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Rezumat

Orasul si spatiul arhitectural imaginar oscileaza intre doua
mari categorii tipologice - utopia si distopia, la care se mai
poate adduga conceptul contemporan de heterotopie.
Michel Foucault defineste heterotopia ca o utopie efectiv re-
alizata, un contra-amplasament, un loc aflat in afara oricarui
loc, chiar dacé acesta este localizabil. In contrast cu utopia,
heterotopia este un altfel de spatiu, o contestare mitica si
totodata reald a spatiuluiin care trdim. Se disting doua tipuri
majore de heterotopii — de criza si de deviatie, dar si o cate-
gorie mai putin frecventd, a heterotopiilor de compensatie.
Ceea ce ni se ofera este mai mult decat o iluzie a unei alte
lumi, este tocmai o compensatie fatd de carentele raului,
asadar o lume organizata dupa valori si criterii total diferi-
te. Individul simte nevoia de a se exprima si prin mijloace
alternative, pe care de-a lungul timpului am ajuns sa le nu-
mim arte, cum este si graffiti-ul. Pornind de la agresiunea
vizuald a constructiilor, a aleilor pustii si a spatiilor publice
degradate si prin impactul psihologic pe care acestea le au
asupra omului, intelegem ca spatiul urban nu trebuie privit

Abstract

City and imaginary architectural space oscillate between two
typological categories — utopia and dystopia, to which we
can add the contemporary concept of heterotopia. Michel
Foucault defines heterotopia as an actually realized utopia, a
counter-location, a place outside any place, even if it is local-
izable. In contrast to utopia, heterotopia is a different kind of
space, a mythical and at the same time real challenge of the
space in which we live. There are two major types of hetero-
topias, namely crisis and deviation, but also a less common
category of compensation heterotopias. What is offered to
us is more than an illusion of another world, it is precisely a
compensation for the shortcomings of evil, a world organ-
ized according to totally different values and criteria. The
individual feels the need for self-expression through alterna-
tive means, which over time we have come to call arts, such
as graffiti. Starting from the visual aggression of buildings,
deserted alleys and degraded public spaces and the psycho-
logical impact they have on the individual, we understand
that urban space must be seen not only as a simple frame-
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doar ca un simplu cadru de manifestare, ci si ca un element
catalizator si generator al acestui fenomen social. Ca si in
cazul oricarei alte opere de arta, aprecierea unui graffiti este
influentatd de categoria observatorului, de legaturile sale
afective cu locul respectiv, de pregatirea si structura sa inte-
lectuala. Graffiti-ul si spatiul urban se influenteaza reciproc,
aspect relevat prin analizarea artei urbane prin prisma con-
ceptelor de heterotopie si dreptul la oras. Spatiul urban trebu-
ie adesea personalizat, umanizat, in acelasi mod in care ne
personalizam spatiul privat, propria locuinta. Este o marcare
a teritoriului si o corectare a unei carente a arhitecturii con-
temporane — depersonalizarea.
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Introducere. Context urban

Orasul, in forma sa prezentd, este in primul rand rezulta-
tul modernitatii si al conceptelor specifice acesteia si este
din ce in ce mai putin tributar Antichitatii si Evului Mediu.
Modernitatea, mai ales in cazul manifestarii sale prin plani-
ficarea urbang, reprezinta o recorelare a elementelor deter-
minante care stau la baza sistemului social - economia si
productia de masa, consumerismul. Astfel, din cauza globali-
zarii principiilor modernitatii si a pierderii specificului cultural
local, propunerile utopice din ultimul secol nu au reusit sa
rezolve problemele societatii industriale si post-industriale
(Mihali, 20071). Este evident cé utopiile urbane au fost conce-
pute pentru a raspunde unor probleme stringente, iar aplica-
rea lor intr-un viitor apropiat este imposibila, deoarece viito-
rul, la fel ca prezentul si trecutul, este purtator de contradictii
si impedimente specifice. Esecul utopiilor deschide calea
distopiilor, care in ultimul veac par a se manifesta sub di-
ferite forme. Distopiile, fie ele subjugate politicului, fie eco-
nomicului sau tehnologiei, sunt purtdtoare de mesaj, uneori
subliminal, alteori explicit. Acestea atrag atentia asupra unor
derapaje politico-sociale, asupra utilizarii iresponsabile a re-
surselor sau tehnologizarii excesive.

Sociologi precum Richard Sennett sustin ideea ca spatiul
urban are nevoie de un anumit grad de haos, dezordine si

work of manifestation, but also as a catalyst and generator
of this social phenomenon. As in the case of any other work
of art, the appreciation of graffiti is influenced by the of the
observer, by their emotional connections with the place, by
their training and intellectual background. Graffiti and urban
space influence each other, an aspect revealed by analyzing
urban art through the prism of the concepts of heterotopia
and of the right to the city. Urban space often needs to be
personalized, humanized, in the same way that one person-
alizes private space, one’s own home. It is a marking of the
territory and a correction of a deficiency of contemporary ar-
chitecture, namely depersonalization.

Introduction. The urban context

The city, in its present form, is primarily the result of moder-
nity and its specific concepts and is less and less indebted
to antiquity and the Middle Ages. Modernity, especially in
the case of its manifestation through urban planning, is a
new correlation of the determining elements underlying the
social system: the economy and mass production and con-
sumerism. Thus, due to the globalization of the principles of
modernity and the loss of the local cultural specificity, the
utopian proposals of the last century have not managed to
solve the problems of industrial and post-industrial society
(Mihali, 2007). It is obvious that urban utopias have been
designed to address pressing problems, and their applica-
tion in the near future is impossible because the future, like
the present and the past, carries specific contradictions and
impediments. The failure of utopias opens the way for dys-
topias, which in the last century seem to have manifested
themselves in different forms. Dystopias, whether subju-
gated to politics, economics or technology, carry a message,
sometimes subliminal, sometimes explicit. They draw atten-
tion to political and social wrong turn, to the irresponsible
use of resources or to excessive technologization.

