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Preface

This thesis marks thending of my student life. Looking back at the Master programme at Radboud
University, it has taught me a great dealsedfdiscipline and diligence. At the time when my fellow
students and | were asked to come up with an idea fartbeses, we were told to conduct research

on a topic we are eagerly interestén. To me, it was clear from the beginning that | would like to
devote my research to urban art, as | am concerned with the phenomenon for a very long¢fose

the Master thesis, tihas contributed to my fascination with urban studies, and might have even
unconsciously formed the basis for why | wanted to study Urban and Cultural Geography in the first
place.

At this point, | want to express my gratitude to all resgdents who participated in this research for
overcoming initial concerns associated with introducing a researcher into their practices and lifeworld,
which in some casesmreon the bordefine of legality.

In addition, | want to thank my supervisor, Padgatkers for the regular exchange on the progress
and his challenging, yet insightful remarks and for helping me to keep the project on course.

Finalizing this thesis, | am more than happy with the outcome and the research progress, particularly
in these wncertain times during COWD. | sincerely hope that my satisfaction with the thesis can be
retrieved by its readers and that the research results provide thougidvoking impulses for city
branding utilizing urban art, in Cologne and elsewhere.

Tobias tdck
Kleve, February 2021
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show that the disorder of thstreet engenders another kind of order? The urban space of tt
street is a place for talk, given over as much to the exchange of words and signs as it is t
exchange of things. A place where speech becomes writing. A place where speech can b
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e (lefebvre, 1970/2003, p. 18 f.



Summary

The subculture of ban artfirst emerged more than 50 years ago as a visual phenomenon. Ever since

then, its manifestations have broadened into numerous practices and urban art can nowadays be
found in almost every city around the world. Encompassing illegal as well as commisaitisici
interventions, the practices shara variety of characteristicsAccompanying the expansion of
practices, the subculture soon faced its incorporation into the market economy and consequently, its
commodification. Urban art is irrevocably connecteith the renegotiation and contestation of public

space, which revealsits link to afewsecitK A f 2 82 LKA OF f GKS2NASaz vyz2ad y
proclaimed by Henri Lefebvre.

Building on the ideas of the creative city, which aims at attrgdtighly skilled residents, tourists who

seek authentic experiences, and investors generating new developments in urban neighbourhoods in
order to achieve competitive advantages, city branding has become a widely practiced tool in urban
governance. Exteriat @ NBLINBaSydAy3a I OAGeQa dzyAljdsSySaa Ay
turns creativity and culture to account as its main elements.

Against this background, this research looks at the utilization of urban art as a creative and subcultura
practice tofulfil the objectives of city branding as a marketimgented urban strategy. Affecting our
conceptions of the city, urban art serves as a hallmark for authenticity through the edgy, resistant, and
cutting-edge connotations which the subtutle evokes. Initially aiming to banish urban art from the

street, citiesare undergadng a radical change in their orientation towards urban art and become
increasingly receptive of the subculture by implementing different means following the city branding
RAAO2dz2NES® LY O2YO0AYlUGA2Yy SAGK GKS adz Odz GdzZNBQa
orientations towards urban art result in subculture internal conflicts, including the issue of positioning

in this context.

Serving as a single unit cased for this thesis, the combination of city branding utilizing urban art
becomes clear in the Cologne neighbourhood of Ehrenfeld. High vacancy rates in the 1990s served as

a creative and cultural breeding ground in the neighbourhood. Today, Ehrenfeldeheepputation of

being the creative melting pot of the city and to be the neighbourhood with the highest density of
dzNDB Yy NI ® ! YyRSNA2AY I &G NHzOG dzNT f Y2ZRAFAOI GA2Y A
branding efforts making use of urban atso take place in Ehrenfeld. As a result, it becomes clear how

the marketing strategy does not only entail implications on the local subculture of urban art, but also

on the promoted neighbourhood.

