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Summary: The category of “creative city” is far from neutral. Indeed, it canlibked to very contrasted — and
even opposed — practices andban worlds. In order to grasp those diffeoes, we need to take a closer look at
what is entailed in the concepts of “creativity” and “art”, anaing in particular their political dimensiorn
this paper we defend the idea that it is the ambiguousspoly of the notion of creaty — especially under the
influence of the work of Florida (2002, 20F2}hat is the cause of many problems in the contemporary analysis
of urban dynamics. Among other, contemporary conceptions of credéwid tounderestimate its potentially
subversive dimension in order to accentuate its compayibilith econont imperatives. A striking illustration

of this "creativity without critique" is given by the aesiheegister of the « alternative culture » — characterized
by recycling practices, urban wastelands — which nowatlyds to become devoid itd political implication
and be used as a commercial niche (a process we call kediegstion »). To illustrate this question, we analyse
various examples found in cultural places in Lisbon, Geneva andamnabl



For the contemporary tourist — guided by B&sy Jetmagazine — it is nowadays quite normal
to visit in European cities arty squats or havelrink in bars full of graffiti and recycled
chairs. Usually those places are nowadays todgely linked to what used to be called
“alternative culture”, based on adieal critique of the capitaligtociety. In other words, they
appear more as the aesthetic scene of cewsumption niche than places of an enacted
critiqgue of the established ord@attaroni, 2014) In th paper we will attempt to account for
this transformation, that is the partial remowhthe subversive dimerwmi of the aesthetics of
the alternative culture. How wadispossible to turn it into a mere “motif” detached from its
initial political contextand applied as a dectikee design in other areaMore fundamentally,
at stake beyond what weopose to célhere theaesthetizatiorof the alternative culture is a
relative de-politicization of the central notion afeativity, shying it away from it
longstanding criticatradition. Indeedcreativity went, in 40 years, from one of the central
category of the critique of capitalism to onetloé core concept of ¢h‘cognitive capitalism”
(Moulier-Boutang, 2007). This is not an anecdotidtshs the criticadimension of creativity
Is almost one of its constitutive features.

Creatviy, Poductviy and the At Subversion an d the Ciy

« De la création d'art — rare, exceptionnelle — et
de sa divulgation, il en est comme de ces iles
désertes dont la sauvagerie, qui en fait l'attrait,
cesse sitdt que la propagande hoteliere y ameéene
des touristes. N'y reste plus alors qu’une feinte
sauvagerie rebutante et les amateurs de sites
rares exceptionnels, cherchent un autre lieu ou
planter leur tente » (Dubuffet : 43).

The critical stance of creativity As it is well known, art is’'t intrinsically linked

to the idea ofcreativity. It is only around the f8century, and its subjectivist turn, that it
begins to supersede a system basedniation. Indeed, up to that time, art was thought of
fundamentally as animesis an imitation of the world whergeautyis truth (Genard, 2003).

On the contrary, creativity was at the centrea afonception of art as a subjective act of the
artist seen as a “demiurge”. The new “vocational” status of the @ndistame along this art
system based on an ideal ofeativity and innovation (Heinich, 1996) expanded rapidly
throughout the 1 and 28" centuries to the point of becoming in the last decades the model
of the worker (Menger, 2002) and afeo-managemer(Chiapello, 1998). A central step in
this evolution is the constitution of the romantic ideal of tH& déhtury — along the notion of
bohéme- that gavecreativity its full critical dimension. Inded, this model of a creative and
unconventional artist became the explicit counter-model to the “ponderous, inhibited,
hypocritical bourgeois who is incapable ofnovation, wrapped upn convention, in
calculation” (Genard). Durinthe last part of the f9century an “artist dtique” of capitalism
emerged — intertwined with its “social critig” (among others the Mdst one) — based on a
denunciation of the oppressing and dehumanizafi@cteof the capitalist system (Boltanski
and Chiapello, 1999).



It is nevertheless only in the early"™Century that this critical and political dimension of
creativity took its full dimensn within the modernist avé&garde where the subversive
individuality of the artist ad the political figure of theitizencame together in their common
refusal of austere bourgeoiductivism. By the mid-century, viaus artists and intellectuals
gave it its full theoretical meaning. Thus, fouluffet the value of a work of art is measured
by the gap that separates it from the establishment: i.e. the value of art Iy tiieetl to its
potential for subversion (Dubutfel986 : 99). This opposition tveeen art and establishment
is systematized in particular in the wook T. W. Adorno. Indeed for Adorno, art as a
principle of non-identity is deeply subversiwgth regards to the establishment and, as a
result, incompatible with a bourgeois order andremore so with thenarket. Therefore, it
doesn’'t only concern “engagedtathat carries a manifeshessagevith a critical aim, but,
more fundamentally, the displacement undertagrart and new realities that it produces.
We can link this to Deleuze and Guattari’'®adof art opening a “ligne de fuite”. Art is
subversiveas suchby breaking with an oppressive realitytgentity principle, not because it
suggests other ways of perceiving the world.

This critique of arasphyxiatingorder — and the new intertwining aft andthe political that

it entails — was enacted in padiar in the “Events of May 6&hat established a new political
commitment as much as an artistic commitmaithe political. Undethe influence of the
situationnists among other, the emergence o Leftthus signalled a new relationship
between art and the political: on the one hand,ipslére no longer restricted to the limits of
political institutions but take form in “everyday life”; and on the other hand theretiffe
“artistic worlds” open up post-May 68 and extiebeyond the official “cultured-culture”. As
Genard states it, this encounter contributed reahdemocratization dhe figure of the artist
as a creator which is also the strit later “recuperation” (Genard, 2003).