Sociologists such as Richard Sennett argue for the idea that
urban space needs a certain degree of chaos, disorder, and
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anarhie pentru a putea asigura un mediu propice promova-
rii si manifestdrii libert&tii individuale (Sennett apud. Claeys,
2020). Arta urband nu este altceva decat expresia acestui
haos urban, suport al libertatii de exprimare. Acest aspect
este insd in contradictie cu expresia conventionald a utopiei,
care este guvernata de o cutuma ritualizata sau de un com-
portament social prescris (Antohi, 1991).

Scopul acestei lucrari este de a introduce graffiti-ul in con-
textul general al spatiului urban si de a demonstra relatia si
interdependentele dintre cele doud. Desi arta urbana este
intens analizatd, in prezent exista putine studii care sa pla-
seze graffiti-ul ca parte a complexitatii urbane, cu impact
direct asupra formei concrete de materializare a spatiului
public. Street art nu este doar o consecinta a contextului
cultural urban; artistii transforma spatiul public prin mesa-
je si semnificatii care asociaza unui loc identitate si statut
(Zieleniec, 2016). Un instrument in elaborarea argumentatiei
acestui articol este definirea graffiti-ului ca o heterotopie,
pornind de la teoriile lui M. Foucault si ca manifestare a drep-
tului la oras, asa cum este enuntat de H. Lefebvre.

Comunicare Vizuala. Graffiti ca arta a strazii

Comunicarea umana se bazeaza atat pe limbajul verbal, cat
si pe cel non-verbal; individul simte nevoia de a se exprima si
prin mijloace alternative, care, de-a lungul, timpului au capa-
tat denumirea de arte. Graffiti-ul propune in spatiul cultural
actual o reordonare, redefinire si o recontextualizare a limba-
jului, unitatea de baza a organizarii sociale. Interventia omu-
lui asupra mediului sdu de viata si incercarea de a-si lasa
amprenta si de a transmite, prin mijloace vizuale, un mesaj
o identificdm si in cazul desenelor rupestre din preistorie si
ulterior in aglomerdrile urbane ale Antichitatii. Varianta con-
temporand a graffiti-ului se manifesta pentru prima datd in
Philadelphia si New York la inceputul anilor 1970, ca o expre-
sie apolitica, lipsitd de mesaj social sau comercial (Zieleniec,
2016). Cu toate ca mijloacele de exprimare difera, o trasatura
ramane constanta din preistorie si pana in prezent — neasu-
marea lucrdrilor. Anonimatul Ti asigura artistului strazii liber-
tatea de exprimare independenta de critica publica si il pro-
tejeaza de eventualele repercusiuni ale justitiei. Graffiti-ul se
poate considera ipostaza unui limbaj primitiv si primar; ast-
fel, subcultura graffiti defineste si este la randul ei definita de
spatiul urban. Structura si forma orasului asigura inspiratia
si forma de expunere, la care artistii strazii apeleaza zilnic.

anarchy to be able to provide an environment conducive
to the promotion and manifestation of individual freedom
(Sennett apud. Claeys, 2020). Urban art is nothing more than
the expression of this urban chaos and supports freedom of
expression. However, this aspect is at odds with the conven-
tional expression of utopia, which is governed by a ritualized
custom or prescribed social behavior (Antohi, 1991).

The purpose of this paper is to introduce graffiti in the general
context of urban space and to demonstrate the relationship
and interdependencies between the two. Although urban art
has been intensively analyzed, few studies place graffiti as
part of urban complexity, with a direct impact on the form
of materialization of public space. Street art is not only a
consequence of the urban cultural context; artists transform
public space through messages and meanings that associ-
ate identity and status with a place (Zieleniec, 2016). A tool
in the elaboration of the argumentation of this article is the
definition of graffiti as a heterotopy, starting from the theo-
ries of M. Foucault, and as a manifestation of the right to the
city, as enunciated by H. Lefebvre.

