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Baagifovtal otV 0IKOVOUIKA 1 TNV NOIKA avTaTTod0TIKG-
™Ta. AlETTovTal, £V TEAEL, aTTO TNV TTOAUTTAOKOTNTATOU
«atrpoUTTOBeTOU» TNG PIAOEEVIAG OTTWG TNV EPEUVA O
Zak Ntepivia oto «[Mepi Pidoeviag» épyo Tou.
TENOG, oI TTPOKTIKEG TNG OAANAEYYUNG €XOuv pia
OIKOUMEVIKOTNTA EVOOYEVH, N OTToia OPWG OVODEIKVU-
€TQI PEOQ ATTO VAV AOTEPIOPO PIKPOTTPAKTIKWY TTOU
OuyKpoToUuvTal YUpw aTTd APETPNTEG DIOPOPETIKES MI-
KpoauveOnkeg d1afiwang o€ OIKOUPEVIKN O1a0TTOPd.
21V épeuva Twv MpakTikwy TG AoTIKG ANAN-
AeyyUng e€eTdoape aUyXPOVeG EKBOXEG OTOV EAAADIKO
XWPO TNG Kpiong, OTNV I0TOPIKN, TNV TTONITIKA, TNV
XWPIKNA KaI TNV avBpwTToAoyIkr Toug SidoTaaon. Ek Twv
UOTEPWY, OAEG QUTEG 01 EKBOXEG OAANAEYYUNG KAl OKO-
un &AAeg Trou dev €xoupe aoxoAnBei kar dev £xoupe
kav dlavonBei atroteAolv i aQeTNPia PE ETTEIYOVTA
XAPAKTNPIOTIKA: OQETNPIA PIAG VEAG TTPOCEYYIONG TNG
a1oOnTIKAG TNG TTOANG Kai Tou TToAITIKoU. Ox1 Téo0 TTpo-
oBAETTOVTOG OTNV avaoUvTagn TNG UAIKAG HOPPAG TNG
TTOANG 600 TTPOGRAETTOVTOG O€ pIa GUV-TTAONTIKH al-
oONTIKA TNG EUAAWTNG AAAG KOl OVOEKTIKAG OAPKAG.

1 H avagopd yivetal otnv €kdoon Tou cUAAOYIKOU TOPOU
lMpaktikéS AaTikng AAAnAeyyong oe emipéleia ZAong Kotiwvn
kai Mévvag MtrapkoUTa, amé Tig MavemoTtnuiokég Exkdooeig
©¢eooaliag. H ékdoon ouvu@aiveTal Pe TIG dpaoTnpIOTNTEG TNG
€AMNVIKAG ouPpETOXAG OTNV 150 MTTiEVAAE APXITEKTOVIKAG TNG

Beveriag.

The project examines forms of solidarity in
their synchronic, dimensions. The aim is to ex-
plore the terms of self-organisation and solidarity
in their contemporary, on going aspects based on
the “emergent” Greek example. These aspects are
the historic, the political, the spatial, the anthro-
pological among others that we haven't conceived
or even imagined yet. It is a starting point with
urgent characteristics. It is also a starting point
for an aesthetic approach to the urban (polis) and
the political. We can imagine of an aesthetic ap-
proach to urbanity that would take into account the
vulnerable and resilient flesh instead of the solid
formations of buildings. Finally, solidarity could
reshape what is considered to be the aesthetic.

1 We refer to the collective book “Practices of Urban
Solidarity”, curated by Zissis Kotionis and Yianna
Barkouta, ed. Thessaly University Press. The publication
of the book is intertwined with the activities of
the Greek Participation in the 15th Biennale of
Architecture, Venice 2016.
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To «dnuoéoio»
oTov «dnudéoio
XWPOo»

Kol 0 pOAOG
TWV EIKOOTIKWV
TTAPEPRBACTEWV

AyyeAiki AuynTidou

H vonuatoddtnon tou dnudaciou xwpou Kal Tng on-
poOoIag oQaipag €xel UTTOOTEI GAAQYEG TTOU avTava-
KAOUV €€eNIEEIC OTNV IOTOPIKK TTPAYUOTIKOTNTA KOl TN
@INOCOQIKA OKEWN. ZTO TTapeABSV, n dnudcia oeaipa
Bewpouvtav 6T cUVEBAAAE TN dNUOKPATIKA OUZATN-
on kai Tnv opBoloyikA kpiTikA. O Jirgen Habermas
(1989) épioe TNV ACTIKA dNPOCIA CPAIPa OTNV TTPWI-
un povtépva Eupwtn wg 1o cwpa Twv 1I81WTWY TToU
OUYKEVTPWVETAI yIa va culntioel Bépata dnuooiou
eVOIOQEPOVTOG. ZUP@WVA HE TOV D10, Ta IBIWTIKG B¢-
pata Tapauepilovrav o€ auTéG TIG oulnThOEIG, EVW
O6Mol culnToloav wg iool. Q¢ aTToTéEAETUA AUTAG TNG
d1adIKkagiag, UTTOOTAPIZE TTWG SIAUOPPWVETAI N KOIVH

The “public”
in “public space”
and the role
of artistic
interventions

Angeliki Avgitidou

The signification of public space and the public
sphere has undergone changes which reflect the
developments in historic reality and philosophical
thought. In the past, the public sphere was thought
to contribute to the democratic debate and ration-
al analysis. Jirgen Habermas (1989) defined the
bourgeois public sphere in early modern Europe
as the body of individuals who came together to
debate questions of public interest. According to
him, private matters were set aside and everyone
participated on an equal basis; public opinion was
formed through this process as a consensus for the
common good. The places where public opinion
was expressed was the public space, cafés, news-
papers and publishing houses'.

This view of the public sphere was later thought
to be idealistic and based on a series of exclusions.
Nancy Fraser argues that “the bourgeois concep-

0 xwpog wg
KoIvé ayaBo

Space as
Commons

YVWHN w¢ pia ouvaivean yia 1o Koivo KaAd. O T6TTog
£K@paong Tng dnuooiag oeaipag \rav o dnudaoiog
XWPOG, Ta KOPE, Ol EPNUEPIDES Kal Ol EKOOTIKOI 0iKol
(Xar¢nodaBpa, 2010, o. 23).