Applying a qualitative muhinethod approach, these imightions are examined by deploying

interviews with Cologne based urban artists, analysis of their spatial behaviour, visual data, and
secondary research. With the aid of five sub questions, the main research question that is answered is
formulated as follws: W2 K 4 | NB GKS AYLIX AOFGA2ya F2N) 0KS adz
utilization for creative city branding strategies in the Cologne neighbourhood of Ehrenfeld and what

are the related factors that must be considered for this strategic oridngty” K Q

¢tKS NB&aSIFNDOK FAYRAYy3Ia NBOSFHE | FdzyRFEYSydalfte LRa

with varying implications on the subculture depending on the typology of the urban artist. Five

characteristics were identified which constitute diffetempologies of Cologne based urban artists.

These refer to: orientation towards the roots and original ideas of urban art, degree of accessibility to

outsiders of the subculture, commerciality, rtgiking and selkacrifice, appropriation, and sense of

place. The emerging typologies provide for a more nuanced understanding of reactions and positions

within the subculture and introduce possible gatekeepers to fill the interface between the

Ydzy AOALI ft AGeQa SyRSI @2 dzNAR | yeRpatinKaSseniblage loftdiffeiedzd O dzf G
v



forms of urban art follows clear internal rules and is far from a random composition. By commissioning

or repainting existing interventions, the municipality interferes with this spatial arrangement. It results

in loss ofspace for illegal forms and artists increasingly turning away from Ehrenfeld. This issue is
NEAYT2NOSR o0& GKS lylteara 2F ¢gKIG Aad RSSYSR LINI
found that the promotion is dependent on different degreegdesirability and cultural permissibility.

This selective promotion territorializes urban art by favouring some modes of production over others

FYR KFa TFdzNIKSNIAYLE AOF(GA2ya 2y 9KNBYyFStRQa ONBL!
promoting others, disregards the heterogenous manifestations of the subculture and leads to
resentment among local urban artists. In addition, it diminishes the heterogeneity of urban art and

thus creates space that is interchangeable and therefore loses its cidimpetdvantage. The efficacy

2F /2t23ySQa OAdeé ONIXYRAY3I gAGK NBIFNRE G2 dzND I\
| 2t 2 hghBnBt#ative structurelacks uniform positioning towards urban artwhich results in

fragmented approaches am@h RAFFSNBY i YdzyAOALN £ Qa &adl 1 SK2f RS
approach depends on several crucial factors, including compensation of the local subculture,
involvement of local artists, and respect for the origins of urban art. For the reasons mahtiboge,

city branding must consider the subversive components of urban art to avoid the promotion of
Ehrenfeld as a myth and to enhance the acceptance within the local scene.

Vi
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1 Introduction

The subversive and countbegemonial practices of urban art have traditionally been categorically

rejected and prohibited from the streets by implementing zésterance approaches. In a timely
coincidence with the emergence of the creative city discourse, cities changed their approach
LINE F2dzy Rf @8 YR YI1S dzaS 2F daNBly I NIQa NBaradly
branding. This policy shift prompts diverging reactions amaegsubculture of urban art.

1.1 Problem statement

Since first appearances of urban art in the streets of New York City in the late 1960s, the extent and
development of simple letterings which constitute the original shapes of the subculture could not have

been foreseen by its pioneers. To date, urban art has become an ubiquitous urban phenomenon,
shaping the visual design of cities around the gl(fberell & Weide, 2010; Zieleniec, 201Bjnerging

as acts ofesistance againshe omnipresence of advertisement in the public terraimd thus as tactics

of appropriation, the forms and types of urban art have broade(i&dghenti, 2010; Downing, 2010;

Molnar, 2017) Following this development, the subculture entails legitimized as well as illegal
practices, commissioned and countercultural interventions and is therefore situattslelkn the

poles of commodification and resistan(fevans, 2016)