Visual communication. Graffiti as street art

Human communication is based on both verbal and non-ver-
bal language; the individual feels the need for self-expression
through alternative means, which over time have come to be
called arts. Graffiti proposes in the current cultural space a
reordering, redefining and recontextualization of language,
the basic unit of social organization. Human intervention on
the living environment and the attempt to leave one's mark
and to transmit a message by visual means are also found in
prehistoric cave drawings and later in the urban agglomera-
tions of antiquity. The contemporary version of graffiti first
appeared in Philadelphia and New York in the early 1970s,
as an apolitical expression, devoid of a social or commercial
message (Zieleniec, 2016). Although the means of expres-
sion differ, one feature remains constant from prehistory to
the present - the non-assumption of works. Anonymity en-
sures the street artists’ freedom of expression independent
of public criticism and protects them from the possible reper-
cussions of justice. One can consider graffiti as a primitive
and primary language; thus, the graffiti subculture defines
the urban space and is in turn defined by it. The structure
and shape of the city ensure the inspiration and the form of
exhibition, to which the street artists turn daily.
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Pornind de la agresiunea vizuala a constructiilor, a aleilor
pustii si a spatiilor publice degradate si de la impactul psi-
hologic pe care acestea le au asupra omului, intelegem ca
spatiul urban nu trebuie privit doar ca un simplu cadru de
manifestare, ci si ca un element catalizator si generator al
acestui fenomen social. Ca si in cazul oricdrei alte opere de
arta, aprecierea unui graffiti este influentata de tipologia ob-
servatorului, fie el trecator dezinteresat sau proprietar pe al
carui bun a fost realizata lucrarea, de legaturile sale afective
cu locul respectiv, de pregdtirea si structura sa intelectuala.
Dar, asa cum facem distinctia obligatorie dintre fotografie,
ca o manifestare creativa a unei idei artistice, si poza, ca o
imortalizare vizuald a unei clipe din viata cotidiand, in acelasi
fel trebuie facuta delimitarea dintre graffiti si inscriptiile si de-
senele murale regdsite adesea in spatiile urbane contempo-
rane. Graffiti-ul nu este o arta in sensul general acceptat, dar
tocmai aceasta este frumusetea lui. Este o forma de rebeli-
une si de revolta fatd de rigorile societatii, ale strazii. Orasul
este prin definitie caracterizat prin diversitate socio-culturala
si etnicd, un context in care sunt justificate aceste manifes-
tari ale graffiti-ului, care includ adesea un mesaj social, politic
sau o forma de implicare civicéa (Fig. 1).

In opinia lui H. Lefebvre, spatiul este un construct social,
avand o baza ideologica si politica. Acesta este in acelasi
timp un produs si un proces care se manifesta in interiorul
structurii sociale. Din acest motiv, Lefebvre pune accentul pe
conceptul de dreptul la oras, pe asigurarea libertatii de locuire
si de generare a spatiului, in opozitie cu un habitat creat pe
baza unor determinanti functionali si rationali (control, ordi-
ne, securitate). Finalitatea unui astfel de proces este o opera
de arté a vietii cotidiene (Zieleniec, 2018). Astfel, graffiti-ul, pe
l&ngd arta urbana si vandalism, poate fi privit si ca un antidot
pentru ceea ce Lefebvre considerd o societate birocratica
dominatd de consumerism (Zieleniec, 2016).

Asa cum afirma Banksy, unii oameni s-au facut politisti pen-
tru ca vor sa faca lumea in care trdiesc mai bung, altii au
devenit vandali pentru ca vor ca lumea in care traiesc sa
arate mai bine; iar graffiti-ul este una dintre cele mai oneste
forme de arta de care dispunem. Nu vorbim despre elitism
sau o inducere in eroare; arta grafitti apare expusa pe cei
mai buni pereti pe care ii poate oferi un oras si nimeni nu
este conditionat de costul biletului de intrare la un muzeu
(Banksy, 2009).

Starting from the visual aggression of buildings, deserted al-
leys and degraded public spaces and the psychological im-
pact they have on human beings, one can understand that
urban space must be seen not only as a simple framework
of manifestation, but also as a catalyst and generator of this
social phenomenon. As in the case of any other work of art,
the appreciation of graffiti is influenced by the typology of
the observer, whether a disinterested passer-by or an owner
on whose property the work was made, by their emotional
ties with the place, their training and intellectual background.
But just as one makes the distinction between photography,
as a creative manifestation of an artistic idea, and snapshot,
as a visual immortalization of a moment in everyday life, in
the same way the delimitation between graffiti and inscrip-
tions and murals often found in contemporary urban spaces
must be made. Graffiti is not a generally accepted art form,
but this constitutes its beauty. It is a form of rebellion and
revolt against the rigors of society, of the street. The city is
characterized by socio-cultural and ethnic diversity, a context
in which these manifestations of graffiti are justified, which
often include a social or political message or a form of civic
involvement (Fig. 1).

In H. Lefebvre's opinion, space is a social construct, having
an ideological and political basis. It is at the same time a
product and a process that manifests itself within the social
structure. For this reason, Lefebvre emphasizes the concept
of the right to a city, the importance of ensuring the freedom
to live and generate space, in opposition to a habitat created
on the basis of functional and rational determinants (control,
order, security). The finality of such a process is a work of
art of daily life (Zieleniec, 2018). Thus, graffiti, in addition to
urban art and vandalism, can also be seen as an antidote to
what Lefebvre considers a bureaucratic society dominated
by consumerism (Zieleniec, 2016).

As Banksy said, some people became police officers be-
cause they wanted to make the world they lived in better,
others became vandals because they wanted the world they
lived in look better. Graffiti is one of the most honest forms of
art we have. There is no elitism or misleading message; graf-
fiti art is displayed on the best walls that a city can exhibit,
and no one is kept away by the price of an entrance ticket
(Banksy, 2009).
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Graffiti-ul, ca o expresie a libertatii de exprimare este un castig
al democratiei, avand in vedere ca peisajul urban devine din
ce In ce mai rigid, neldsand loc creativitatii si spontanului,
atat de necesare vietii umane. Spatiul, fie el privat, semi-pri-
vat, semi-public sau public, este reprezentat de valoarea sa
simbolica si de functiunea concreta gazduita. Suportul, fie el
calcanul agresiv al unei cladiri sau un vagon de tren, localiza-
rea lucrdrii in cadrul orasului si publicul cdreia i se adreseaza
sunt elementele pe care mizeazd o astfel de operd. Ins&si
Banksy indeamnad artisti stradali sa evite sa dea cu spray-
ul acolo unde lumea asteapta inca sa se inventeze roata
(Banksy, 2009). Din punctul de vedere al arhitectului, graffiti-
ul este 0 modalitate de exprimare a opiniei comunitatii cu pri-
vire la mediul propriu de viatd, un feedback de care ar trebui
tfinut cont in procesul de proiectare. O interventie arhitectu-
rald sau urbanistica intr-un cadru construit existent nu poate
avea sanse de reusitd daca nu se raporteaza la viitorii bene-
ficiari directi si la genius loci. Artistii strazii nu vor interveni
asupra cladirilor care contribuie deja la identitatea culturala
a unei zone; sunt vizate doar constructiile percepute ca ano-
nime, strdine de context si chiar agresive prin masa constru-
ita si prin functiunea gazduitd. Asa cum comunitatea este
agresatd de un astfel de implant, la randul sau, comunitatea,
prin intermediul artistilor strazii, raspunde tot cu o agresiune.