H mapatrdvw Bewpnan TG dnudoiag oeaipag Exel
€KTOTE EKTIUNOET WG IGEANIOTIKI KAl £XEI UTTOOTNPIXTE]
TWG €Xel BacioTei oe pia oeipd atmd ammokAEIopoUG.
H Nancy Fraser diatuTtwoe tnv ammoyn 0TI «n aoTIKA
oUAnwn NS dnuoaiag opaipag ivar aveTTapknig, aTo
Babuo mou utToBETEl TTWCS N KOIVWVIKA 100TNTA OEV Eival
uia atrapaitntn cuvlnKn yia CUUUETOXIKN ICOTIUIO OTIC
onuoaies opaipes» (1990, 0. 65). H idia rapadéter pia
OEIPA aTTO KPITIKEG TTPOCEYYIOEIG TN GUAANWN TOu
Habermas, mou a1rokaAUTITOUV TTWG, CUPGWVA PE
TNV Geoff Eley, ayvorBnkav GAAeg un QIAeAeUBepeg
ONUOCIEG OPAiPEG, TTAPOUCIAZOVTAG TO OTPWHA TWV
QIANeAEUBEPWV AVOPWYV WG TNV «KaBoAIK/Taykéouia
Téén» (universal class) (6.17., 0. 60). AK6uN TTWG,
oUpgwva e Tnv Jane Mansbridge, n peTaTpoTTA TOU
KEYWY» OTO «EMPEIGH KANUTTTEI AETTTEG HOPPEG EAEYXOU
Kal TTwG, oUP@wva pe Tnv Joan Landes, apoevikég
KATAOKEUEG TOU QUAOU EVOWHATWONKAY GTNV idia TN
gUAANWN TNG QIAeAEUBEPNG dnudaiag oeaipag (0.1,
0. 59). 'Eva oTroTéAegua TwV TTAPATTIAvVW Eival Kal o
SlaxwpIoPOg Tou dNUOCIoU ATrd TO IBIWTIKO, YE TN
dNuboIa oPaipa va aTTodideTal OTOUG AVOPEG, EVW N
IBIWTIKN OTIG Yuvaikes, a@payifovTag kai Tnv e€aipean
TOug aTd TNV TPWTN (6.17., 0. 59). H Nancy Fraser
avatTuooel ETTiong TNV atroyn 611 n idia n KaTnyopl-
oT110iNON €£vOG BEUATOG WG TTPOCWTTIKOU I OIKIOKOU
AEITOUPYNOE Kal AEITOUPYET yia Xdpn TNG avatrapa-
YWYAG TNG KUpIapxiag Tou @UAoU, TNG TAENG Kal oUTw
KaBe¢ng (6.1m., 0. 60).

ZUPTTEPATHATIKA, ¢nNTAMATA TTPAGRACNG, ATTOKAEI-
gpoU kal duvaTdTNTAG CUUHETOXAG KOBIOTOUV TNV TTa-
patavw Bewpnan TNG AcTIKAG dnNudaCIag oQaipag Tre-
PIOPICTIKA YIa TNV £vvola Tou dnuocIou Kai T B€omn Tou

tion of the public sphere is inadequate insofar
as it supposes that social equality is not a neces-
sary condition for participatory parity in public
spheres™. She goes on to present a series of critical
approaches to the concept of Habermas that reveal
how, according to Geoft Eley, other non-liberal
public spheres were ignored, so that the stratum
of bourgeois men was presented as the “universal
class™. According to Jane Mansbridge, the trans-
formation of T into ‘we’ can mask subtle forms of
control, while according to Joan Landes, “mascu-
linist gender constructs were built into the very
conception of the republican public sphere™. One
effect of all these was the separation of private and
public, with the public sphere attributed to men
and the private to women, sealing their exclusion
from the former®. Fraser expands also on how the
classification of an issue as personal or domestic
worked —and still works- in favour of perpetuating
gender dominance, class dominance, etc.®

In conclusion, question of access, exclusion
and eligibility render the aforementioned view of
the bourgeois public sphere too restrictive for the

oTtn dnuokpaTia. ZUpgwva d¢ pe Tov Oliver Marchart,
0 dnNUOOI0G XapaAKTHPAG TOU dNUOCIOU XWPOU Kal ThG
dnuoaiag opaipag dev eival dedopévog (2008, o. 102).
AvagépeTal KI auTOG O€ nTAHaTa TTPoaRaciudéTnTag,
€iTE GTOV PUAIKO XWPO, Adyw TNG augnang Tng 101WTI-
KOTTOINONG KOl TWV TTEPIOPICHWY Kal EAEYXOU QUTWV
TToU 0 Sola Morales ovouddel « GUAAOYIKOUS XWPOUS»,
ONAadn xWwpPoug OTTWG Ta EUTTOPIKG KEVTPA, EITE OTN
dnuooia ogaipa AOyw Tng atrouciag duvatoTHTwyV
eTTNPeacyol Twv Méowv Malikig Etikoivwviag (6.1,
0. 103).

Ma Toug okoTTOUG auToU TOUu APBPOU, N TEXVN OTOV
ONPOCIo XWEO TToU Jag evilaépel ival performance
Kol KOANITEXVIKEG TTapepPBdaoelg, autd Tou o Oliver
Marchart cuykataAéyel OTIG «Un QVTIKEIUEVOEIDEIS
TTPAKTIKES» OTOV ONUOCIO XWPO, YIa va TIG dlaxwpi-
o€l atro TIG YAUTTTIKEG 1] APXITEKTOVIKEG DIAUOPPUITEIG,
TIG OTTOIEG OUYKEVTPWVEI KATW ATTO TOV OPO «QPUOIKES
TPAKTIKES» (6.17., 0. 102). Avdhoyeg dpdaeig OTo TTa-
PeABOV £xouv TTEPIYPaQEi PE TTOIKIAOUG Opoug, OTTWG
«TTONITIKA TéXvn» (political art), «Téxvn TnG dlapapTu-
piag» (protest art) | «akTIBIOTIKA TEXVN» (activist art).
H Lucy Lippard paNioTa gixe emmixeipioel pia didkpion
AVAPETA OTNV TTONITIKR TEXVN, TNV OTToia OPICE WG QUTA
TTOU TNV aTracyoAei To TTOAITIKS (socially concerned),
Kal TNV oKTIRIOTIKN TEXVN, TNV OTT0ia OPICE WG QUTH) TTOU
eUTTAEKETaI PE TO TTOAITIKG (socially involved) (1984,
avag. ato Fotiadi, 2012).