If creativityandart took a crucial role it is because ttrtique had to be enacted in everyday
life, questioning not only an abstract syst but also the “partage du sensibld’e., the
functionalist shaping of the spa¢standardization, zoning, and @o) that was at the root of
(re)production of the gatalist urban order (Lefebvre, 19; Cogato, Pattaroni, Piraud and
Tirone, 2013, Pattaroni, 2014) The “alternatieelture” was born in this new political
perspective, moving away from the traditional and “authoritarian” left — who was imagjene
suspicious toward the subjectivity of artists. As we were able to study it in the history of
urban struggle in Geneva (Cogatbal, Pattaroni, 2014), it is mongrecisely product of an
encounter between new leftist movementa@isét, amongst others) and situationnist
perspectives (along with movemsmsuch as the living theatre).

During the European urban struggles of 18&0’s a double split — vis-a-vis both institutional
“democracy” and revolutionary institutions —tpato question the entire political and police
framework that had been established at the end of tAedtury. This political framework

of “organized modernity” is based upon thevelepment of mass political parties, the
rationalization of the State and iineans of intervention (statigjglanning, etc.) as well as

of means of production (Fordism) (Wagner, 1998)e result was a geradized rejection of

all the entities that participate in this realiyhether they were in pav or contesting it (the
communist movements in particular, shared the major presuppositions regarding an

! We use here Ranciere’s concept which invite us to reflect on the material dnetiaeimension of the
political (Ranciére, 1998, 2000 ; Dikeg, 2012)



organization of the society based on massesgntation and rationalization of the production
and state apparatus). In terms of the divissdrperception, this police order was based in
particular on an array of territorial memss aiming to manage the salaried masses,
standardized social housinggning development of road systems (Du Pasquier & Marco,
2009). From then orgriticism with regards to the living environment and life in general was
taken up, both in Geneva and elsewhere irof®, by a “New Left” — a multitude of small
political groups with wide-ranging ideologicalientations, strugglindgor various causes —
against atomic energy, for the Women’'sbéiation Movement, pacifist movements,
neighbourhood associations, etcuganel and Levy, 1984; Gros, 1987).

Accordingly the political discourses and praesicof this New Left — fed from the double
sources of “self-managed” Marxism (i.e.ofskyism and Maoism) and “psycho analytic
theories of the personality and human interactidindt we find in the writings of Marcuse for
example) (Duvanel and Levy, 1984: 119) — cdos#s an “alternative culture” marked in
particular by a reorientation, a transition from tthemocratization of cultureéo cultural
democracy- i.e. from the circulation to the greatest number of a legitimate body of work to
the establishment asulture of the creations of the largestmber of people. In other words,
creativity (which in this perspective means “tbapability of each one”) was not anymore a
side activity but it contributedirectly to the perceptualnd material critique of the
established order. In this ppextive, “the aesthetics of the alternative culture” was an
intrinsic part of its political pr@ct. Before we turn to the “aesthetization” process, we have to
describe more in detail the perceptual charstics of the “alterntave culture” and the way
they corresponded to a critiqgoé the capitalist orde A first step is to better understand the
ambiguity of the notion adilternative

The poliical dmension of the Aematve culue and iis ambiguile s

Alternativeisn’t necessarilgonnected with anarginal or peripheralkind of world. The word
“alternative” comes from “alter”, which in Latin means “other”, another possibilin this
fundamental sense, alternative is abopéning new possibilities, therefore abtwipe and
empoweringNishat Awan, 2011, p. 27). Netkeless, as we suggesteefore, the historical
opposing reference — the alter —the “mainstream culture”, thdominantone, making the
alternative an opposition. Thierry Paquot et(2012) describes this knbetween the search
for experimental lifestyles, the ideologicand the physical opposition to norms : an
alternative persoriwould be someone who refuses to @i to the norm”, “one that is non-
conformist as well as experimentakllternative groups‘endeavour to live, to produce, to
consume, to educate and to love diffengntltheir paths...[marking]...divergence from the
pervading conformism” and “they offer an asitfom what is imposed, normed, prescribed
and standardizedglternative movementre “an act of political protest, a stance against the
establishment”.

The already classical work &taymond Williams is probably the most insightful attempt to
clarify those ambiguities. Indeed, in his famauticle “Base and Superstructure in Marxist
Cultural Theory” (1973), Raymond Williams opposes the gramscian notion of “cultural
hegemony” to the notion of “alternative cultur@he former, understood to be “a core system
of practices, meanings and values that carcdresidered to be dominant and effective”,
doesn’t imply any idea of worth but depenaisncipally on its centrality (Williams, 2006:
136). According to him, hegeony isn't the produc of “simple opinion or simple



manipulation” but rather the results from ‘@mtire body of practices and expectations — the
focus of our energy, our basic understandingwhan nature and thveorld around us (ibid).

In other words, understood aschyan hegemonic culture can @@mpared to what Bourdieu
called the “practical sense”, something along thediof a widely shared sense of reality: “the
sense of reality that mbsolute because it is well-triedjgtvery difficult for most members of
society to go beyond it, in rebareas of life” (ibid).