Fig. 1. Stencil: Dad, there's a monster, Venetia, 2021.
Probleme ale comunitatii, asa cum este impactul negativ
al vaselor de croaziera asupra lagunei venetiene, sunt
sintetizate prin mesaje neconventionale in spatiul public./
Stencil: Dad, there’s a monster, Venice, 2027. Community
issues, such as the negative impact of cruise ships on
the Venetian lagoon, are summed up by unconventional
messages in the public space.

Sursa/Source: arhiva personald a autorilor/the authors'
personal archive

Graffiti, as a manifestation of freedom of expression, is a
gain of democracy given that the urban landscape is be-
coming increasingly rigid, leaving no room for creativity and
spontaneity, so necessary for human life. The space, be it pri-
vate, semi-private, semi-public or public, is represented by its
symbolic value and the concrete function it hosts. The sup-
port, be it the aggressive blind wall of a building or a train car,
the location of the work within the city and the audience to
which it is addressed are the elements on which such a work
relies. Banksy himself urges street artists to avoid spraying
where people are still waiting for the wheel to be invented
(Banksy, 2009). From the architect's point of view, graffiti is a
way of expressing the community's opinion about their own
living environment, feedback that should be considered in
the design process. An architectural or urban intervention
in an existing built environment cannot have a chance of
success if it does not relate to the future direct beneficiar-
ies and to the genius loci. Street artists will not intervene on
buildings that already contribute to the cultural identity of an
area; only constructions perceived as anonymous, foreign
to the context and even aggressive through the built mass
and the hosted function are targeted. Just as the community
is attacked by such an implant, it responds with aggression
through the street artists.
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Imaginea spatiului public si modul in care aceasta este per-
ceputa dicteaza actiunile artistilor strazii. Spatiul urban tre-
buie adesea personalizat, umanizat, in acelasi mod in care
ne personalizam spatiul privat, propria locuinta. Este o mar-
care a teritoriului si 0 corectare a unei carente a arhitecturii
contemporane — depersonalizarea. Atat timp cat inca pro-
movam o arhitectura internationalizata a masinilor de locuit,
dezradacinarea si pierderea identitatii culturale se va mani-
festa in continuare prin acte catalogate drept vandalism. Cu
toate cd este consideratd de mai bine de doudzeci de ani de
catre critica de specialitate drept o forma artistica autentica,
graffiti-ul poate capdata conotatii negative atunci cand este
asociatd cu acte de vandalism si infractionalitate. Atitudinile
critice la adresa artei stradale sunt bazate pe argumente su-
biective si contestabile. O inscriptie pe un perete nu este o
incitare la acte antisociale, dar poate fi un simptom al unei
degradari morale, un semnal de alarma pentru factorii de de-
cizie direct implicati.

Se intdmpla adesea ca un graffiti sd aibad ca suport de ex-
primare un obiect cu o importanta aparte, de la cladiri cu
valoare istoricd si arhitecturald, la monumente si obiecte
semnificative pentru cultura locald, si poate fi perceputd ca
0 agresiune vizuala, desi este o actiune prin definitie efeme-
rd, cu efecte reversibile. Interventiile asupra unui astfel de
obiect, asociate cu un mesaj vulgar sau denigrator, conduc
la o stare de dezgust si de revoltd din partea trecatorilor,
mai ales din cauza neintelegerii motivatiei reale a artistului.
Agresiunea si impactul vizual dezagreabil sunt principalele
argumente in condamnarea graffiti-urilor, argumente comba-
tute chiar de artisti, care mizeaza pe o paraleld cu influenta
pe care o au afisajele publicitare excesive asupra imaginii
orasului. Persoanele care desfigureaza cu adevarat orasele
sunt companiile care desfasoard bannere imense peste
cladiri si autobuze, facand individul sa se simtd neadecvat
societatii daca nu le cumpara produsele (Banksy, 2009).

Existd, totusi, o serie de similitudini intre cele doua tipuri de
manipulare a subconstientului prin imagine si de interventie
asupra spatiului public. Precum graffiti-ul, imaginile publicita-
re sunt omniprezente pe cladiri si mijloace de transport in co-
mun si surprind adesea prin mesaje puerile, dezgustatoare
si prin agresivitate verbala. In incercarea de a reduce degra-
darile fizice ale clddirilor si vandalismul costisitor, autoritatile
locale opteaza in prezent pentru corelarea a doua tipuri de
masuri: intensificarea controlului politiei comunitare, ame-

The image of the public space and the way it is perceived,
dictate the actions of street artists. The urban space must
often be personalized, humanized, in the same way that we
personalize our private space, our own home. It is a mark-
ing of the territory and a correction of a specific deficiency
of contemporary architecture, namely depersonalization. As
long as we still promote an internationalized architecture of
living machines, the uprooting and loss of cultural identity
will continue to be manifested in acts classified as vandal-
ism. Although considered for more than twenty years by crit-
ics as an authentic art form, graffiti can have negative conno-
tations when associated with acts of vandalism and crime.
Critical attitudes towards street art are based on subjective
and debatable arguments. An inscription on a wall is not an
incitement to antisocial acts, but it can be a symptom of
moral degradation, an alarm signal for the directly involved
decision makers.

