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Favela is painting. An UrbansparkZ/art installation of
social commitment and organisational change
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Brazil as emerging vibrant economy is a good exangbla location where the urban context becomes a
platform for research on sustainability issuesestigating the processes of modernisation and ligalbian
locally, in Latin America and more widelizavelas are creative urban structures, neighbourhoods ishwh
people strive to make a living despite poverty, ashere violence is not denied but lived by. Appatioin of

this contrasting representation reflects the wdrloe Urhahn (e.g., URHAHN URBAN DESIGN, 2010)
and Jeroen Koolhas. Their Brazil-based projectslue/painting fagades of houses in these precatidosn
spaces (see FAVELA PAINTING).

What can be described as an UrbansparkZ/Art iasicatl, such work challenges stigmatised repredentat
of periphery through the media spin that the progtracts, creating a different image altogethiethe
favelas communities. By Urbansparﬁzave suggest those activities which are neither &iymmanaged nor
organised within the corporate established aestlwtier, sparking meanings that celebrate altemati
orders and disorders from music, graffiti to strpetformances; a true reflection of creativity; ant-
installation of social transformative consequenéesthe installation is already somewhat appropdédty
media discourse, it becomes a platform of sociahgh, a platform that creates space for questives o
established perceptions and assumptiomaonfo existence.

Indeed, media representation of wketelas are does not reflect imaginary potential of whregse spaces
truly are and, above all, the way in which peopl®vinhabit them represent themselves, and by daing
understand their own existence and environmentattstres.Favelas, just like in Italo Calvino’s novel
(CALVINO, 2009) transform into invisible spacestdrinvisible cities which are socially and econoatlic
excluded from the privileges of mainstream socidbavela dwellers however strive for a genuine
improvement of living condition. With on-going pécation processes, they continue to co-exist iirth
invisible ways alongside mainstream society, imieen the walls constructed on stigmatised perceqtio

‘Favela painting’ project based in Rio de Janeaimce 2006 through a collaborative effort and acty
doing, affects the aesthetic order of how favetaspgrceived from within and outside its naturabgyonic
growth. Colour brings hope. It brings a differenderstanding of space and its people, inviting rstie co-
create and co-represent much more constructivedypasitively life here. It appeals to our sensea inay

that we do not reject but embrace the potentiairfgarovement living condition. The project articida a
different discourse of social change; of engagemeantributing to improve quality of life for fawel
dwellers. Like in the neighbourhood of Santa Mavteere favelados in collaboration with Dre Urhahu an
Jeroen Koolhas have ‘intervened’ and co-create@hdsicape of meaning at Praca Cant&o that embraces a
way out of being seen as part of a ‘slum’ but rathecreative cohesive community. Beyond the pure
painting, the project opens the door to global oeks via social platforms. The project engages \&ith
imaginary community of activists, building spacels emgagement and virtual forums of like-minded
individuals interested in change and participatiorthe socio-economic transformation of the premsi
condition from the inside, collaborating in a newsigin for social/organisational co-existence in olhi
favelas are integral part of community-driven action arad autcast spaces of invisibility. This is why the
success of this project has far reaching consegsebeyond the beaches and neighbourhoods of Rio de
Janeiro and Brazil but to other informal spaces anghn voids in the world that are (lamentably)
represented as unsustainable, violent and depedqudices in which to live and do work.

A work of art, as a finished object, as installatitypically provokes a response based on the viewer
aesthetic experience. Yet, in Favela Painting ptsjdiscussed above, within a set of art relatipnattices
(KESTER, 2004; 1999; BOURRIAUD, 1998/2002), it i3 exchange of knowledge that forms an integral

4 The notion of UrbansparkZ was developed by J. Miguel Imas in collaboration with Maria Daskalaki (Kingston University), Martyna
Sliwa (Newcastle University) and George Cairns (RMIT). J. M. Imas coined the term inspired by the Dadaist movement and
‘urban’[dis]order activities such as skateboarding, graffiti and parkour for an art of management and organisation conference stream
in Poland 2006.
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part of the work itself. The focus is therefore amprocess that challenges or shakes various stpesnpt
fixed meanings, official discourses and media regméation associated with what can be perceived and
represented as ‘precarious’ places.

Grant Kester in hi€onversation Pieces provides a definition of dialogical aestheticsbaing ‘based on the
generation of a local consensual knowledge thahlg provisionally binding and that is groundedtta
level of collective interaction’ (2004, p.112). \Wih a set of art practices that aspire to dial@gsthetics, a
reflective positioning can act as a catalyst fochenge, potentially reviling more of the experiahti
specificity of the world through the context-foamsfolding. In a dialogic aesthetics frame, artigtiactice
embraces the importance of a dialogue, an integoahponent to an engaged practice, resulting in
participatory process. Nicolas Bourriaud pointed e way of working for some of contemporary astis
today that are governed by a concern to “give evertheir chance,” through forms which do not distab
any precedence, a priori, of the producer [thestmiver the beholder, but rather negotiate opkxtioaships
with it (BOURRIAUD, 2002, p.58). Representationahgentions of the arts and aesthetics, therefoag, m
be challenged by the creative facilitation of knedde exchange and/or a possible dialogue formaitioin
research. It is also a site-specificity that cacobee a space of encounter.

Dre Urhahn and Jeroen Koolhas’ project epitomigesléernative creative way upon which to construct
community in collaboration with local inhabitanlisbrings more than hope, a true potential for sustbility

and esteem that may prove significant in the feglginst poverty, exclusion and depravatioriavflados
here in Rio de Janeiro and around the world. laksethe poor image based on mediated stigmatisafion
favelados, and as a result attracts other projects aimetiatige, whether through better education or social
and health necessities that can enrich already leomeality of local communities, with an attitudé
pedagogy of hope (FREIRE, 1995). In such projdmsed on collaboration with the local neighbourhood
where artist work alongside the ‘pintores’ in ttgecial-art transformative drive, alters discoursel a
stigmatised favelas image for the good of the neighbourhood and thigelacommunity as a whole
(KOSMALA, 2011).

Artists intervene in a particular locality, in aegjfic context and its spatialﬁ.ySantos (2006, p.63) defines
space as "an indivisible, integral and also comdttad/ set of systems of objects and systems dbst not
taken in isolation but as a unique scenario in tinistory unfolds”. In this sense, each changesarfisom
and generates new changes, because "the spatia$ faiso oblige other social structures to transform
themselves, striving for adaptation, whenever taynot create new forms" (SANTOS, 2008, p.45).iczit
and resisting potential in such method of workieguares a more pragmatic form. Artists seem coragkrn
with the specific effects produced by exchangesa@hmunication in a given milieu. An inquiry also
embraces a movement and expands into virtual spAdegractice becomes performative medium, cregtin
a platform for a discussion on change, engageméht avsocial reality through the multiple registerfs
meanings. In other words, it is by participatingl aa-writing the politics of everyday life, this nyeprocess
becomes the art practice.
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