Williams distinguishes thalternative elementsnd oppositional elementsand this shift
allows us to analyse more subtly #r@ergence of contemporary urban practices:

« There is a simple theoretical distinction between alternativeoppdsitional, that is to say between
someone who simply finds a different way to live and wishes tdt ladolee with it, and someone who
finds a different way to live and wants to change the socieitg light. This is usually the difference
between individual and small-group solutions to social crisi thiwse solutions which properly belong
to political and ultimately revolutionary practice. But it ifen a very narrow line, in reality, between
alternative and oppositional. A meaning or a practice may be tokrasea deviation, and yet still be
seen only as another particular way to live. But as the necessary fisdiective dominance extends,
the same meanings and practices can be seen by the dominant culture, mhptameisregarding or
despising it, but as challenging it. » (Williams, 2006 : 138).

As suggested here by Williams, the narrow line betvadEmnativeandoppositionaldepends

not only on the attitude or will of the actors but also on the range of authorized differences a
given order allow for. What happemsreality is the fact thahe mere attempt to invent and
practice alternative ways of lifeusually confronts the edtished urban order and its
normative ascription of a restréxt range of authorized andylemized lifestyles (Pattaroni,
2007). It is exactly what happened when peaplehe 70’s and 80’s started to live — in
various squats across Europe — according tarth@r principles of the raising “alternative
culture”.

In our earlier work we have been able to iifgrsome of the majoprinciples governing the
squatter's alternative culture (PattaroB007; Breviglieri, 2009). Webelieve that those
principles were largely shared Hye all movements and it is easgo to show that they have
been embedded in the actual ideology @& titban sustainable development which can be
seen partly as a result dfie penetration of the idealsf the urban struggles and the
institutionalization of their actors. Briefly stated, the “grammar of the alieenatlture” —
drawing the “good” ways to organize and liagéther — was based on 4 major principles :
Self-determination (self-management, participatioand autonomy against authoritarian
systems) Solidarity (sharing, collectivization of goods against private propeHwpspitality
(conviviality, inclusion against indidualization process and exclusio@yeativity (Do-it-
Yourself (DiY) and subjectivexpression against standardiaa and automation process).
Those principles weren’t an abstract ideology, betwe suggested withe idea of an enacted
critique, they actively contributed to a salciand spatial transformation of the built
environment. When a vacant building is firstopied, the squatters will set about making the
place inhabitable. This activity is undertakerattordance with the shared principles of the
“alternative culture”. Walls are demolished in squatted houses in order to allshded
spaces enabling political and festive assembl@gects are collectivized and houses are
painted and manually transformed in orderafpropriate them and mark their difference
within the urban order. Each different cadtpaint is the trace afion-standardized human
activity where different colouredoor frames indicate reused pofspaint. Aesthetics, in this



perspective, is an outcome — or more a copboi — of the implementation of this enacted
or embedded critique, opening up altenepossibilities of living together.

Indeed, this horizontal organization of work leavtraces” on the physical aspect of the place
— frequently without work shar€.S. Peirce (1978) would dedwmithis mark of horizontality
and liberation of desire as d&mdex”. These traces form a set pérceptsand tangible
elements that indicate that the work haslme@n standardized, is not “professional” and has
not tried to erase all the traces of the wordureed for this type of do-it-yourself renovation.
The mosaic that adorns thedk of the toilettes of themage #1 for instance, illustrates this
desire to live differently — political onation is inscribed physically on the place.

Image #1— Wc mosaic, Menza Pri Koritu, Metelkova, LjubljghBench mosaic, Théatre Galpon, Geneva,
Switzerland (photos by Leticia Carmo, 2p14

Let's see now in detail these perceptual elements.

The aesthetcs of the aliematve culue

As we just suggested, alternative culturéldsuupon an intimate link between politics and
aesthetics. Therefore, an aitative experience implies thgroduction of specific places,
which tend to group certain spatand aesthetic charactdits. In the following tableTable
#1), we can see examples of cultural spaces (mes&uropean cities like Berlin, Ljubljana,
Geneva or Paris, and approximately in a timeframe that considers the last 20 ydgmih tha
together some common elements of what we call “the aesthetics of the mkeoudture”,
supported by an architectural structure; vimgkas a whole, this provokes a scenographic
effect on this sort of places, which is baswd artists’ and craftsmen’s interventions, on
recycling practices of consittion, rearrangement and decoration and also on a spontaneous,
participative, organic action. This way of tshorming and appropriating the space in this way
enhances the sense of unity of these places, & edncerns its aesthetics, and it also gives
them a specific identity. Some of the eletsene can identify on these images are:

x the use of street walls as canvas: painted mud§iti, tags, stencilgosters, paste-up’s, etc;

X political, poetic andpiritual manifest messages (usually hawanstrong symbolic character, being present
on walls, but also on flags, for instance);



X occupation of old, abandoned or degraded buildings (mainly factories, barsiokage pavilions,
palaces...) and construction of new precarious buildings;

x coloured facades and other particular architettelements, such agndows, for example;

X use of natural materials, such as wood, and metal handcrafted structuresyunibare f sculpture or other
objects;

x recycled objects and construction nmigtks, which are used also forettpreviously mentioned cases (old
bicycles, hanged old shoes, etc);

X untidy and chaotic environment given by old and ruiekenents, such as broken tiles, ceramics and glass,
raw and rough details, unfinished work or overlapped interventions;

x  “wild” vegetation and gardening.