It often happens that a graffiti work has as its medium a sub-
ject of special importance, from buildings of historical and
architectural value to monuments and objects significant to
the local culture, and this can be perceived as visual aggres-
sion, although it is an action ephemeral by definition, with
reversible effects. Interventions on such a subject, associ-
ated with a vulgar or denigrating message, lead to a state of
disgust and revolt on the part of passers-by, especially due
to the misunderstanding of the real motivation of the artist.
Aggression and displeasing visual impact are the main argu-
ments in condemning graffiti, arguments contested by the
artists themselves, which rely on a parallel with the influence
of excessive advertising on the image of the city. Those who
really disfigure cities are the companies that carry huge ban-
ners over buildings and buses, making one feel inadequate if
one does not buy their products (Banksy, 2009).

There are, however, a number of similarities between the two
types of image manipulation of the subconscious and inter-
vention in public space. Like graffiti, advertising images are
ubiquitous on buildings and public transportation, and often
astonish through simplistic, disgusting messages and verbal
aggression. To reduce the physical degradation of buildings
and costly vandalism, local authorities are currently opting
to link two types of measures: stepping up community po-
lice control, arranging areas for graffiti artists exclusively in
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najarea in spatiile publice urbane de zone destinate exclusiv
artistilor graffiti si desemnarea de suprafete pretabile unor
astfel de tratari grafice (Zieleniec, 2016). Intrebarea care re-
zulta in acest caz este daca migrarea artei stradale catre ga-
lerii de arta si spatii special amenajate nu ii anuleaza chiar o
trasdtura definitorie — spiritul de fronda. Cand graffiti-ul devi-
ne legal, inceteaza sa mai fie graffiti, este doar arta. Graffiti-ul
este prin definitie ilegal (Zieleniec, 2016). Este de remarcat
ca prin astfel de masuri arta urbana ajunge sa fie expusa
in galeriile de arta si in muzee, acele spatii care asimileaza
caracteristicile unei heterotopii temporale sau ale unei hete-
rocronii (Nae, 2015).

In lucrarea sa despre aceastd modalitate de comunicare vi-
zuala in contextul urban, S. Steward face o distinctie intre
graffitica murdérie si graffiti ca arta (Steward, 2001). Aceasta
subliniaza faptul cd, pe de o parte, este usor sa consideram
aceastd manifestare, care are loc la locul si momentul ne-
potrivit ca fiind plasatd la baza scérii valorice si, pe de alta
parte, cd este dificil de contrazis afirmatia ca graffiti-ul este
un act de vandalism, care murddreste permanent, iar efec-
tul rezultat este o desfigurare a spatiului urban. Autoritatile
marilor orase incearca sa prevind aceste acte ilegale, care
genereazd un sentiment de nesiguranta. Aspectele finan-
ciare nu sunt neglijabile, deoarece cartierele in care acest
fenomen al graffiti-ului ca murddrie se manifesta frecvent
sunt atat cauza, cat si efect ale situatiei economice. Pe de
o parte este manifestarea unei situatii economice precare,
lipsa interventiei din partea autoritatilor sau a proprietarilor —
spatii urbane parasite, cladiri degradate, iar pe de alta parte
este efectul unei imagini de nesigurantd, care la randul sdu
duce la o lipsa de interes din partea investitorilor. Graffiti-ul
ca murdarie este atat cauza cat si efect pentru o serie de
probleme in contextul urban, fie ele de natura estetica sau
socio-economicd. Acesta ne comunica vizual, uneori brutal,
faptul c& existd o problema. Acest tip de graffiti este o non-
cultura. Conectat cu murdarirea, cu lipsa civilizatiei si cu pro-
fanul, graffiti-ul urban contemporan semnifica ruptura dintre
limitele spatiului privat si public, o eruptie a creativitatii care
se manifestd in interior, care isi revendica strada, fatada, si
in exterior — modul in care orasul este articulat (Steward,
2007).

Pe de altad parte, S. Steward sustine ca graffiti-ul ca obiect
de arta este o inventie a institutiilor artistice (universitati,
galerii de artd, critici, colectionari), iar aceasta inventie este

urban public spaces and designating suitable areas for graf-
fiti (Zieleniec, 2016). The question that arises in this case is
whether the migration of street art to art galleries and spe-
cially designed spaces does not nullify one of its defining
feature: the spirit of rebellion. When graffiti becomes legal, it
ceases to be graffiti; it is just art. Graffiti is illegal (Zieleniec,
2016). It is worth noting that through such measures urban
art gets to be exhibited in art galleries and museums, those
spaces that assimilate the characteristics of a temporal het-
erotopia or a heterochrony (Nae, 2015).