‘Evag 1o Tpoo@aTog TPocdIopITPOS TTOU ENPA-
VigeTal ouyva yia KOANITEXVIKEG BPATEIG Ol OTTOIEG K-

notion of the public and its place in democracy.
Moreover, according to Oliver Marchart the public
nature of public space and the public sphere is not
a given’. Marchart also examines issues of acces-
sibility, either in physical space —due to increased
privatisation, restrictions and control of what Sola-
Morales calls collective spaces, i.e. in places like
shopping malls- or in the public sphere due to the
absence of possibilities to influence the media®.

For the purposes of this article, the public-space
art that interests us is performance and artistic
interventions: what Marchart lists under “non
object-oriented practices” in public space to dis-
tinguish them from the sculptural or architectural
interventions which he calls “physical practices™.
In the past, such practices have been variously de-
scribed as “political art”, “protest art” or “activist
art” Indeed, Lucy Lippard had attempted a dis-
tinction between political art, which she defined
as socially concerned, and activist art which was
socially involved®.

A more recent designation which is often used
for artistic actions in public space and the public
sphere is “hybrid practices” The term arrives to,
not only deal with the difficulty of distinguish-
ing a single medium, but also with the changed
roles of artists and the audience when the latter
becomes involved in the case of participatory art'.
The demand for the abolition of the dividing line
between art and life, as proposed by Alan Kaprow
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vouvTal aToV dNPOCIo XWPOo Kal aTn dnudaoia oaipa
eivar «uBpIBIKEG TTPAKTIKEG». O dpog dev EpxXeTal uOvo
va KaAUWel Tn SUOKOAia avayvwpIoIuoTnNTaG EVOG HO-
vadikoU péoou, aAAd Kal TIS aAAayEG 0TOug POAouUg
TWV KAANITEXVWV KOl TOU KOIVOU PE TRV TAUTOXPOVN
EUTTAOKI] TOU TEAEUTAIOU OTIG TTEPITITWOEIG CUMME-
TOXIKNG TéXVNG (Pwtiddn, 2013). H e€apdvion Tng
SIOXWPICTIKAG YPOUMAG PETAEU TéXVNG Kal {wNG, TO
aitnua 1Tou 0 Alan Kaprow 1rpotelve pe 1o happenings
Tou opydvwve otn Néa Yopkn Tn dekaeTia Tou ‘50,
éxel AaBel pia diagpopeTikA didaTtacn ofuepa. ‘Epya
ME XOPaKTAPa akTIBIOPOU, KOIVWVIKAG £pYaaiag Kal
TIPOCPOPAG TTAPOUCIAZOVTAl WG KAANITEXVIKA, OXI
povo aTTd Toug idloug Toug dnuioupyoug Toug, aAAd
Kal g€ow TG atrodoxrg Toug aTré 1I0Xupoug Beapolg
NG TEXVNG, OTTWG N MTTievaAe Tng Bevertiag. Mia mpw-
TN TTOPATAPNON YIa QUTA €ival n aTToudKpuvon Tou
épyou atoé Tnv aiodNTIKA didoTaon, didoTaon TTOU
KaTeCoXrV ouvdEéoule Pe TNV TéEXVN. H adiagopia yia
TNV aioBnTIKr dId0TACN TNG TéXVNG Eekivnae Pe TNV
adlagopia yia TV alodNTIKA atrdAauaon, TTou £TTEDEI-
gav otn dekaeTia Tou '90 o1 Néol AyyAol KaAAITéExveg
(Young British Artists). Ze kdtroleg ammé QUTEG TIG
UBPIBIKEG TTPOKTIKEG TO AIOONTIKO €XEI AVTIKATAOTO-
O¢ei o116 €EWKAANITEXVIKEG TTPAKTIKEG, VIO TIG OTTOIEG,
£T01 KI aAAAIWG, gival dveu onuaciog. ZUPwva PE TN
oxealakn aiodnTikn (Relational Aesthetics) Tou Nico-
las Bourriaud, mpokeital yia épya Tou dnuioupyouv
OIUTTOKEIIEVIKES OUVAVTNOEIS, «OTIC OTTOIES TO VOnua
yiverar avrikeiuevo ouAdoyikng diadikaoiagy (avag.
aTto Bishop, 2008, 0. 217), TTpocéyyion Tou €xel deXTEN
QPKETA KPITIKA, KUpiwg até Tnv Claire Bishop.

T TTepIYEVOUPE OPWG OTTO TNV TEXVN KAl TNV KAA-
NITEXVIKN TTapépBacn oTov dnuoaoio Xwpo; Oa nbeAa

with the happenings he organised in New York in
the 1950s, has taken on a different aspect these
days. Projects of a nature of activism, social work
and contribution are presented as artistic by their
authors and, indeed, accepted as such by major
art institutions like the Biennale of Venice. A first
observation about them is the move of the work
away from the aesthetic aspect, which is what we
primarily associate with art. This indifference to
the aesthetic dimension of art began with the in-
difference to aesthetic pleasure displayed in the
1990s by the Young British Artists. In some of these
hybrid practices the aesthetic has been replaced by
non-artistic practices, for which it is irrelevant in
any case. According to the Relational Aesthetics
of Nicolas Bourriaud, these are works that trigger
intersubjective encounters “in which meaning is
elaborated collectively” (cited in Bishop, 2008, p.
217) - an approach that has met with some criti-
cism, mainly by Claire Bishop.

Yet what is it that we expect from art and ar-
tistic intervention in public space? I should like
to attempt a different answer, connecting these
and other similar works with the “public” as it is
defined by Oliver Marchart. According to Mar-
chart, the public is not about the spatial aspect but