As an influencing factor for the expansion eban artistic practices, the official responses of cities

towards the phenomenon have changed beyond recognition. Traditionally, cities have adopted a zero
tolerance approach to contain appearances of urban(#dung, 2010)However this discourse has

changedin recent yearsand cities increasingly recognise the value of urban art for urban economic
development(insch & Walters, 2017Yhis is particularly reflected in city branding strategies, aiming

to improvethe OA 18 Qa NB LIzl F §A2y | YR IOChKokaSdB$repte8e&ISKiS (A S
process by which unique physical features of the city are defined, and come to encapsulate the essence

of the plac&XRehan, 2014, [224). Apart from a broader neoliberal urban context, in which sitie

compete with each other and tout for competitive advantages, it is most notablyO K NR Cf 2 NJA |
OHAMHO O2YUNROdzIAZ2Y 21 WKKS wAR §IJ BBntdil BEeAteyy NI IND SE 3
cities, which monetizes on local (sub)culture anshtivity (Ulmer, 2017)

Regardingth©O K| y3Ay 3 NBIFOGA2ya 2F OAGASA 2y dz2NBFyYy | NI
the Cologne neighbourtam of Ehrenfeldaptly represents these developmentsocated to the west of

| 2t 23y SQa aréaRsedit@ e HaradeKz&8d by flows of migraatsd an industrial sector

until the 1980s.Since thengentrification processes have altered both its desitial and business

structure, whilethe neighbourhood isow considered the multicultural centre of the city. It is also the
neighbourhood with the greatest density bbth commissioned as well as illegal formaudfan art.

Ehrenfeld is symbolically ciged and labelled 2 f 2 BofspdRfar creativity. Its reputationmainly
originatesfrom media reporting and its promotion agdastination area for tourists seeking authentic
experiencegBrocchi, 2019)

The combination of ubby ' NIi | yR OAG& oNl}YyRAYy3I A& adFNIAyYy3
ONBIFGABAGEed ¢KS &dzo Odzf GdzNB | LJife FAda Agoule GKS vy
easily represenwhat Schacter means to express with the notiondf Sa G KSGA Oa 2 F (NI
(2014b, pl165), which provides the neighbourhood with an authentic feeling and thus makes it
attractive for the creative clag®\barca, 2015)It shows how the appropriative practiceSurban art

have been reappropriated by local authorities followingbjectives dictated by the creative city
discourse (McAuliffe, 2012; Mould, 2017; Trubina, 20@8)hin this context the questiors ariseas to

what positionlocalurban artistsadogf ¢ KSGKSNJ 6 KS YdzyAOA LNl ft Ade&Qa &N
AbGa NBaradlyd OKINIOGSNRAGAOA YR gKSGUKSNI §KSaSs
operational principles. Abaz42016, p329) points to these issuesg KSy &l lthey 3 (KI
O2YY2RAFAOLGAZY 2F NBO2tdziA2y+ NE | NI SOARSYy(t 8

1



Regardingi KS & dz0 Odzf ( dzZNBEQ&a KSGSNR3ISySAidez AdG OFy 6S |
Y2 NB RS @2 G S Rratagg than ktBers Quhidh&alSodappears to be dependent on the issue of
GKAOK 1AYRa 2F AYGSNBSyGAz2ya NB NBtSOFyid (2 (KS
In addition, the outlined utilization of urban art leads to the issue of how these marketiegted

endeavours influence the spatial arrangement of urban art as well as the visual appearance of the
YSAIKO2dzNK22R AdGasStFo 9yaFITAydI Ay (GKS ySAITKO 2 dzNK
GKS adNX G§S3eQa 20 2SS OdnuliasauslyQustgining the sgmpdlidaidBisthia of g KA £ S
9KNBY TSt RQa ONBIFIIGAGAGEDd LG Ftftz2¢azx GKIFIG OAGEe o
subculture, but the branded urban area as well.

