and 
Pablo españa. Highlights among their most recent 
exhibitions include: Idensitat, Manresa (2010), Evento, 
Bordeaux, France (2009); Xth Havana Biennial (2009), 
Taipei Biennial 2008, 10th Istanbul Biennial, 3rd Gote-
borg Biennial. Members of Democracia also publish 
the magazine Nolens Volens and work as curators (No 
Futuro, Madrid Abierto 2008, Creador de Dueños). 
they were founder members of el Perro (1989-2006).

Domènec 
Visual artist. co-editor of Roulotte and board member 
of can Xalant, centre de creació Pensament contem-
porani de Mataró (Barcelona). taking as his point of 
departure conceptual processes of reflection, Domè-
nec has built up a sculptural and photographic body 
of work, along with installations and interventions in 
public space that take the architectural project as one 
of the most productive and complex imaginary cons-
tructions of the modern tradition. He has taken part in 
several in situ and international projects of Public Art in 
different places like Ireland, Mexico, Belgium, France, 
Italy, UsA, Brazil, Argentine, Israel and Palestine. 

Gabi Scardi 
Her research focuses on contemporary artistic move-
ments. From 2005 to 2009 she was the adviser for the 

Department of Visual Arts of the province of Milan. 
she has curated the program incontemporanea and 
cecAc-corso europeo per curatori d’Arte contem-
poranea (ed. 2007, 2008, 2009). Highlights among her 
most recent exhibitions include: Aware: Art Fashion 
Identity, Royal Academy, London, 2010; Spazio, Maxxi 
Roma, 2010 and Alfredo Jaar, Questions Questions 
progetto pubblico, Milan, 2010. 

Gary McDonough 
Professor at the Department of Growth and structure 
of cities at Bryn Mawr college (Pennsylvania, U.s.A)  
and coordinator of the program estudios de Pueblos 
y culturas Latinoamericanos, Latinos e Ibéricos at the 
same university. For his Ph.D. in urban anthropology, 
he has conducted research on Barcelona, spain and 
Latin America (Las Buenas Familias de Barcelona, 
1986; Conflict in Catalonia, 1986; Iberian Worlds, 
2008), southern United states (Black and Catholic in 
Savannah, Georgia 1993) and Hong Kong (Global Hong 
Kong, 2005). He was co-editor of the Enciclopedia de 
Cultura Americana Contemporánea (2001) and is cu-
rrently engaged in an ethnographic and cultural study 
of global chinatowns.

Gaspar Maza 
Anthropologist, professor at the Universitat Rovira i 
Virgili of tarragona. since 2009 he is coordinator of the 
the Plan Integral de promoción del deporte y la activi-
dad física project promoted by the consejo superior 
de Deportes, Madrid. His main research and work have 
focused on topics related to the reproduction of social 
exclusion, the use of public space, sports activities 
with youths in difficulty, research and community 
development projects in different neighbourhoods 
and cities.

Horitzó TV 
the collective was formed in 2007 to work on the 
HoritzóTV perspectivas de otra televisión posible exhi-
bition that took place in La capella in Barcelona. the 
production, realization and broadcast of the programs 
were carried out using open software. As a result of 
the success of this first experience, HoritzóTV was 
repeated in 2008 and after during the Bloques&cubes 
seminars in november 2009 and February 2010. In 
addition to these programs in La capella, HoritzótV 
carries out workshops and streamings, and collabo-
rates with various groups such as Aeisad, Universitat 
Rovira i Virgili, escuela de Arte de Vic, Festival surpas 
de Portbou, neokinoktv, cocleatV or Idensitat where 
the collective produced the work that is presented 
here. http://horitzó.tv

KUNSTrePUBLIK 
Artist collective founded by Matthias einhoff, Philip 
Horst, Markus Lohmann, Harry sachs and Daniel seiple 
that serves as the operative superstructure for the 
skulpturenpark Berlin_Zentrum founded in early 2006. 
In alternating roles the collective has experimented in 
various social fields. As artists, curators, researchers 
and activists they use situation-specific formats for a 
critical confrontation with art and public. In exhibi-
tions, lectures and workshops they share and test their 
experiences, recently at Solares Santos (cartagena, 
2010), iD Barri (Barcelona, 2009), Visual Arts Festival 
Glasgow (2010), Architectures of Emptiness (University 
of Minnesota, 2008), 5th Berlin Biennial for Contem-
porary Art (2008) and Vasl Arts Residency (Lahore, 
Pakistan, 2008).
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Martí Peran 
Professor of Art theory at the University of Barcelona. 
critic and curator of exhibitions, he has collaborated 
in different contemporary art catalogues and books. 
co-editor of Roulotte, he collaborates with specialized 
journals and magazines (exit express, Artforum Inter-
national). Director of the international program Roun-
dabout. Encounter Program between Barcelona and 
other cities (Mexico, Reykjavik, Bangkok, Jerusalem, 
santiago de chile, Istanbul). He has recently presen-
ted, among others, the following projects: Post-it City. 
Occasional Cities (cccB, Barcelona, 2008; MAc san-
tiago de chile, centro cultural são Paulo, 2009); After 
Architecture (Arts santa Mònica. Barcelona, 2009).