0 xwpog wg
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€OW VA ETTIXEIPAOW Hia SIAQOPETIKN ATTAVTNON OUVOE-
OVTOG QUTA Kal TTAPOMOIa P PE TO «ONUOCIO» OTTWG
10 opicel o Oliver Marchart. ZOp@wva pe Tov Oliver
Marchart, T0 «dnNuOaCIo» BV €XEI OXEDN UE TN XWPIKN
uTTO0TOON, GAAG «avadueTal UOVO —Kail TTAVTA EK VEOU—
N OTIyun TNG OUYKPOUaNS Kai tng diaudxns» (O.1.,
103). YtrooTtnpiCel akéun 611 «10 Onuéacio Ogv givai
armroreAel “mpoidv” autig TnS oUykpouaons: 10 dnUOCIo
eivai n idia n ouykpouan» (6.1., 103). O avtaywviouog
yla autév aAAd kai yia TN Chantal Mouffe, ato épyo
TNG OTT0i0G OTNPICETAI, ATTOKAAUTITEl pia eVAAAOKTIKA
TTPOOTITIKA TNG TTAYIWMEVNG KI EVOEXOPEVWG EEXATUE-
VNG TaENG Twv TTpaypdTwy. Me auté Tov TpATIo, AUTO
TTOU «KaBITTA TNV TEXVN QVTAYWVICTIKH KQl, CUVETTWC,
TTOAITIKI TTPQAKTIKA N OTT0ia TTapdyel To ONUOcIo» gival
N QVTAYWVIOTIKA ETTAVEVEPYOTTOINON TWV KOIVWVIKWY
Kl TTONITIOUIKWY Trayiwoewv. MNa 1 Chantal Mouffe,
BéBRaia, yOvo n oUVOEDN QUTWVY TWV TTPAKTIKWY HE
«TTaPAdOCIAKES HOPWES TTOAITIKAC TTapéuBaonsy Ba
TIG KATAOTHOEl ATTOTEAECHATIKEG OTNV AVATPOTTN TNG
Kupiapxng nyepoviag (2008, o. 294). To Bépa, Bé-
Baua, yia TiG EIKACTIKEG OPATEIG KAl TTAPEPPATEIG OTOV
OnubcCIo Xwpo gival av autd To EPUNVEUTIKO TTAQICIO

“...emerges only —and always anew- at the moment
of conflict and confrontation™? He claims also that
“...the public is not a ‘product’ of this conflict; it is
the conflict itself”*. To him —as well as to Chantal
Moufte, from whose work he builds on- antago-
nism reveals an alternative prospect for the en-
trenched and possibly forgotten order of things.
So what “renders art an antagonistic and therefore
political practice that produces the public” is the
antagonistic reactivation of the social and cultural
institutions. To Chantal Mouffe, only the connec-
tion of these practices with “traditional forms of
political intervention” can render them effective
in subverting the dominant hegemony** (2008, p.
294). Of course, the key question about the artistic
actions in public space is whether this interpreta-
tive approach demonstrates their importance for
the “public” or strips them of their distinctive pos-
sibilities and their subversive potential.

1 Hatzisavva, Dimitra, “Anuootog xwpog — Anuooia
ogaipa: Atagopég, Opta kat Xwptkog Zxedtaopog”
(“Public Space- Public Sphere: Differences, Limits
and Spatial Design”), in: G. Adilenidou et al (Eds.),
Anpdaog xwpos ... avalyreitau (In search of...public
space) Thessaloniki: TEE/TKM, 2011, p. 23.

2 Fraser, Nancy, Rethinking the public sphere: A

contribution to the critique of actually existing

democracy. Social Text, (No 25/26), 1990, p. 65.

(ibid., p. 60)

(ibid., p. 59)

(ibid., p. 59)

(ibid., p. 60)

Marchart, Oliver, “TTohttiir} kot kKaAAitexvikég

TPAKTIKEG: Yl TNV atoOntikn TG Snpooiag ogaipag”

(“Politics and art practices: about the aesthetics of

the public sphere”), in: G. Stavrakakis, K. Stafylakis

(Eds.), To moAitiko otn abyypovn téyvy (The politic in

contemporary art), Athens, Ekkremes, 2008, p. 102.

8 (ibid., p. 103).
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ATTOKAAUTITEI TN onpacia Toug yia 7o «dNUOCIo» 1
ATTOOTIA ATTO AUTEG TIG 1IBIAITEPEG TOUG BUVATOTNTEG
KOl TNV QVATPETTTIKI) TOUG EVOEXOUEVIKOTNTA.
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AvTipeTwTrifovTag
TNV Kpion:
TTPOOCPATEG
EIKOOTIKEG

TTapeUPACEIS OTO

onuéoiIo Xwpo

AyyeAiki AuynTidou

KaANITEXVEG, ONABEG KOANITEXVWV KOI CUANOYIKOTNTEG
€XOUV QVTIMETWTTIOEI TA BIGPOPA PETWTTA TNG KPIoNg
otnv EAAGBa, oTn didpKeIa Twv TEAEUTAIWY XPOVWY,
TTaPOUCIAoVTaG TTEPPOPUAVG, OPATEIG KAl TTAPEM-
Bdaoeig oTov dnEdOIo XWPO, 01 0TToieG UAAoyidovTal
TNV TTPOCQUYIKK Kpion Kal TIG £VVoIEG TOU EEvou, Tou
QAvAKEIV Kal TNG Eevogopiag.

Fewpyia AaAé, #OrangeVest, MAateia Times, Néa
Yo6pkn, 2015. dwroypagia: Mewpylog Zoupa@dg.
Mapaxwpnon TNG KAANITEXVISOG.

H meppdpuavg #O0rangeVest ival pia dnuodoia Ta-
péuBacn yia TNV TTPOCQUYIKA Kpion atnv Eupwn.
H o1k} yAWwooa Tou épyou avagépetal oTo Tagidl

Confronting
Crisis:
recent artistic
interventions
in the public space

Angeliki Avgitidou

Artists, artist groups and collectives have confront-
ed the various fronts of crisis in Greece over the
last years, presenting performances, actions and
interventions performed in the public space, which
contemplate the refugee crisis and the notions of
the stranger, belonging and xenophobia.

Georgia Lale, #OrangeVest, Times Square, NYC,
2015. Photograph: George Xourafas. Courtesy of
the artist.

The #Orange Vest performance is a public interven-
tion about the refugee crisis in Europe. The visual
language of the piece refers to the refugees’ trip
from Turkey to Greece. As part of the action, a
group of people wear black clothes and orange life
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TwV TTPooPUYwWV atd Tnv Toupkia otnv EAAGDa. Qg
MEPOG TNG BPAaNG, HIa OPAda avOpWTTWY VTUVETAI OTA
paUpa Kal @opd TTopToKaAi cwaifia. H repeodpuavg
#0rangeVest BaaiCetal oTn xprion Twv dnudéciwv
XWPWV TNG TTOANG Kal ETTIXEIPEI va dnUIOUPYHOEl pia
aI0ONTIKN I00PPOTTIO OTNV TAUTOTNTA TNG WG dlapap-
TUpiag kal €pyou TEXVNG padi.

Nikn@oépog Eppavreg, Qdéc ara aroixeiwdn

/ Meragppddovrag (yia va TeAitovouuE pe T
ouvréAgia Tou uéAAovTog), H€POG Tou TTEPPOPUAVG
now v.3, @egoalovikn, 2012. AidpKeia: 2 WPEG.
dwroypagia: AyyeAiki Auyntidou. Mapayxwpnon
™G AyyeAiKiAg AuynTidou.