1.2 Research objectives

The research puts the notion of implicatioasthe centre. It thus devotes itself to the objectives of
gaininga nuanced understanding of thextent to whichcity branding affectshe Cologne specific
urban art scenevis-a-visin what way they are part ahe & dzo O dzfdevelpNBefttself Moreover,

it aims to find outwhether or not theimplicationsfor the neighbourhoodf Ehrenfeldmust be seen

in the broader context of urban development atalarrive at policy recommendations of whigtto

be consideed for the promotion of urban art in the city branding contelkt more abstract terms, its
objectives are t@lucidate the continuum between urban art and city branding, and thus appropriation
and reappropriation, urban disorder,and ordet To arrive athese objectives, it is crucial to gain
insights from within the promoted centre of creativity, Cologne based urban artists. Following the call
of Ley & Cybriswk{ 974, p505)We must understand the behavioral environment, the complex of
socially and culturally determined beliefs and perceptions, and learn to read its diagnostic indicators i
we wish to develop social and behavioral the@ry G KS NBaSk NOK FAYa (2 aLl
practices of urban artists to arrive at a more extensive understanding of their territoriality and thus on
their implications.

1.3 Research questions

The main research question guiding the path towards arriving at these objectives is formulated as
follows:What are the implications for the subculture of urban art arising from its utilization for creative
city branding strategies in the Cologne neighttmod of Ehrenfeld and what are the related factors
that must be considered for this strategic orientation?

In order to be able t@nswer the single components of this question, five additional sub questions are
established, attending to examine partial aspects of the main research question in a nuanced manner:

1.  What constitutes the typology of urban artists in Cologne?
2. How areillegal and legitimized forms juxtaposed in relation to their spatial environfent

3.  Can the resistant and countercultural roots of urban art coexist with commissionec
legitimized forms?

4.  Which manifestations of urban art are promoted in thisighbourhood and how does th
promotion affect creativity within Ehrenfeld?

5. Ly ¢KIG ¢grea KFEa daNBFY NI Ay 9KNBYTSE

1.4 Relevance

¢ KAa NBA&SI NDKepiesemds in 8vd wagOSiendfit &nfl sodietal relevance. The former
refers to its scientific value in terms of how the research will méth progressing the research topic
scientifically by filling an academic void, whereas the latter portrays theitapceof the practical
value giverby this thesis.



1.4.1 Scientific relevance

This researcleontributesto filling several research gaps identified by scholars in the research area of

urban artistic interventions related to the utilization beyond the &r2 N Q& & dzo Odzf ( dzNJ t 2
To begin with, the thesis adds to the interpretation of the term urban art. Comprising various artistic
interventions in the public space such as graffiti and streettag worth noting thatassociatederms

haveil NI yaFT2NX¥SR FNRBY (KSANI-S\RAS A+ (GRay yRE | iK@Y &
(Brighenti, 2017, p. 119). Through their reinventing characteriatickisage in different realms, both

graffiti and street art lack uniform definition¥heclear distinctiorbetween these two as often found

in scholarly examinatioignores their connections and links. This demonstrates the need to redefine

our understanding based on contemporary developments. Bp#ffiti and street arshare the same

practice when being performed: the claim for participation in the design of public spaces. They also
AKIFNB GSOKyAldzSa FyR (22fax ONBFGAYy3I GSNNAG2NRSa
FYR GKS LILINPLNRIGAZ2Y 2pe Toyded Clavéll, 8aMJlinérS2015,p281) f 02 O
(Merrill, 2015) These shared characteristics constitute the common ground for understatiu#sg
atisticactsA y I O NRBFRSNJ aSyasS a 2yS AyiSNO2yySOGSR ac
topic, one collective term comprisirggveralpractices will serve as the analytical element: urban art.