This aesthetics of the “alternagivculture” is intrinsically reked to artistic and political
practices that tend to work together. It seems to us that Street Art follow the sameol
what we could call “expressive politic” — andagarticular good example of the way art can
be constitutive of a political stance. Indeed stegeivas — and still is to a certain extent — an
expression of a rupture with the standard wafylszing and a critiquef the urban space.

If we focus on this wish for pture and resistae vis-a-vis thestandard we realise that there
exists in contemporary settings a clear contrast betweedatimenantand thealternative
which is constantly present in the examples gave. Nevertheless, this dissimilarity is,
sometimes, not totally clear-cut.we explore this issue in a more concrete way, through the
analysis of some examples in the city of Lisbdalle #2, we realise that this aesthetics of
the alternative culture that we mention is aencomplex thing than we might have thought in
the beginning. It is probably due the fact we are in a situation where this aesthetics has
already largely been legitimized as part of dheinary landscapes of contemporary cities. In
Table #2 we observe some examples of streetmadt urban creativity that vary in accordance
with the adopted technique, the material suppothe contents. Some of the walls belong to
the streets and some others to inner envieorima Nevertheless, thell belong to urban
environments and we might agreattkthey display an alternatikend of aesthetis; yet, their
contents definitely vary, the examples presgria the left side of the table clearly being
distinct from those on the right side.

So what remains from the subversive dimensionStfeet artand more broadly of the
creative dimension of alternatiealture? We may notice that, as we move from the left to the
right side of the previously mentioned table of images, the political and social commitment
and the critical contents of the examples decréAserealise as well that, as far as we go to
the right of the table, the exposed artistiterventions benefitmore and more from
institutional support, municipal @rivate (a factor that is intrsically related with “creative
cities” strategies of the development of thy ei Florida, 2012 & Ladry, 2003). On the other
hand, as we go to the left on this table, therirentions are more spontaneous and critique;
therefore more ephemeral. Many of those éastmples are “populappropriations” of small
fragments of the city, reprederg interesting forms of a lilg usage of the common space
producing stimulating affordances enabling arenmmtense urban experience and eventual
feelings of belongingThe Image #190f the Table # 2is exemplary of this micro-scale re-
appropriation of the city. It actsver just a small detail butig powerful, because it reinvests
the city in order to transform it into a non-ordingigce. It is at this hel of action, that we
can find a parallelism with the Situationist approaches when they invite us to cohsidiy t



as the place “of a revolutionary transfotioa of the existenceachieved through the
participation of the citizens and the reingtggn of the poetic into the ordinary life(Simay,
2008).

What we call “aesthetization ttie alternative culture” — agaings aesthetics — is precisely
when the perceptsof this culture starts loosing the link with the project enferyday
appropriation of the urban environmer¥ore broadly, this “aesthetization” closes practical
alternative possibilities tdhe capitalist dominant urban order. Once aestheticized, the
perceptual affordances loose thale of support for re-approjtion (and their emancipatory
situationnist potential), playingnly a visual and consumerist role, as if the “alternative” had
become a decorative motif, an architectural styleg@tbic, or baroque for example). In
other words, the link between tlsggnificant and thesignifier is broken, and the visual
aesthetics of the alternative auk functions as a “floating sidi@r”. In order to understand
this process we need to go back to theohysof capitalism and the relation between the
“alternative” world and the idéogy of the “creative cities”.

V. Aesthetzaton of the aliemnatve culue: crea tivity within the maiket

Following the reorganizations of the Sevent@ghird age of capitalism emerged which we
can call “late” or “cognitive”. In this newcapitalist era the share of the production of
knowledge, and more widely “the production ofan by man”, has risen dramatically.
(Moulier-Boutang, 2007). The theories on thecative economy” constitute a hybrid attempt
to describe these transformations and testéyréorganization of social structures around this
notion of “creativity”. These theories are hybiid the sense that they function within a
system they describe and that they claineriticize, at the sam#me promoting a “creative
city” brand (http://charleslandry.comiyww.creativeclass.com These theories generally
oppose the people who generateome through a creative adtiwto those who don’t. Yet
this re-identifiecreativity andproductivity. Indeed seeing how the capital has established any
form of externality within itself, these authors etguthe lexical field of creativity with that of

an innovation as part of the process of capitalist production. In the previous methods of
production — Fordism — cities rsed as “infrastructural ha favouring business (Sassen).
However this new “creative economy” integrateies as merchandise and a means of
production. Cities are no longer oulsithe process of production but an integral part of it.
Thus, the semantic field ofeativityis reduced te@reativity-productivity Jeaving out the non-
capitalist aspect afreation

It is this ambiguous polysemy tife notion of “creativity” — especially under the influence of
the work of Richard Florida (2002, 2012) —athis the cause of many problems in the
contemporary analysis of urban dynamics. Agothers, those contemporary conceptions of
“creativity” tend to underestimaits “élan vital”, or “vital impetus” (Bergson, 1907, Deleuze,
1966), and, as we argued, their histakicsubversive dimension. This intended
underestimation tends to create a compatibiliiyn economical imperatives. To compensate
for this ambiguity we should prably distinguish Florida-Landry’sreativity-productivity
(2002-2012; 2000) from a Bergson-inspired “vitaeativity” in which creativity consists