H mep@dpuavg Tpayuatotroiidnke otn @eaoalovikn,
o€ pia dladpopn Trou Eekivnoe atrd pia oTaon Aew@o-
peiou kal kaTéAnge oTa ypageia Tng Xpuong Auyng.

vests. The #OrangeVest performance is based on
the usage of public spaces in the city, and attempts
to create an aesthetic balance in its identity as both
a protest and a work of art.

Nicephor Errantes, Odes to the Elementary /
Translating (to get done once and for all with
the doom of the future), part of Performance
now v.3, Thessaloniki, 2012. Duration: 2 hours.
Photograph: Angeliki Avgitidou. Courtesy of
Angeliki Avgitidou.

The performance was carried out in Thessaloniki,
in a route that begun at a bus stop and culminated
at the offices of Golden Dawn. During the per-
formance, the artist would ask people what it was

Katd mn didpkela TG TEpOPUavg, o KAANTEXVNG pw-
ToUOE TOUG avBpwWTTOUG TI €ival AUTO TTOU TOUG KAVEI
EUTUXIOMEVOUG Kal {nToUOE £va TTOTAPI VEPO aTTO Ta
payadia Tou BpiokovTtav atov dpduo. To diakUBeupa
gival o diIdAoyog yia TNV avadrtnon TngG eUTuxiag oTn
ouvavTNoN Mag PE Tov £évo aoTov dnuoaio xwpo. AuTh
n ouvavinon iocwg pag ewbnael v avayvwpicou-
UE OTOIXEIO TNG TAUTOTNTAG POG TTOU OEV EiIXAME TN
duvaToeTnNTa V' avayvwpPIioOUUE, va OKEPTOUUE I va
OIATTPAYHATEUTOUE.

e LTS TR

that made them happy, and requested a glass of
water from shops along the way. What is at stake
is the dialogue for the pursuit of happiness in our
meeting with the stranger in the public space.
This meeting may force us to recognize parts of
our identity that we were not able to realize, think
about or negotiate.

Group action, Thessaloniki Inbetween. Perform-
ance of the students of the Department of Fine
and Applied Arts, School of Fine Arts, University
of Western Macedonia, new waterfront of Thes-
saloniki, part of paraliart festival, Friends of the
New Waterfront of Thessaloniki, 2014. Duration:
approx. 20 minutes. Photograph: courtesy of the
School of Fine Arts.
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Opadikni dpdon, Osoocalovikn Avdpeoa.
Meppdppavg Twv oITNTWY Tou THAPATOG
EikaoTikwv kal EQappoopévwy Texvwy, TG
>xoAng KaAwv Texvwv Tou MNavetmoTnuiou AuTIKAG
Makedoviag, véa Trapaiia Oecoalovikng, HEPOg
TOU @eaTiBdA paraliart, @ihol Tng Néag Mapahiag,
2014. Aidpxkeia: repitrou 20 Aetrtd. Gwroypagia:
TTapayxwpnon ZXoAnG.

The Girls, AnitAo, pépog Twv Urban Art Ventures,
TTPOKUMaia oTnv Treploxr Tou Aeukou Mupyou,
Oeoaoalovikn, 2015. Aldpkeia: 30 AeTTTd.
dwroypagia: Aonuiva FaAoutdr. Mapaxwpnaon Twv
KOANITEXVWV.

Mévte AvBpwTTol PTTaiVOUV OE PTNVEG TTAACTIKEG OO-
KOUAeG Kal apyifouv va KivouvTal Jadi Toug Kal géoa
TOUG. ZIY&-o1yd Ta QEPPOUGP aVOiyOUV Kal Ol GAKOU-
AEG «yevvoUv» avBpwTToug TToU apxifouv va TpEXouV
atmreAmopéva Tpog Tn BdAacoa evoow atmraAAdoaouv
TOV €QUTO TOUG aTTO pouxa. ANAG HOAIG @TdoOUV OTNV
Trapaia, KouBAadeg vepou pixvovTal ETTIOETIKG TTAVW
Toug, euTTodifovT’ag Toug va TTéoouv oTn BdAacoa.
Mnyaivouv ptrpog Triow gava kai {avd, o’ éva efa-
VTANTIKO «KPUQPTO» PE TOV KOOHO.

This performance is about the alien around us and
“the alien within us” The text of the performance
that is being recited trough the loudspeakers origi-
nates from a pastiche of texts promoting Greek
tourism (such as “Live your myth in Greece”) and
from data from research on immigration in Thessa-
loniki and the rest of the country. Three performers
are balancing on wooden seesaws, holding up, just
before descending, identity cards of immigrants.
The scattered cloths on the floor are folded and put
away, revealing two white sheets. At the interme-
diate stage, the performers alternate positions in
a limited pre-existing rectangle, designed on the
concrete floor. Finally, three performers lie down
on the sheets while the rest roll them to the edge
of the site and write numbers on top of them. The
rest of the performers sit aside them on the floor,
marking the end of the performance.

The Girls, Untitled, part of Urban Art Ventures,
waterfront in the area of the White Tower,
Thessaloniki, 2015. Duration: 30 minutes.
Photograph: Asimina Galoutzi. Courtesy of the
artists.

Five people get into cheap plastic bags and start
moving with and within them. Slowly, the zippers
open up and the bags “give birth” to human beings
who start a desperate run towards the sea while un-
burdening themselves of their cloths. But as soon
as they reach the waterfront, buckets of water are
aggressively thrown at them, preventing them from
falling into the water. They go back and forth over
and over, in an exhausting “hide and seek” with
the world.
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AyyeAikn AuynTtidou, LESST, uépog Tou
Nationless, Zkéma, 2015. dwroypagia: Jana
Kocevska. MNMapaxwpnon 1g KAANITEXVISOG.

‘Evag aAAodatrdg atmrpoodidopioTng TTPOEAEUONG,
€BVIKOTNTAG R PUAOU TTEPITTAQVIETAI GTOUG OPOUOUG
NG TTOANG TWV ZKOTTiWV ONMIOUPYWVTAG TTAPALEVES
OUVAVTACEIG KOI OOUVABIOTEG EIKOVEG AVAUECT OTO
€CWTTPAYUATIKG Kal TO avoikelo. O dnudacIog Xwpog,
wg €va peiyua Tou vewTePIKOU TTaPeABOVTOG, TOU TTa-
PAKMIAKOU TTAPOVTOG KAl PIaG TTPOa@aTa ETTIRERANUE-
VNG AOTPAPTEPIG TAUTOTNTOG, OTTOTEAEI TO OKNVIKO TNG
€¢epelivnong auToU TOU TTAPAEEVOU ETTIOKETTTN.