This makes up the first part tiie i K S & A afiQrelévénieS y

While the use ofirban artin the context of urban revitalization processes is gaining increasing scientific
NEO23ayAlGA2ysS WIiKS NRfSa GKFdG FNIAada LIXFeEe Ay LINZ
FNBY TFdzNI KSNJ20AT gzRO Daugldds Y214, p. 19) stresses the importance of
investigating the artis®.J2 aAGA2ya Ay (GKS RSoFGS o6& LRAYyGAy3a 2
design practices and their creators is necessary to reveal the mechanisms behind teesenpha

FYR OKSANI Odzf GdzNI £ X ALI GAFE I luhdh adistsGhHp@DBIg 62 YA O |
gain insights on their perspectisE NB I OGA2y a4 YR AYLINBaaiazya 2y (K
form and the degree to which they pdace art accordingly. Molnar (2017, p. 391) argues that previous
SEFYAYLFLGA2y& 2F dzNDFyYy FNIA&AGAQ LISNBLISOGAGSE G221
2F IANI FFAGA LINF OGAOS Ay NBf I Kavaratzis & Ashwir (RES NI dzND |
P.IS)KAY G G GKAE& O2y g&Ohrandng nodanly i& inforingd viridl affeded by W
culture but also informs and affexit; an aspect largely neglected in practice and the literddgie ¢ K A a
thesis adds to this research gap tegognizing the reciprocity of the issaed analysing implications

for the subculture of urban art-ollowing Iveson (2010) and van Loon (2014,5), who establish a

connection betweertactics of appropriation in the forrof urban artists in public space and the well

1y26y O2yOSLII 2F WGKS NRIKG G2 GKS OAGeQ o6& | SyN
and frictions relatingtoK S oI G G f S ¥ 8heddingolight ok the pbditibriBaSaitigts take in

the debate on institutionalized forms of urban art as opposed to informal urban art interventions
O2YyNROGdzGS& (2 GKS | dziK2NR& NBO2YYSYRIGAZ2YyaAD

In addition, Kavaratzis & Ashwortf015, p.156)LINE LJ2 & S (i Kn&re r¢fiSel BndeFstamiings

of such usdthe use of culture within place brandinghd ways in which this can be attempted more
effectivelQ® ¢ KSNBE A& | 101 2F aOASYGAFAO Sy3dl3ASYSyi
urban art and its use within place branding, that focusing on the city branding context of the
municipality of Cologne and ensuing policy recommendations opens up the possibility for comparative
approaches, thus for further scientific development. The final contribution to filling research gaps
marksRSF f Ay3 gAGK (GKS &ALI GAINfAGRQAZEPpINDD YW YI NIAD BA
AYUSNBaAaGAY3T 2y FdzZNIKSNI g2N)] G2 dzyRSNARGFYR Y2NB
figure out differentareasanll y § SNISyYy A2y Y2RSa Ay (KS OAilGeQo
Enhancing the scientific relevance as a last point, the thesis contributes to the extension of the existing
WalLkRad GGKS2NEQI 02y a (20020068 . RhedhEoryGvl MaNBtfoduceds in theS A R S
theoretical framework.



1.4.2 Societaklevance

¢tKAa NBASFNOKQa a20ASGlrt NBfSOFyOS 02y OSiNg/a 020K
neighbourhood of Ehrenfeldervingasthe spatial contextor urbanartworks and city branding. The

societal impact varies between degrees swope, ranging from direct and indirect consequences.

' NBFY FNIGQa OKFNIFOGSNI 2F o6SAy3a |y WHEY2ald dzoAl d;
(Zieleniec, 2016, p. 1) raises questions about its inherent social funcfioesspect is that theghape

0KS Lzt AO aLIl OS o6& KI@GAYy3 |y AYLIOG 2y AGA OA3Z
LINEYLIGa | RAIFfE23dzS 6AGK GKS OAGeQa NBIfAGERQD t I N
charged encourage the public discoursdtien reflect the prevalent societal opinions the
neighbourhood of the intervention. For this reason, practices of urban art fulfil important social
functions by reinforcing a shared sense of belonging with the subculture itself as well as with the
environment that it is put up at. Delving into the operational principles of different types of urban
FNGAaGa St dzOARF(GSa GKS &adzo OdzZ GdzNBEQa KSGSNRBISYySAL
represents an external influence which interveneghwihe spatial composition of different forms of