Our translation of : « le lieu (...) d'entransformation révolutionnaire de I'existence, a travers la patiioip
des citadins et la réintégration du poétique dans l'ordinaire. »



more generally in the act of eating virtual differences through\atal impetus(Deleuze
1966; Kisukidi, 2013). Indeed, in hislanifeste différentialistgpublished in 1970, Henri
Lefebvre used the terms of “creativity” and “productivity” to distinguisbative activities
from those that are involved in the proce$scapitalist production. Bm this perspective,
“creativity” sides with “use value” and therefocan be opposed to the “exchange value”.
This dimension of “creativity”, with regards to capitalist productivity, is generallgegortein
the Marxist coneption of art.

We believe that this distition is very important to undeaesd the transformations of the
relation betweerdominantand alternative culture (mage #2 and Image #B and more
specifically the way « alternative culture » tend to become a mere aestiudifcof the
contemporary « creative city » loosing its seitsiwve dimension. This shift is not only a
matter of ideological transformation: it plays out in the vedtgrnative cultureand the
various artistic practices hateen institutionalized (towardspaoductive-creativity.

Image #2— Walls’s ceramics covering mosaic, at Metelkdyabljana. On the image on the left we can see the
grassroots’ technique, made up with broken tiles, plates,while on the image on the right we can see the wall
of the youth hostel Celica, decorated by the artists’ group Sestaveuary the students’ organization SOU.
(photos by Leticia Carmo, 2014)

Image #3— Walls of Avenida de Berna, in Lisbon, interventions done side by sidend sewe by the artist +-
(photos by Leticia Carmo, 2013, and Mischa Piraud, 2014)

For instanceStreet artas an underground and grassroots movements was at first mostly non-
professionalized. But slowly, along its recognition as a legitimate art and an interesting input
for the quality of urban environme(ds a form ofurban creativity, street art has evolved and
become more and more professionalized antitutisnalized to the point that its techniques

are nowadays part of the academic formation.

In order to analyse more in detail thosansformations, and open up the concept of
institutionalization, it is interesting to distinguishekrlevels of action whin the universe of



urban creativity, 1) grassroots and popular; 2) artiggprofessionalized); 3) business. The
trend is clearly from 1 twards 2 and 3. It is both@ofessionalizatiorof alternative artistic
expression and more fundamentally, as we sstggewith the idea of cognitive capitalism, an
integrationof creativity within the core of capitalist procesgdative management

Just like Boltanksi and Chiapello enlighten abtihe integration of the “artistic critique” in
the neoliberal system (Boltanski & Chiamell1999), there has been an integration of the
“alternative universe” in the market and in city development strategies sustainéx by t
concept of “creative cities”. And this pra&= occurs mainly through the recycling of the
aesthetics, by creating anage, just as iélternativehad become a slogan, or one more brand
in the competitive worldwide market taking adwege of the process in order to make profit
with it. In other words in this context ofl@anced capitalism, the term “alternative” seems to
have become autonomous from its origisadnified form and functions as a “floating
signifier” (Lévi-Strauss, 1950). The term is disted from its original meaning and evolves
away from its depart point. “Alternativeherefore no longer degiates a non-hegemonic
cultural system, but juststylethat can be commodified.

In other words, theerceptsof the traces of DiY that were at the roots of the aesthetics of
alternative culture have now blossomed in many different places — more or less institutional
ones or with a mercantile purpose — mostijmoged from alternativ@rinciples, modes of
organization and ways of life. In this way,ighregister of perception detached from its
“signified” becomes the autonom®uegister of “hip” and “trendy”but also of “sustainable
development” and “creative cities”. In Geneva, the dadéPetite Reingjust behind the
central station) resorts to a whole serieSatternative” symbols, as we can see onlthage

# 4. La Fureur de Lirehired interior dsigners to decorate it in“gquat style”. In Lisbon,
similar processes happen, like for instance in placd3easdo AmoyLx Factory or Casa
Independente(Image #4. Pensdo Amorused to be a brothel existing in an underground
street of Lisbon, and when it was transformed Bmoalternative cultural (night) plagehe
designers and the architects responsible thew new project decided to recover those
underground memories in the new decoration of the placBable #3. In this
commodification of the aesthetics of the altgive culture, it can be argued that the
creativity’s subversiv@otential has waned.

Image #4 — La Petite Reine, in Geneva, and Lx Factory and Casa Independédnsbon (photos by Leticia
Carmo, 2012, 2014)

Under this ideology, and its counterpart oé thustainable urban d&opment, Lefebvre’'s
“the right to the city” (Lefebw, 1968) has become a slogan tisatonveniently used at any
time, being easily found amongst the wide offer of graffiti that decoratedlfis of the cities
(Paquot, 2012, p. 269Rarticipation is not anymore the outcome of urban struggles and of
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occupied spaces but it is nowgigtered in the texts of l&wCollectif Etc, 2012, p. 178). It is
within such broader transformations of urbawlicies that the aesthetization of alternative
culture takes its full pdical meaning, as an essential pafrthe larger process of producing
the contemporary “guaranteed” afadtractive” urban environment.