Martín Di Peco 
Architect, graduated from the University of Buenos 
Aires. He now lives in Holland where he is comple-
ting a Master of International Performance Research 
organized jointly between the University of Warwick 
(england) and the University of tampere (Finland). His 
work focuses on research and production of parti-
cipatory processes and events in architecture and 
urbanism.

Ottonella Mocellin, Nicola Pellegrini 
Degree in Public Art and Architecture from the chel-
sea school of Art and Architectural Association. they 
represented Italy for the 2001/2001 Ps1 International 
studio Program in new York and since then they have 
been collaborating in all their projects. their work, 
which includes installations, photographs, videos and 
performances, has been shown in galleries, museums 
and other events in Italy and abroad, amongst which: 
the torino, Brescia, Valencia, tel Aviv and tirana Bien-
nials. since 2009, they have been teaching Performan-
ce at the Accademia carrara in Bergamo. 

Paola Di Bello 
Artist. Professor of photography at the Arts Acade-
my of Brera, Milan. Her work explores socio-political 
issues that define the contemporary city. Highlights 
among her most recent exhibitions include: Comeback 
(Künstlerhaus Dortmund), Framing the Community, A 
Portrait of Wien (cosmos, Vienna), Cosa fa la mia anima 
mentre sto lavorando? (Maga, Gallarate) and Bildung 
(triennale Bovisa, Milan). 

Ramon Parramon 
Director of AcVic, centre D’Arts contemporànies. 
since 1999 he is director of the art project Idensitat. 
co-director of the Master’s Degree in Design and 
Public space in elisava/Universitat Pompeu Fabra. In 
2005 he curated Madrid Abierto and acted as advisor 
in later editions (2007-2009). Parramon has organised 
several seminars, workshops and debates on art and 
social space. He has edited books such as Acciones 
Reversibles. Arte, Educación y Territorio. (eUMo 
editorial / AcVic, 2010); Home/Away. Art in social 
space (Idensitat, 2010); Arte, experiencias y territorios 
en proceso (Idensitat, 2008). His work has developed 
through an interest in interdisciplinary projects and 
in the functions art can exert in a specific social and 
political context.

Rogelio López Cuenca 
Visual artist. since the late 80’s he has been showing 
his work through exhibitions both in galleries and 
museums, as well as through the implementation of 
public art projects related to identity and collective 
memories. He has participated in the Biennial of 

contemporary Art, Johannesburg, Manifesta 1 in 
Rotterdam, Lima, são Paulo and Istanbul. 

Sin|Studio 
Group of emerging artists dedicated to research in the 
field of architecture, art and other fields of knowledge 
involved in the construction of the common. their 
research focuses on social interaction and expression, 
and since 2005, it is also involved in how new techno-
logies can be incorporated to stimulate and activate 
the public space, building new hybrid domains with 
the Acts system. their projects and texts have been 
published in specialized art and architecture media. 
In 2009 they founded the Atoms & Bits Association of 
digital artists and architects of Andalucia.

Tomás Ruiz-Rivas 
co-director and founder of Antimuseo de Arte 
contemporáneo (formerly ojo Atómico). Independent 
curator, writer and visual artist. He works in spain 
and Mexico, specializing in institutional critique and 
experimentation of new models for the distribution 
of the visual arts. Among his recent projects is the 
centro Portátil de Arte contemporáneo, Mexico 
2009, presented in 2011 in the nGBK in Berlin and in 
the international meeting MDe11 in Medellin. He has 
published in Latin American journals and books of art 
theory and has participated in forums, such as sItAc 
in Mexico.

TUP 
Inter-disciplinary collective that investigates urban 
space through art activities and operations contem-
plating the re-appropriation of public space. the 
intervention model the group has adopted is experi-
mental, based on explorative, relational and convivial 
spatial practices, activities of creative interaction with 
the concerned environment, with the residents and the 
archives of popular memory. the current members of 
the collective are: Patricio castro/visual artist, Alexis 
Llerena/visual and audiovisual artist, Leonardo Ahu-
mada/graphic designer, Paul cottet/sociologist and 
doctor of Philosophy.

Yenisehirmektupçulari 
collective formed by Aylin Kuryel, Bob Pannebakker 
and Zeyno Pekünlü. Aylin Kuryel lives in Amsterdam 
where she follows the PhD program of the Amsterdam 
school for cultural Analysis and carries out docu-
mentary projects. Zeyno Pekünlü lives in Istanbul and 
follows the PhD program in the University of Barcelo-
na. she carries out art projects in turkey and abroad. 
Bob Pannebaker has a degree in social Geography 
and Master of science in Urban Geography from the 
University of Amsterdam. the group focuses its work 
on the photo and audio collection of symbols of urban 
culture and codes of public space, translating them 
into visual and auditory maps.
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