dzNB Iy NI FyR (GKdza Ay FfdzSyO0Sa (GKS adz OdzZ G dzZNBQa
on these considerations, policy recommendations are socially relevant for this process, as they provide
information on different types or urban artists and the spatiality of their interventions, respectively.
CKAAZ Ay Gdz2NYyzZ TFFEOAEAGEFGSaA | Y2NB ydz yOSR 02 YL
awareness forconsideringcity branding as an influencing factof t KS & dzo Odzf (G dzZN3Qa RS
Moreover, te transformation of urban art interventions accompanies issues concerning the
LINSASNDFGA2Y 2F GKS NI FT2NX¥QA LINAYIFNE heSIHyAy3as
institutionalized and illicit manifestations of urban art can coexist at the same time. These issues have

a broad societal impact not only on the artists themselves, but also on the wider society that engage

with their interventions in everyday life.

As indicated in the problem statement, Ehrenfeld is a steadily changing neighbourhood. Apart from
influencing the development of urban art, city branding efforts also have implications on the
neighbourhood level. The impacts vdirgm influencing the teritorialisation of urban art and thus the

location of different tygs of urban artists in the neighbourhoodo identity-related issues in

connection withthe/ S A 3 K 0 2 dzNXK 2 2adRdxius theSdsideintlalllekeRof EhrenfeRince city

branding in corhination with urban art contributes to the transformation of the district, the social

relevance othis research additionallgefers toa betteranticipation ofthese social impacts and &

Y2NB OF NBFfdzE YIylF3aASYSyid 27F (ks deevbnce id enhancétBon dzf ( =
investigating these implications in detail and examining the influend¢eeéllesgpromotional efforts

on the neighbourhood.

T

1.5 Reading structure
This research is subdivided into a total of nine chapters. Following thadirdtion to the research
topic, the theoretical framework is separated into three different chapters, representing chapters 2 to
4. This structure helps wistinguishurban art (Chapter 2) and city branding (Chapter 3) as independent
theoretical componets, before they are merged to reveal their connections against the current state
of scientific knowledge (Chapter 4). Subsequently, the methodological todlpogsented (Chapter
5), followed by addressing the castidy of Cologne Ehrenfeld against thackground of this
NEASEFNOKQa F20dzA o6/ KI LJASNJ cuod ¢KS GKS&aAa LINRPOSSR
(Chapter 7). Referring back to the research questions, Chapter 8 answers the sub questions and the
main research question in detail. &e final component part, the research closes with limitations and
both practical as well as theoretical recommendations (Chapter 9). The appendices serve the purpose
of deepening insights to the contents on the one hand, and to function as a derivatitrefresearch
findings on the other hand.
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2 Urban Art

The objective of this chapter is to outline artistic interventions in the urban space by giving an overview

of practices and characteristics, embedded into their history and emergence, to arrivéefinaion

for urban art that will serve as an analytical element for this thesis. In a second step, the points
introduced will be placed into the context of social theories, most notably those of Henri Lefebvre, the
Situationist International and Mich&e Certeau and thereby providing a starting point for critically
FaaSaaAy3d dz2NbDLy FNIQa dziAftATFGA2Y F2NJ ONBI GABS C

2.1 History and development

Graffiti writing as a subcultural art form firetcurredon the east coast of the USA in the late 1960s

and it did not take much more than a decade before it spread almost everywhere around the globe

from the early 1980s onward#&barca, 2015)its emergence aslicit artistic interventions in the public

space of the USA coincided with a time when deprived neighbourhoods were neglected by local
governments, whereas simultaneously, the visibility of advertising increased in the city&=apet

Weiser, 2011)Engaging in a battle for public visual space, graffiti can thus initially be considered a
F2N)Y 2F ONBIGAGS NBaradl yoSsz OKI NBA SRowpidg 610, Wa A 3
p.122)(Brighenti, 201Q)This portrayal persists today, as the art form is often regarded as rebellious,
revolutionary or a representation for aesthetic resistar(@&chacter, 2014b)Although this view is
appropriate2 NJ G KS NI F2N¥aQ SIENIASad FLIWISENFryOSaz Al
of its presence todagKramer, 2016)