V. Alemative as a tademaik

Just as thearticipative processs gradually being framed by intsitional authorities, so is the
space of the city. This space is becoming naré more controlled, and reorganised under
certain rules and obeying to paular laws, standards and regidas. As for this matter, the
sociologist Marc Bevigleri draws on guaranteed city(“la ville garantie”), where the urban
environment is becoming more and more feanand “functionally normalised” and where
spontaneity is disappearing and giking becomes safely predictabléSuch process of
normalisation may lead to differekinds of consequences, such as:

- the control of one’s behasir, which can be madertugh the design of objects,
urban furniture and environments, thpieventing people fronacting in undesired
ways (sometimes, actually, resugiinn a very “unpleasant design’just like, for
instance, is elaborated by S&and Savii G(Savii U& Savi () 2013));

- pre-defined and “convenient” ambiass created for a specific place.

Street arthas a big influence in this matter of tbreation of controlled ambiances, as if its
purpose was the creation of hugmenographiganels at the scale tife city, thus becoming
the stage for the expected actions of their acftre inhabitants). Ithe case of Lisbon, for
example, institutional (municipal) agents likAU (Galeria de Arte Urbana) define which
walls are or are not aushised for painting, irorder to fight “vandiésm”, according to GAU'’s
official Silvia Camara (i (Masboungi, 2013, p. 116). Consently, spontaneous artistic
action in the city is bag controlled. A dilemma nevertheke results from this, since in 2013
a new law was enacted that punishes illegal gtafis a crime, the institutional context
appearing in this way as contretiry: one institution protectingtreet art(GAU), while the
other is punishing it (the national law). Being aware of the askmed, GAU states that
“urban art makes obviously part of the attragtpower that Lisbon hasver tourists or young
creatives” (notice that Silvia Camara mentionban art” and not “streedrt”). Nevertheless,
it is interesting to see that they are aleare of the limits of their program: « The
institutionalization of protest and indepenteforms is often amsed of political

3 Our translation of : “Nous sommes arrivés & une sitoatonnante: l'impérative participation des habitants a
la fabrique de la ville est actée, inscrite dans les textes dé'la lo

L'environnement urbain contemporain subit unermalisation fonctionnelle, il est désormais comme
entierement recouvert par un espaceréférences conventionnelles faciitala prévisibilité de I'utilisation
normale qu’on peut en faire » (Brevigleri, 2013, p. 218)

° http://unpleasant.pravi.me/
® Lei n.2 61/2013 de 23 de Agosto (http://dre.pt/pdf1sdip/2013/08016209005092.pdf)
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appropriation of a popular expressioatthesists to the idea of “framing”(Silvia Camara, in
(Masboungi, 2013, p. 118).

Also thecreative clustergor creative industrieshave a similar role on this procefsbrica

do Braco de PratalLx Factory, or more recentlyillage Underground Lisbdnare good
examples, in Lisbon, of spaces that pronsiteet artartists. But then, once again, these are
controlled spaces for art productiohgtword “cluster” itself isalready a sign of that), where
— just like those “authorised W&l — places are available farban artrather tharstreet art
(considering thastreet arthas necessarily a spontaneous and free character, anobiat
art works through curatorship processes anchragssions, generally speaking). Hardly will
subversive dimension be presenthese walls now consideredwasrks of art

At this point, we would like to enlighten the pmrtance of 3-dimensional space in relation to
the graffiti and urban art, and the alternative culture. Not only walls have the role of
supporting this kind of art, as we have alreadgn through some examples presented in the
table of images #2but also some architectural structudeshave that role. One of the best
examples is the Village Undergrountiable #4), that represents most of the main issues we
have discussed on this paper:

x graffiti painting as a ‘work of art’, anccenography of the overall scene (by Corleone,
as part of the outside exhibition of tbederdogsyallery);

x labyrinth 3-dymensional structure, calling to explore its non-linear path within an
adventurous spirit and appealing sensible approach;

X semi-vacant post-industrial wasteland as ¢hesen place for tatorial occupation
(inside a delimited area @farris, the public transportation company);

X containers as the architectural support, esentative of the lasé years’ fashion of
recycled ready-made architectures of rusty, unfinishedamanaterials;

x normalised details: necessasgfety objects, clean and féhied construction details,
uniformed and designed fancyhiture, sponsoring panels.

The combination of urban art, design, architecture and urban wastelands seems to be a
formula of succes$o attract youngcreatives supported by a “totaflesign” that now also
includes “creative management”. This is obviousty the world of the counter-culture, but it

is nevertheless based on alternative aesthedgswe have seen. In the counter-cultural
architectural experiences, the pal#ti and the subveare dimension ofcreativity play
together in theeveryday life environmenThese total spaces are at the same time places to
sleep, to encounter the other, to party, to ereaid to meet politically, and tend to disappear

due to strict delimitation of functions (linkedttv security and market logics). What remains

are places which look like squats but do serve&pitalist compatible creative activities.