In her paper on this type of visual communication in the ur-
ban context, S. Steward makes a distinction between graffiti
as dirt and graffiti as art (Steward, 2001). This emphasizes
that, on the one hand, it is easy to consider this manifesta-
tion, which occurs at the wrong place and time, as being
placed at the base of the value scale, and that it is difficult
to contradict the statement that graffiti is an act of vandal-
ism, which permanently soils, and the resulting effect is a
disfigurement of urban space. The authorities of major cities
try to prevent these illegal acts, which generates a feeling of
insecurity. The financial aspects are not negligible, because
the neighborhoods in which this phenomenon, of graffiti as
dirt, frequently manifests itself are both the cause and ef-
fect of the economic situation. On the one hand, there is the
manifestation of a precarious economic situation and of
the lack of intervention from the authorities or the owners
- abandoned urban spaces, degraded buildings; and on the
other hand, they also have the effect of creating an image of
insecurity, which in turn leads to a lack of interest from inves-
tors. Graffiti as dirt is both a cause and an effect of several
problems in the urban context, be they of an aesthetic or so-
cio-economic nature. It tells us visually, sometimes brutally,
that there is a problem. This type of graffiti is a non-culture.
Linked to dirt, lack of civilization and the profane, contempo-
rary urban graffiti signifies the rupture between the bounda-
ries of private and public space, an eruption of creativity that
manifests itself inside and that reclaims its street, facade,
and the exterior — the way the city is articulated (Steward,
2001).

On the other hand, S. Steward argues that graffiti as art on
canvas, as an object of art is an invention of artistic institu-
tions (universities, art galleries, collectors), and this invention
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gandita sa satisfaca nevoia acestor entitati de a sustine si
promova flexibilitatea exprimadrii si manifestarile artistice
spontane. Se pune astfel intrebarea: de ce lumea artistica
considera graffiti-ul ca fiind o artd, o forma de pictura, in ciu-
da faptului ca sunt generate o serie de probleme (Steward,
2001)? Graffiti-ul este relocat de pe suprafata permanenta a
zidului, a vagonului metroului sau tramvaiului, pe suprafata,
mai putin durabild, a panzei, transformandu-l dintr-o mani-
festare permanentd, dar care poate fi stearsd, intr-o forma
eternd, care invitd sa fie analizata de critici si, ulterior, expusa
de curatori de expozitii. Insdsi natura sa efemerd si simultan
permanentd, de la cea statica la cea mobila sufera o trans-
formare, ridicandu-se intrebarea: care este spatiul adecvat
de manifestare al graffiti-ului in contextul urban: in interior
—in galerie, pe panza sau in exterior — pe zid?

Graffiti-ul ca o manifestare a heterotopiei

Heterotopia este cazul particular al unui spatiu real si clar
delimitat in cadrul unui spatiu social existent, in care este
posibild o alterare a normelor si conventiilor sociale si o rear-
ticulare a subiectivitatii (Nae, 2015). Nemultumirile si angoa-
sele societatii, in particular ale artistilor stradali, se exprima
in moduri diverse in contexte socio-politice problematice,
asa cum este cazul graffiti-ului de protest apdrut in contextul
urban din Grecia, in perioada crizei economice de la sfarsitul
primul deceniu al secolului al XXI-lea. Peisajul urban a deve-
nit spatiul in care se manifesta schimbul simbolic de idei si
imagini dintre diversi artisti, scriitori anonimi sau grupuri po-
litice. Graffiti-ul din perioada crizei economice ne ofera o ima-
gine vizuala a rdspunsului cultural generat de populatia pusa
in situatia de a face fata colapsului financiar, excluziunii so-
ciale si somajului. Profesorul de stiinte culturale Y. Zaimakis
face o analizd a modului in care diferite formatiuni politice si
comunitati artistice Tsi apleaca atentia asupra potentialului
creativ si expresiv pe care il are graffiti-ul, dar si asupra mo-
duluiin care enunta heterotopii culturale in mediul vizual, ca-
pabile sd negocieze aspectele estetice si pe cele politice In
contextul crizei economice (Zaimakis, 2015). Analiza lui Y.
Zaimakis este concentrata pe graffiti-ul politic, care include o
paleta larga de teme, de la vocile care contestd deciziile po-
litice si sociale guvernamentale, sugestii vulgare si obscene,
pana la deziderate utopice si reflexii filosofice existentialiste.
Punctul central al acestei manifestari artistice sociale este
in directa legdtura cu aspectele economice ale crizei, asadar

is designed to meet the need of these institutions to sup-
port and promote spontaneous artistic manifestations and
flexibility of expression. The question thus arises why the art
world considers graffiti as art, as a form of painting, even if
a series of problems are generated (Steward, 2001). Graffiti
is relocated from the permanent surface of the wall, the sub-
way or tram car, to the less durable surface of the canvas,
transforming it from a permanent, yet erasable manifesta-
tion, to an eternal form that invites analysis by critics and
subsequent presentation by curators. Its ephemeral and si-
multaneously permanent nature, from static to mobile, un-
dergoes a transformation, raising the question of what the
appropriate space for graffiti in the urban context is: indoors
- in the gallery, on the canvas; or outside - on the wall?