Graffiti today is a ubiquitous feature of cities all over the world, but it is far less homogenous as its

forms of expressions have expanded over time. With artists striving for social recognition of their
FNIg2N]l &z £S3t F2N¥ya 2F SELINBaaAzy FRRSR (G2 (K¢
graffiti writing culture, Kramef2016, p.115)notes that commercial and legal forms already existed in

theSI N¥ & &SINBR 2F (KS &adzoOdz G4dzNBxX Wodzi AdG g1 & YdzO
graffiti, Creswel(1992)addressed issues for the subculture accompanied by taking the art form off

the streets and putting it into galleries. These studies restrict the expanding manifestations to internal
conflicts butdid not affect the sphere utside of the subculture. This changed with the appearance of

street art in the late 1990s. Although sharing several features with its predecessor graffiti, these artistic

urban interventions are easier to understand for the wider public by focussingjorafive elements

instead of letters (as in graffit) and thus, are more commonly accefBathacter, 2014b)As a
consequence, the subculture did not only approach the contemporary art market, but it was also
incorporated into the market economy at the same tirti&righenti, 2016; McAuliffe, 2012These

processes have further expanded the practices of artistic interventions in the urban, such ecklege
AYF3Sas NBFSNNBR (G2 & YdzNI f &> hte RatendathviNBBaS y 0 A
S 02 y ZFérie8&Weide, 2010, p49), but also its commodificatiofEvans2016)

2.2 Characteristics

Despite theever-expandingnanifestations and developments, the practices share a number of central
elements as a consensus, which are important to elaborate in order to conceptually approach the
research topic in a nuancemanner. They form the basis for understanding the social field as a
subculture for two reasons: first, because of aesthetic demarcation of its manifestations is not of
O2yOSNYy F2NJ GKAa (GKSarAaQ aold2L)S |yR aigkdargurds 06 SOl
aKFNBR AyGSNBada FyR LINI OGAOSaQs | OO2NRMWY73 G2 GF
p.i).

2.2.1 Unwritten rules
Even though it may appear as if manifestations of the subculture take place everywhere, as a matter
of fact, people who are rolved in urban artistic interventions have developed a number of unwritten
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rules, or ethics, dictating rules of the gar(téramer,2016; Mould, 2017; Willcocks, Thorpe, Toylan,
Clavell, & Moliner, 2018) { dzOK W Y(Reidll &Weide PO$0A [B4) relate to acknowledging
individual property rights, religious buildings, as well as memaorial and community niMiiltsocks et

al., 2015) These frameworks, however, do not include business or governmental profentell

& Weide, 2010)It must be acknowledged that given the fact that these rules are unwritten, it is likely
that they will evolve over time and are interpreted differentljthin the urban art scene. The well
considered locality for the intervention is another guideline, constituting a distinct characteristic.

2.2.2 Local specificities

/ F NBFdzZ O2yaARSNIGAZ2Y 2F GKS Ay SNESHisgaguyenta t 2 OF
Aad y2i 2yfeée SYLKIaAT SR o0& GKS Ylye adGdzRASa RSIf
behaviour(Ley &Cybriwsky, 1974; Sequeira, 2017; Tribble, 2018; van Loon,,20t4)lso because in

order to be able to conceive the art, one needs to take into account its spatial connection and
composition(Schacter, 2016)hus, sitespecifically selectingnd evaluating surfaces, adjusting to the
architecture and atmosphere are features that are shared among producers of urban artistic
interventions that might most suitably be described as sense of jBrighenti, 2016; van Loon, 2014)

Irvine (2012, p238)F LJGf @ RSLIAOGA GKAAY W{ONBSGO FNIAaAGA | NEF
smallscale engagement provides them with thepmptunity to adjust the message of their artworks

(Abaza, 2016)