! Our translation : « L’institutionnalisation de formesssentiellement contestataires et irréductiblement

indépendantes est souvent taxée de récupération politique djpms®on populaire qui résiste a toute idée de
“cadrage”. »

8 In collaboration with Wool (http://www.woolfest.org/about/wool-the-rdm
% Associated with Underdogs gallery (http://www.under-dogs.net/)
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Nevertheless places likex Factory. a nearby creative clustan a former industrial
compound, not only look alternative but they almbed part of the principles of the
alternative culture s they were integrated in the umbaolicies, new marggement principles
and more broadly sustainable developmentlagg. The situation isherefore complicated
and we should avoid raising @implistic critique of theaesthetizationof the alternative
culture. Prior actors of that culture are nthve producers of the guaranteed urban order),
trying to promote creative places and partiapatprocess (and even self-management within
the institutions). The limit betwearitique andreinforcement of the established ordewery
thin and blurred. Artists themselves tend to oscillate between mere animattwes cifyt
(producers of its various ambiances) and a&ctof new critical itervention with the
inhabitants. Theories @frt reflect those new ambiguities,ibs shown by the movement “les
nouveaux commanditaires” who attempt tonowe art from capitalism — undoing what
happened it the last decades (Hers & Dour 2011). The ambiguity ahe treatment adtreet

art — at the same time recognizadd criminalized — is anotherdicator of this complexity.
We Dbelieve that a detailed description and theorization of those processes of
institutionalization — the ‘f@esthetization” of alternative cultuleeing only a part of the story,
as is shown in the example of th@lage Underground- is central in order to renew the
possibility of artistic, soeal and political critique.

Bblography

Adorno T.W. (1978),Dialectique négativeParis, Payot & Rivages
Bergson H. (1907),’évolution créatrice Paris, PUF

Boltanski, L., & Chiapello, E. (1999).e nouvel esprit du capitalismBaris, Gallimard.

Breviglieri, M. (2009), «Les hatdtions d’un genre nouveau : Leusit urbain et la possibilité
du “conflit négocié€” sur laqualité de vie», in L. Pattami, V. Kaufmann et A. Rabinovich
(éds),Habitat en devenir, Lausanne, PPUR

Brevigleri, M. (2013) «Une brecheitique dans la «ville garanti®®Espaces intercalaires et
architectures d'usage» In Cogato-Laretaal., De la différence urbaine. Le quartier des
Grottes / Genevépp. 213-236). Genéve, kisPresses.

Charbonneau, J.-P. (2012). «Eloge ldesimplicité et du recyclage.» IAlterArchitectures
Manifesto(pp. 173-175). Gollion, CH: Eterotopia/ Infolio.

Chiapello E. (1998)Artistes versus managers: le managemeuiturel facea la critique
artiste, Paris, Metaillié

Cogato-Lanza E., Pattaroni L.,r&ud M. & Tirone B. (2013)De la différence urbaine. Le
guartier des Grottes / Genevéenéve, MisPresses.

Collectif Etc. (2012), «Desarchitectes ordinaires” lAlterArchitectures Manifest@p. 173—
175). Gollion, CH: Eterotopia/ Infolio.

13



Deleuze G. (1966),e bergsonismeParis, PUF

Dike¢ M. (2012), «immigrantsBanlieues and Dangerous Things: Ideology as an Aesthetic
Affair», AntipodeVol. 45 No. 1, pp 23-42

Dubuffet J. (1986)Asphyxiante cultureParis, Ed. de Minuit.

Du Pasquier J.-N. et Marco D. (2009), «Lepart territorid essai de définition», Paris€3
forum de BRa régulationR

Duvanel, L. et Levy, R. (1984Rolitique en rase-mottes. Mouvents et contestation suisses.
1945- 1978Lausanne, Réalités sociales.

Florida R. (2012),The rise of the creative claBand how it's transforming work, leisure,
community and everyday liflew York, Basic Books.

Glass P. (2012), « Doing scene: Identitya&p and the Interactional Accomplishement of
Youth Culture », indJournal of Contemporary Ethnograph1(6), 695—-716.

Gros D. (1987)Dissidents du quotidien: la sceaéiernative genevoise, 1968-19&ditions
d'en Bas

Heinich N. (1996)Etre artiste Klincksieck, Etudes, Paris

Hers F. & Douroux X. (2011),'art sans le capitalismeParis, Les Presses du Réel

Kisukidi N. Y. (2013),Bergson ou I'humanité créatric®aris, CNRS Ed.

Landry C. (2003)The Creative City : A Toolkit for urban Innovatptondon, Earthscan
Lefebvre, H. (1968)Le droit a la ville Paris, Anthropos.

Lefebvre H. (1970)l.e manifeste différentialist®aris, Gallimard

Lefebvre H. (1974)l.a production de I'espac®aris, Anthropos

Lévi-Strauss, C., (195050ciologie et anthropologie, PariBresses universitaires de France.

Masboungi, A. (2013)l.e projet urbain en temps de criBBexemple de LisbonndParis, Le
Moniteur.

Nishat A. (2011)Spatial agencfother ways of doing architectureondon: Routledge.

Moulier-Boutang Y. (2007)Le capitalisme cognitif. La nouvelle grande transformation,
Paris, Amsterdam

Paquot T. (2012), « Le droit a la ville et a I'urbain » ,AlkerArchitectures Manifest@pp.
173-175). Gollion, CH: Eterotopia/ Infolio.

Paquot T., Masson-Zanussi Y., Stathopoulos M. (eds.). (28dt2yArchitectures Manifesto
Gollion, CH: Eterotopia/ Infolio.

Pattaroni L. (2007), «La ville ptielle: quand les squatteurs ébranlent I'ordre urbain», In M.

Bassand, V. Kaufmann et D. Joye (éd=)jeux de la sociologie urbaing® éd., Lausanne,
PPUR, pp. 283-314.