Graffiti as a manifestation of heterotopia

Heterotopia is the case of a real and clearly delimited space
within an existing social space, in which an alteration of so-
cial norms and conventions and a rearticulation of subjectiv-
ity is possible (Nae, 2015). The dissatisfaction and anxieties
of society, particularly street artists, have various manifesta-
tions in problematic socio-political contexts, such as the pro-
test graffiti manifested in the urban context of Greece, during
the economic crisis of the first decade of the 21st century.
The urban landscape has become the space where the sym-
bolic exchange of ideas and images between various artists,
anonymous writers or political groups is manifested. Graffiti
during the economic crisis gives us a visual image of the cul-
tural response generated by the population faced with finan-
cial collapse, social exclusion and unemployment. Professor
of cultural sciences Y. Zaimakis makes an analysis of how
different political formations and the artistic community fo-
cus on the creative and expressive potential of graffiti, but
also on how it enunciates cultural heterotopias in the visual
environment, so as to negotiate aesthetic and political is-
sues in the context of the economic crisis (Zaimakis, 2015).
His analysis focuses on political graffiti, which includes a
wide range of themes, from voices protesting governmental
political and social decisions, to vulgar and obscene sug-
gestions and to utopian desiderata and existentialist philo-
sophical reflections. The central point of this social artistic
manifestation is in direct connection with the economic
aspects of the crisis, so it involves the expression of mood
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implica exprimarea unor stari sufletesti si emotionale. in ca-
drul lucrdrii sunt propuse si exemplificate trei tipuri de graffiti
politic: graffiti-ul de protest, graffiti-ul de revolta si graffiti-ul
de conflict. Graffiti-ul de protest se refera la criza economica
si critica mdsurile economice dure si guvernarea autoritarg;
prin acesta se submineaza discursul politic, dar se si incita
la forme de protest din partea populatiei. Graffiti-ul de revoltd,
prin mesajele anti-sistem, sustine mobilizarea populatiei la
acte civile de nesupunere in fata masurilor neo-liberale de
austeritate; uneori acesta este chiar o critica la adresa ca-
pitalismului. Graffiti-ul de conflict abordeaza teme precum
conflicte politice si ideologice (de la fascism la anti-fascism)
si juxtapuneri politice in privinta migratiei. Graffiti-ul ca o
manifestare vizuald a scrierii, in cazul de fata pe pereti, este
strans legat de contextul mult mai amplu cultural, dar si de
contextul temporal si social. Graffiti-ul politic este o forma
de text nesanctionat, scris pe suprafetele publice, care expri-
ma mesaje politice, comentarii cu privire la societate, criticd,
protest, respingere sau sustinere fata de schimbadrile socio-
politice din viata sociald urbané si nu numai (Fig. 2).

and emotional states. The paper proposes and exemplifies
three types of political graffiti: protest graffiti, revolt graffiti,
and conflict graffiti. Protest graffiti refers to the economic
crisis and criticizes harsh austerity measures and authoritar-
ian government; it undermines political discourse and also
incites forms of protest. Revolt graffiti is a form of art which,
through anti-system messages, supports the mobilization
of the population to civil acts of disobedience against neo-
liberal austerity measures, sometimes even against capital-
ism. Conflict graffiti addresses issues such as political and
ideological conflicts: from fascism to anti-fascism and politi-
cal stances on migration. Graffiti as a visual manifestation of
writing, in this case on the walls, is closely linked to the much
broader cultural context, but also to the temporal and social
context. Political graffiti is a form of unsanctioned text, writ-
ten on public surfaces, which expresses political messages,
comments about society, criticism, protest, rejection, or sup-
port for socio-political changes in urban social life and more
(Fig. 2).

Fig. 2. Grafitti in timpul pandemiei de
SARS-CoV-2: Tu ce faci de apocalipsa?,
lasi, Romania, 2021. Evenimente si
conflicte din spatiul social isi gdsesc
reflectia in spatiul urban./Graffiti during
the SARS-CoV-2 pandemic: What are
you doing during the apocalypse?, lasi,
Romania, 2021. Events and conflicts in
the social space find their reflection in
the urban space.

Sursa/Source: arhiva personald a
autorilor/the authors' personal archive
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Acest tip de scriere poate fi considerat o forma de actiune
politica deoarece, prin mijloace specifice, scriitorul isi trans-
forma mesajul sau, politic sau social, intr-unul accesibil ma-
selor, generand astfel o dezbatere publicd, marcand limitele
si politizand spatiul urban. Realizarea de graffiti este o acti-
vitate edificatoare in contextul urban, care releva luptele cul-
turale, razboaie culturale in care activisti si grupuri politizate
incearca sd realizeze un spatiu contra-hegemonic (Zaimakis,
2015).

A da voce miscarilor sociale prin intermediul graffiti-ului poli-
tic, definit ca o alternativa marginalizata la discursul de masa
este, in termenii lui Michel Foucault, o heterotopie culturald
— spatii contra-hegemonice ale unei ordini sociale alternati-
ve care existd separat de spatiile dominante (Mihali, 2001).
Spatiul in care graffiti-ul se manifestad ca forma de comuni-
care vizualg, insotita uneori de text este unul in care indivi-
zii, artisti sau nu, si exprima ideile si sentimentele cu privi-
re la conditiile precare de viatd, insecuritate sau anxietatile
existentiale.

Concluzii

Dupd o succinta analiza a aspectelor pozitive si negative im-
plicate de prezenta acestei arte in spatiul urban, putem con-
cluziona ca orice forma de exprimare creativa a personalitatii
proprii sau a vointei intregii comunitati este utila si chiar
necesara, iar inscriptiile si desenele de tip graffiti nu fac
exceptie. Distinctia care trebuie totusi facutd, dupa cum am
precizat anterior, este cd nu orice graffiti poate fi considerat
artd in adevaratul sens al cuvantului. Graffiti-ul, in toate vari-
antele siipostazele sale, este manifestarea in spatiul public a
creativitatiiumane, eliberate de canoanele conservatoare ale
bunului gust si de normele sociale traditionale.