Angeliki Avgitidou, _LESSI, part of Nationless,
Skopije, 2015. Photograph: Jana Kocevska.
Courtesy of the artist.

An alien of indeterminate origin, nationality or
gender is wandering in the streets of the city of
Skopije, creating bizarre encounters and unfamiliar
images between the unreal and the uncanny. The
public space as a mixture of the modernist past, a
decadent present and a newly imposed polished
identity is the backdrop of this strange visitor’s
exploration.

Alexandros Plomaritis, Loveland, part of
ASFA BBQ, Athens School of Fine Arts, 2015.
Photograph: Foteini Kalle. Courtesy of the artist.

In an empty white space where we can listen to
the sound of the calm sea, the performer asks the
audience to lie down on the floor and be comfort-
able. Then, using chalk, he draws the outlines of
their bodies. After drawing all of the outlines, he



AAEGavdpog MAwpapitng, Loveland, yépog Tou
ASFA BBQ, Avwrtatn ZxoA KaAwv Texvwyv, 2015.
dwroypagia: Pwreiviy KaAAE. Mapaxwpnon Tou
KOANITEXVN.

>’ évav adelo Aeukd XWPO OTTOU PTTOPEIG V' aKOUOEIG
TOV X0 TNG NPEUNG BAAacoag, o TTePPOPUEP ¢NTA
atré T0 KOIVO va EATTAWCEI GTO TTATWHA KAl VA VIWOEI
aveta. ‘Emerra, XpnolgoTrolwvTag KipwAia, oxediddel
TA TTEPIYPAPHPATA TWV CWHATWY TOUG. AQOU £XEI OXE-
d1Goel OAa Ta TTEPIYPAUUATA, QEUYEl ATTO TOV XWPO
Kal ETTIOTPEPEN JE Evav KOURBA veEPD KI Eva IETOYEIOKO
gpouyyapl Boutnypévo péaa Tou. O AXOG TWV KUPE-
TwV aAAGCEl, Kal TWPa aKOUPE TOUG NXOUG TNG Ayplag
BdAacoag. ApTradel TOTE TO BPEYHEVO OPOUYYAPI Kal
Je Bia ofrvel 6Aa Ta oxedlacuéva TTeplypauuaTa.

departs from the space for a moment and returns
holding a bucket full of sea water with a Mediter-
ranean sponge in it. The sounds change, they are
not calm any more; what we listen now are sounds
of the rough sea. He then grabs the wet sponge
from the bucket and violently erases all the human
chalk outlines.

Antonis Antoniou, Out-cast / project route,
Athens, 2014. Duration: 4 hours. Photograph:
Marios Chatziprokopiou. Courtesy of the artist.

The performance Out-cast / project route intends
to mobilize the human body as an extension of
privacy and to contemplate the stories of refugees.
The psychic weight is transformed into the weight
of the materials he carries, which will serve for
casting. After the performance, the trace of the
body seizes to be private and is transformed into
a sculptural home with an unpredictable future,
in a bustling city.
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On the road.
AoTika Koiva

X1éAog MivwTtdkng

Like a soul without a mind

In a body without a heart

I’'m missing every part

Shara Nelson & Massive Attack,
“Unfinished Sympathy”

Mia kotréAa TTepTTaTdel 010 dPOUO o€ KATToIa adId-
@opn Kal UTTOROBNICHEVN TUVOIKIA, PAIVOUEVIKA XW-
pic ouvaiodbnon f Xxwpeig Kavéva evolagépov yia O,Ti
TNV TTEPIBAAAEI Kail 6,TI | dTToI0V cuvavTael oTo OIdRa
™NG: atmd YeBuouévoug Kal TTPECAKIa PJEXPI CUMMO-
pieg, «UTTAIKEPADESY, EUTTOdICOPEVA ATOMNA, ATOUA
JE avaTtmnpia 1 GAAOUG TTEPACTIKOUG. To YaKkpU autd
povoTTAdvo Twv apxwv Tng dekaetiag Tou 90, TTou &e-
TUAiyeTal uTTd Toug fiXoug Tou “Unfinished Sympathy”
Twv Massive Attack kal TnG wvrg TnG Shara Nelson,
TTEPIYPAPEI PJE TOV KAAUTEPO TPOTTO TNV £VVOIA TOU
oUyXPOVOU aoTIKOU XWPEou TTou pag TTepIBAaAAel. Eivai
£VOG XWPOG TTOU, EVW YIA EPAG QAIVETAI VA UTTAPXEI
EKEI aOPATOG, DIATTEPVAEI TO CWMA KAl TNV Yuxr HAG,
KOl JOG XapakKTnpEiCel HEXPIG OTOU YiVOUUE O QVTIKO-
TOTITPIOUOG TOU. ZUVEIBNTOTTOIOUME TNV UTTapén Tou

On the road.
Urban Commons

Stelios Minotakis

Like a soul without a mind

In a body without a heart

I'm missing every part

Shara Nelson & Massive Attack
(Unfinished Sympathy)

A young woman is walking down the street in
some indifferent, seedy neighbourhood, seem-
ingly oblivious to her surroundings or to the people
she comes across — from drunks and junkies to
street gangs, bikers, handicapped people or other
passers-by. This long one-take footage from the
early’90s, that unfolds over the sounds of Unfin-
ished Sympathy by Massive Attack and the voice of
Shara Nelson, describes admirably the notion of
our contemporary urban surroundings. While this
space seems merely to exist invisible around us, it
permeates our body and soul and characterises us
to the point where we become its reflection. It is
only suddenly that we realise the existence of the
space we move on, and only when some abrupt
change occurs or when we find ourselves at some
spot we recognise as exceptionally pretty.
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XWPOU PECA OTOV OTT0I0 KIVOUMAOTE aipvng Kal Jévo
otav eméADel kaTTOI0 paydaia aAAayn Tou, ) éTav Bpe-
Boupe péoa o€ €vav XWPO TTOU avayvwPi{oUPE WG
€EQAIPETIKA OOPPO.