14



Pattaroni L. (2012), « Lefsiches du possible. Petifgongée dans I'histoiret le quotidien des
squats genevois . Gregorio JulienSquats Genéeve, Labor & Fides

Pattaroni L. (2014), «The fallovands of the possible an inquiigto the enacted critic of
capitalism in Geneva' squaisn Cattaneo C., Martinez M., Squag Europe Kollective,(ed.),
2014, The squatters' movement in europe : EgdagyCommons and Autonomy as Alternatives
to Capitalism Londres, Pluto Press, 60-80

Peirce C.S. (1978crits sur le signeSeuil, Paris

RAAC — Rassemblement des artistesagteurs culturels (2009Art, culture et création.
Propositions en faveur d’'une gidue culturelle a Genéyé&enéve, Labor et Fides

Ranciére, J. (1998Aux bords du politiqueParis, Editions La Fabrique.
Ranciére, J. (2000),e Partage du sensihl®aris, Editions La Fabrique

SaviiliG., & SaviuS. (2013),Unpleasant DesignBelgrade: G.L.O.R.l.A. Retrieved from
http://unpleasant.pravi.me/

Simay P. (2008), « Une autre ville pour une autee Henri Lefebvre eles situationnistes ».
Metropoles (4).

Wagner P. (1996).iberté et discipline: les deux crises de la moderiigris, Métailié.

Williams R. (2006), « Base and Supewsture in Marxist Cultural Theory »in Durham
Meenakshi Gigi and Kellner Douglas M.(EdV)edia and cultural studies : keyworkgdited
by. Blackwell Publishing, pp. 130-143

15



Table#1 AESTHETICHTHEALTERNATIMBULTURE

5

Binz | Zurich (2013)

Paris photosby Leticia doCarmo

Binz

(foundin
http://commons.wikimeda.org/wiki/File:Squ
at %C3%A0_ Paris_%2859, rue_de_Rivoli, 1

(foundin http://hipparis.com/2013/12/30/lar
maisondesfrigosart cookingastaborsof r
er_ardt%29.jpy love in parisd 3th arrondissement/)

(foundin http://www.lemouv.fr/diffusion t r
espassquat)
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Berlin(2013)

photosby Leticia docCarmo

Rigaerstrasse,
Friedrischain

Haus
Schwarzenberg,
Mitte

JaireEsIpE0T 0

(foundin : http://lwww.taz.de/!59763/)
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Metelkova Mesto

Ljubljana(20124.4)

photosby Leticia doCarmo
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LaReliure Lissignol
Genevg2013)
photoshby Leticia doCarmo
A is,1
LlI6t 13 rtamis, 19962008

(foundin http://www.jjkphoto.ch/artamis.htm)
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... Street Art in Lisbon

Decreasing level of political commitment >>>> >>>> Creative city ?

exteriors

1. «Por um pais mais pobre!Z, paste-up based on theAlfama ... stencil of a gidking out of a sbrickedZ window.
speech of José Socrates  (ref:

http://www.stick2target.com/porum paismaisr 4. Rossio - intervention onosefront of bankrupted store. 6. Casa da Severa, Mouraria ... Fado mural. 8. Av Fontes Pereira de Melo - Cronos project,
pobre) by the artist©Ds Gémeas others.

5.  Amoreiras interveati  on  broken  wall  (réf: - . -,
: 7. Cc¢ da Gléria - authorised graffiti walls (GAU)
2. Stencil made up from pah.otogra.phy of a pr.ote‘f.ter http:/Awww.designboom.com/wehigcat/10/view/13448/dynamite-
taken after the confrontation with the policé&eéf graffiti-paint-in-lisbon.html)
unknown)

9. Escadinhas de Séao Cristévdo ... comissioned
wall, by the artist Mario Belém and others.



... Street Art in Lisbon

interiors

10. Mob (Bairro Alto) - Nadya Tolokonnikova (Pussytl- Primeiro Andar (Baixa) - wall collage composition 12. Lx Factory (Alcantara), Pato Logico. 13. Pensdo Amor, by Mério Belém e Hugo Makarov
Riot).

Messages | content

16. Rua do Alecrim - *SiléncioZ, painted on the facade
14. Anjos - Political stencil 15. Bairro Alto ... Zé dos Bois mural, by Antonio Alves  of an abandoned building, by the artist +/-. 17. «Alegria no Trabalho, water reservoir, Lx Factory

(réf Nuno Morao, 2008, found on flickr)



... Street Art in Lisbon

Different supports

18. Alfama ... manifest message on awall.  19. Cais do Sodré - site-specific intervention (playing with t86. Mouraria ... assemblage, recycling intervention wih. Cais do Sodré - Colourful and convivial urban furniture.
pre-existent objects). old frames. etc.

All picturestakenby Leticiado Carmo exceptthosementioned.



rAESTHETIKIEMORIE®FTHEALTERNATIMEULTURE
AESTHETISATION

Pens&ocAmor,Lisboalmuralson the stairsby Mario Belem& HugoMakarov)

Before After

(PAarchive)

All photostakenby Leticiado Carmo.exceptthosementioned.



... Village Underground Lisbon

Graffiti

Labyrintic Path

Urban wasteland

Containers

Normalised «detailse

Picturegakenby Filipedo Carmoor foundon FBVillageUndergroundvebsite.