Nu trebuie uitat faptul ca graffiti-ul este, ca modalitate de
realizare, o manifestare artistica ilegald, dar, cu toate aces-
tea, continutul — mesajul transmis nu este unul in afara legii.
Graffiti-ul este o forma de exprimare a unei societati educa-
te si in contact cu realitatile socio-culturale. Prin scrierea si
abilitatile artistice, realizatorii de graffiti transmit mesajele
clasei sociale din care fac parte: de la mesaje politice, la cele
cu privire la situatia economica sau a mediului inconjurator.
Este o manifestare vizuald a unei opinii care, in cautarea
unei platforme unde se poate exprima, demonstreaza ca
vocea individului, a locuitorului orasului poate fi auzita sau,

This type of writing can be considered as a form of politi-
cal action because, through specific means, the writer trans-
forms their message, political or social, into one accessible
to the masses, thus generating a public debate, marking
boundaries, and politicizing urban space. Graffiti is an edify-
ing activity in the urban context, which reveals cultural strug-
gles, cultural wars in which activists and politicized groups
try to construct a counter-hegemonic space (Zaimakis,
2015).

Giving voice to social movements by means of political graf-
fiti, defined as a marginalized alternative to mass discourse,
is, in Michel Foucault's terms, a cultural heterotopia: counter-
hegemonic spaces of an alternative social order that exists
separately from the dominant spaces (Mihali, 2001). The
space in which graffiti manifests itself as a form of visual
communication, accompanied by text or not, is one in which
individuals, artists and others, express their ideas and feel-
ings about the precarious living conditions, insecurity, or ex-
istential anxieties.

Conclusions

After a brief analysis of the positive and negative aspects
involved in the presence of this type of art in the urban space,
we can conclude that any form of creative expression of art-
ists’ personality or the will of the whole community is useful
and even necessary, and graffiti inscriptions and drawings
are no exception. The distinction that must be made, how-
ever, as mentioned above, is that not every graffiti work can
be considered art in the true sense of the word. Graffiti, in all
its versions, is the manifestation in the public space of hu-
man creativity, freed from the conservative canons of good
taste and traditional social norms.

However, one must not forget that even if graffitiis, as a way
of making, an illegal artistic manifestation, its content, that
is to say, the message transmitted is usually not outside the
law. Graffiti is a form of expression of an educated society
and in contact with socio-cultural realities. Through writing
and artistic skills, graffiti artists convey the messages of the
social stratum they are part of, from political messages to
those about the economic situation or the environment. It
is a visual manifestation of an opinion, which in search of a
platform where they can express themselves, demonstrates
that the voice of the individual, of the city dweller, can be
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in cazul de fatg, cititd pe un perete al unei cladiri sau pe va-
gonul unui mijloc de transport. Este o forma atipica de co-
municare vizualg, dar, in acelasi timp, una de impact asupra
societatii. Probabil filosofii, artistii, arhitectii si urbanistii care
s-au aplecat asupra notiunii de utopie nu si-au imaginat ca
zidurile cetatii, ca suport fizic al utopiei, vor fi ,murdarite” de
graffiti, dar pentru a realiza acea lume ideala este necesar sa
citim si aceste manifestari ale unei parti din societate, care
atunci cand ii este suprimata vocea, sau cand considerd ca
deciziile, fie ele economice sau politice, sunt luate fara con-
sultarea ei, se manifesta astfel. Graffiti-ul este o modalitatea
de comunicare vizuala a aspiratiilor, dorintelor, a idealurilor
unei societatii — viziunea unei utopii, dar, in acelasi timp,
este si una prin care sunt exprimate angoasele, temerile,
nemultumirile asupra directiei in care societatea se indreap-
td — imaginea unei posibile distopii; simultan este o manifes-
tare a unuiloc aflat in afara altui loc, a unei heterotopii.

Referinte/References

heard, or in this case read on a wall of a building, or on the
wagon of a transportation vehicle. It is an atypical form of
visual communication, but at the same time it has an im-
pact on society. Probably philosophers, artists, architects
and urban planners who reflected on the notion of utopia
did not imagine that the walls of the city, as a physical sup-
port of utopia, would be soiled by graffiti, but to achieve that
ideal world it is necessary to read and these manifestations
of a part of society, which reacts in this way when its voice
is suppressed, or when it considers that decisions, whether
economic or political, are taken without consultation. Graffiti
is a way of visual communication of the aspirations, desires,
ideals of a society, thus the vision of a utopia; but at the same
time, it expresses anxieties, fears, dissatisfaction with the di-
rection in which society is heading, the image of a possible
dystopia; simultaneously, it is a manifestation of a place out-
side another place, of a heterotopia.

Antohi, S. (1991). Utopica. Studii asupra imaginarului social Poetica spatiului. Bucuresti: Ed. Stiintifica.
Banksy (2009). Arta la zid / Wall and Piece (trad. V. Sdlageani). Bucuresti: Vellant.

Claeys, G. (2020). Utopia. The history of an idea. Londra: Thames & Hudson.

Mihali, C. (coord.2001). Altfel de Spatii. Studii de Heterotopologie. Bucuresti: Paideia.
Nae, C. (2015). Moduri de a percepe. O introducere In teoria artei moderne si contemporane. lasi: Ed. Polirom
Steward, S. (2007). Ceci Tuer Cela: Grafitti as Crime an Art. In J. Fekete (ed.) - Life After Postmodernism. Essay on Value and

Culture; New World Perspectives (pp. 167-173). Montreal: CTheory Books

Zaimakis, Y. (2015). Welcome to the civilization of fear: On political graffiti heterotopias in Greece in time of crisis; In Visual

Communication 2015, Vol 14(4), (pp. 373- 396).

Zieleniec, A. (2016). The right to write the city: Lefebvre and graffiti. Environnement Urbain / Urban Environment [online],

Volume 10| 2016.

Zieleniec, A. (2018). Lefebvre's Politics of Space: Planning the Urban as Oeuvre. Urban Planning, Volume 3, Issue 3, (pp

5-15).

192 Versatilitatea spatiului construit/Versatility of the

ullt space. Argument 13/2021