... 2TIC OUTIKEG KOIVWVIEG OTTOU O «EIKOVIKOS» KO-
opog uetarrdooeral kabnuepiva oe évav 6Ao kai
TTI0 «TTPAYUATIKO» KOO0, OTTOU ETTAYYEAUATIES KaI
€101Koi éxouv avaAdBer Tn xwpoBETnan Tou KOOLIOU,
0 XWpPog éxel karaAnéer éva @ovro yia Tnv kabnue-
PIVOTNTA, OUGETEPO Kal avaTTOQPEUKTO. AUTH OUWS N
avriAnwn, N TéAo¢ mavrwv n EAAsipn tng, diaweudel
TNV GUVEXN TTAPOUTIA TOU XWPOU OTNV avBpwITivn
dwn, KUpiwg yia ToUS EKTOTTICLEVOUS OTO TTEPIBWPIO
¢ Kovwviag..." (eik. 1).

AuTi N «adépaTn» Kal acuveidnTtn TTapousia Tou
XWPOU KAVEL, TEAIKA, TN XPAoN Tou W¢ €E0UCIOCTIKOU

1. Ze olov aviikouv ol dpdpor;, 2014, ETéAiog MivwTakng

1. Who owns the streets?, 2014, S. Minotakis

...In modern Western cultures—in which the vir-
tual becomes more real every day, and in which
professionals and experts have taken over the
making of the spatial world—place has become
the background of everyday life, neutral and in-
evitable. But such perceptions, or lack thereof,
belie the unremitting presence of place in human
life, especially for those confined, literally, in the
margins of society' (fig. 1).

It is this “invisible” and unconscious presence
of space that makes it so effective as a tool for ex-
ercising power. And it is no accident that power
structures have always set conditions and spatial
practices and legislated to reserve access for the
few. The “hidden” power of space surfaces when
the many realise its tangibility through creation,
appropriation and change as part of a two-way
process of experiential transformation.

epyaAeiou 1600 atmroteAeopaTikr). Kai dgv gival Tuyaio
TTOU avéKaBev o1 e§OUTIaaTIKEG doPEG £BeTaV BGpOUG
Kal kaBopidav pe VOUOUG Kal XWPIKEG TTPAKTIKEG TNV
TPOoaacn aToug Aiyoug. H «kpu@r» dUvaun, Aoimrdyv,
TOU Xwpou avadueTtal OTav oI TTOAAOI GuvEIBNTOTTOIN-
OouV TNV UAIKOTNTA Tou péaa aTrd Tn diadikaaia dnui-
oupyiag, OIKEIOTTOINONG Kal GAAQYNG O€ pia ap@idpoun
BiwpaTtikr S1adIKacia HETAOKNUATIOHWY.

Méoa atré auTr] TNV OTITIKY, TTAPATNPOUUE TO TE-
Aeutaia xpdvia pia avadwTtipwan Kal éva augavouevo
evdla@épov yia Tig Bepatikég Twv Koiviwv (Commons)
0€ OAEG TIG EKPAVOEIG TwV dIEKBIKATEWY. AUTH N ava-
{wTTUpwaorn o@eileTal, aQevog, oTn paydaia oUPPIKVwW-
Onn TOU JETOTTOAEPIKOU HOVTEAOU TOU KPATOUG TTPOVOIAG
(welfare state), kal ageTépou, gival amréToko TG ava-
YKNG avTidpaong Twv TTEPIBWPIOTTOIOUPEVWY HECTIWV
TAEEWV Kal TNG avaduong £vOG Un avaTTapaoTACIUOU
UTTOKEIJEVOU PTTPOOTA OTNV ETTEAACT) TWV TTAYKOOUI-
OTTOINUEVWYV VEOPIAEAEUBEPWY OIKOVOUIKWY HOVTEAWY
Kal TTONITIKWYV. EvToTriCeTal 1d1aiTepa 1O aiTnua Twv TTo-
NITWV yIa GUPPETOXT 0T dlaTTpaypdTeucn Kai Tn Aqwn

TWV ATTOPACEWY TTOU ATTTOVTAI TNG SIAPOPPWONG Kal
diaxeipiong Tou auecou TePIBAAAOVTOG péoa OTO
0T70i0 JIaBI0UV KOl TOU XAPAKTNPIGHOU TOU WG KOIVOU
ayaBou. H 81ebviig oxeTiki BiBAIoypagia kal apBpo-
ypagia £xouv va Trapabéoouv apkeTd TTapadeiypara.?
H &€ opoAoyia, avaloya pe TN HeYaAUTEPN 1 MIKPOTEPN
GUMMETOXN TWV TTONITWV, PE TIG HEBOGOOUG Kal Ta EpYa-
Agia TToU XpNOIPOTTOI00V, KABWG KAl TO «GUYXPWTITUO»
TOUG 1} PN ME TOUG «EIBIKOUGY (APXITEKTOVEG, TTOAEODO-
HouG Kai JIayeIPIOTIKEG APXES), UTTOPET va AapuBAavel Tn
Hop®n TNG «XelpoTtroinTng MoAgodopiag» (Handmade
Urbanisme),® Tng «Z1patnyikng MoAeodopiagy (Tactical
Urbanism),* Tng «Zuptmapaywyng Tng moAng» (Co-
production of the city), ) aképa kai TnG «E&eyepaiakng
MoAeodopiag» (Rebel Urbanism)® (€ik.2).

>1nv EAAGSa TG eTTTAXpOVNG NITOTATAG KAl TNG QU-
EavOUEVNG OIKOVOUIKAG KAl KOIVWVIKAG TTEPIBWPIOTTOI-
nong HEYGAWY OTPWHATWY TNG KOIVWVIAG, KUPiwg oTa
peyAAa aoTIKA KEVTPO TNG XWPAG, N avAaykn yia aTre-
AeuBépwaon kail N —duvnTIKa— véa vonuaToddTNOon Tou
dNUAGCIoU XWPOU —Kal Xl HOVO— wG aoTIKOU KOIVOU

2. ABva, MAareia Zuvtayparog — «H karw mwAateiay. KardAnyn Tou o gpAnuatikol dnpéaiou xwpou, Tov lodvio Tou 2011, amd
ToAiTeG TrOU S1adAAWVAV TV EVOVTIWGT TOUG OTIG TTOAMITIKEG AITOTNTOG Kal S1EKSIKOUCAV EVEPYO OUPHETOXN OTIG ATTOPATEIG, PE
AUTOBIOXEIPIOTIKES KOl apETodnpoKpaTIKEG Sladikacieg. 2011, ZTéAiog MivwTakng

2. Athens, Syntagma Square - “The lower square”. Occupation of the most emblematic public space in June, 2011 by citizens who
protest against austerity and demand their active participation in decision-making through direct-democracy processes.
2011, S. Minotakis

From this point of view, in recent years we have
been witnessing an increased interest and a rekin-
dling of the debate around Commons. This stems
from the rapid shrinking of the post-war model
of the welfare state, and also from the need of the
increasingly marginalised middle classes to resist
and come up with a non-susceptible subject be-
fore the onslaught of global neoliberal economic
models and policies — particularly with regard to
the citizens’ demand to have a say in the debate
and the decisions around their immediate envi-
ronment, which should be designated as a com-
mon good. There are several examples in the in-
ternational bibliography.? As for the terminology,
depending on the degree of citizen participation,
the methods and tools employed and the degree
of interaction with the “experts” (architects, ur-
ban planners and administrative authorities), it
may speak of “Handmade Urbanism”* “Tactical
Urbanism’}* “Co-production of the city” or even
“Rebel Urbanism™ (fig. 2).

In Greece, seven years of austerity and the esca-
lating economic and social marginalisation of large
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parts of society, especially in the major urban cen-
tres, led to the need for liberation and an attempt
to redefine space, public or otherwise, as an urban
common. Already since the uprising of 2008,° this
galvanised a section of the urban population in
the neighbourhoods into redefining their relation
to space. The quests and creations via open neigh-
bourhood meetings as well as through the use of
new networking technologies, which offer some
alternative kinds of bottom-up connections, go
some way towards substituting the infrastructures
of the state or the ‘free’ market (alternative health-
care, exchange marts in squares, exchange libraries,
alternative entertainment clubs, etc.). We can cite
the example of two emblematic spaces in central
Athens which were reclaimed and liberated as typi-
cal of how this dynamic evolved over time: the Self-
Managed Park of Navarinou St at Exarchia and the
Free Self-Managed Theatre ‘Embros’ at Psyrri, a
popular nightlife hub of downtown Athens.

One conclusion from all this is that common has
two meanings. One is the relatively weak meaning
of alink, i.e. a sort of grouping of people who have
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evepyotroinoe, ndn amd Ta yeyovoTa Tng e¢Eyepong
Tou 2008,% éva Turua Tou acTikoU TTANBuGOoU OTIg
YEITOVIEG TTPOG TNV KATEUBUVON TOU ETTAVATTPOCDIOPI-
OMOU TNG OXEO0NG TOU PE TO XWPOo. Méow TNG avadATn-
onG Kal TNG dnuioupyiag, Pe dXnNUa TIG TOTTIKEG OVOIXTEG
OUVEAEUOEIG TWV YEITOVIWY, AAAG KOl EOW TNG XProng
TWV VEWV TEXVOAOYIWV BIKTUWONG, TTOU EUTTEPIEXOUV
EVOANOKTIKEG HOPPEG BIOCUVOECEWV ATTO TA KATW, Ol
TTOAITEG AVTIKABIGTOUV O€ KATToI0 BaBud TIG KPATIKEG
OOMEG 1 AUTEG TNG «EAEUBEPNG» ayopdg (HE evaAAa-
KTIKEG DOMEG TTPWTORABUIOG UyEiag, avTAAANOKTIKEG
ayopég o€ TTAaTeieG, avTaAAOKTIKEG BIBAIOBAKEG, eVaA-
AOKTIKG OTEKIO PuYaywyiag Kal GAAa). XapaKTnpIoTIKA
TTapadEiYUATO OXETIKA Kal e TNV €EENIEN TTOU gixav
oTn dIApKeIa TOu XPOVOU Kal PE TIG BUVOUIKEG TTOU
avaTITUXONKAV PTTOPOUNE VA AVOPEPOUE, KUPIWG YIa
TNV ABrva, TIG TIEPITITWOEIG BIEKSIKNONG Kal ATTEAEU-
B¢pwang 800 ePBANPATIKWV XWPWYV TOU KEVTPOU TNG
TTOANG, auTtAv Tou AuTodiaxelpifduevou Napkou oTnv
006 Nauapivou, oTn yeimovid Twv E¢apxeiwy, kal Tou
EAeUBepou AuTtodiaxelpi{dpevou OedTpou « EUTTPOGY,
oTn yeirovia-dlaokedaaTthpio Tou WYuppr).

‘Eva OUPTTEPOACHA TTOU TTPOKUTITEI ATTO TA TTOPOTTA-
vw eival Twg 10 Koivo £xel dUo onpaoieg, U0 £VVOIEG.
Mia évvola oxeTika aduvarn (wg deapodg), OnAadH KATI
oav JIa gUyKPOTNON avOPWITTWY TTOU £X0UV KATI KOIVO
METAgU TOUG, Kal Jia évvoia TTIo 1aYUpr), 01 HOvo To va
EXEIG KATI KOIVO, OAAG va ouykpoTeioal atrd KATI KOI-
VO, OTTWG N avaykn Tou va BAETTEIG KOI va EPUNVEUEIG
eAeUBepa aTouikd atd Koivou. Eival dUo TpoTTol TTOAU

something in common among them; the other,
more powerful meaning goes beyond having some-
thing in common to being made of something com-
mon, such as the need to see and freely interpret
things jointly as individuals. So there are two ways
that come together, quite different yet necessary to
enable the existence of the common.

Ultimately, the common means neither to have
nor to be. It is above all the definition of acting. It
is only joint acting that can result in things which
may be perceived as common eventually. The de-
mand posed by the common, liberated from the
old perception of the public as synonymous with
state law and institutions, is not equality before
the law but equality in the co-production of rules
outside any state power and authority.

1 Sutton, S., Kemp, S, “The Paradox of Urban Space:
Inequality and Transformation in Marginalized
Communities”, Palgrave Macmillan US, 2011.

2 http://www.righttothecityplatform.org.br/publicacoes/
Cristina Braschi, From social movements to the
coproduction of the city: the renewal of the Right to the
City in the contemporary making of public spaces. The
cases of Madrid and Brussels. in ESS 2015 — European
Systemics Seminar “Systemic Continuities and
Interactions between architecture and Social Systems”
Knowledge for the future of the knowledge society,16
October 2015.

3 Marcos L. Rosa, Ute E. Weiland (Editors), From
Community Initiatives to Participatory Models, Mumbai,
Sao Paulo, Istanbul, Mexico City, Cape Town, 2013.
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