2.2.3 Ephemerality

LNNBaLISOGABS 27F (i Ké&henderdify is5 &hdiier cdtral Naineni of oftiud aitistid S >
interventions(Riggle, 2010)This is due to two major reasons: illegality and/or weatlfes described

in the previous section, parts of the subculture are being made illegally, so that they are often eleaned

dzLJ 2NJ WodzZFFSRQX (GKS GSNY dzAaSR Ay O K@Evaisd2016)dz ( dzNB
{AYyOS dzNBIy FNIAAGAO Ay G S NXKSiygienlygcaeptingts tranSign& i+ £ § ¢
presence is essential as wgllenke, 2015)

2.2.4 Appropriation

Artistic interventions (illegally) appropriate public visual space in the urban and thereby challenge

ideas of property and indirectly formulate the question of access rights to public {gatenhauser

& Barringhaus, 2019)his is partly a response to commercial regulation of the visual design of cities,

Fa ¢Sttt Fta Fy STFF2NI G2 OAadz f {(I&inea2RI2)Ud3his Beidse, A YI IS
GKSe& INB l[dzSaidAz2yAay3a (GKS wOAGe 2dzi FUmew20t7i A G A
p.493)

2.2.5 Importance of terminology

Vocabulary matters with regards to the subculture for two reasons: first, because people involved with
the subculture increasinglsee themselves as rightful actors of the general public, carefully adapting
their terminology used(Kramer, 2016) Second, because the public awareness and commercial
understanding of the subculture vary widely depending on terms ({Bedven, 2013; Evans, 2016)
Whereas connotations with graffiti are mostly associated with pure vandalism and invasiveres, s

art is more generally accepted due to its consumable and comprehensible manifestations as well as its
cutting-edge and creative reputation that makes it commercially exploita@@eghenti, 2016;
Willcocks et al., 2015Arguably, thisis@2 2 R SEF YLX S 2F K24 Wyl YAy3a Syl
2dza 0ATFTASA | O{Adsord 20d8,Jp1944) (BHISiYfas to be acknowledged how the
understanding of these subjects is never fixed, but changing over(timeisohn, 2008)



2.3 Interpretation and definition of the term: urban art

DA@SY (KS &adz OdzZf G§dzNBEQa S@2f gAy3A: Ayy20F GABS YI yA
topic lacks a compliant and mutual definitiéR. Klein, 2016Yhis demonstrates the need to redefine

their understanding based on contemporary developments. @beve stated characteristics have
demonstrated the commonalities of different manifestations within the subculture. A clear
demarcation between graffiti, street art, and other practices ignores their blurry links and boundaries,

since the practices are ked and overlapping internally, but also in relation to the commercial art

world (Brigrenti, 2010; Dickens, 2008)sing a collective term comprising all evolving manifestations

as one interconnected subculture is expedient to break up definitional dichotomies, identified by other
FdziK2NBES>X 2F WI22RQ I YR eWaslilBgal and NeligMorgdin WeRd; 20563 Y 2 NJ
Schacter, 2016; Ulmer, 2017)his is not, of course, to suggest that graffiti, street art, murals or other
manifestations showl be named interchangeably. Additionally, the discussions arising from a bilateral

vision of the phenomenaannoto S dzy RSNARGF GSRX o6dzi NI GKSNJ wiz2 | O
LIK Sy 2 Y Sy 2(Moppk, (€18, @)X Against this backgroundirban art is addresedas an

umbrella term for all artistic interventions on urban walls which are characterized by appropriation

and ephemerality, adhere to their unwritten rules and taking into account their spatial surroundings.

It should, however, be noted that produeeof urban art might not find this term applicable or even

refuse it, because labels reduce the mitth YSy aA 2yl £ = 2NJ S@Sy WO2y (NI F
production that they generated, that simply turned them into edinensional artistic caricatures

ral KSNJ 0Ky SYo2RASHREer, 0RM4IBDSE | OG2 NAQ

2.4 Conjunction with sociphilosophical theories

Looking at the street and walls not only as components of the urban infrastructure, but rather as
contested surfaces appropriated by urban art in a battle for and the meaning of public visual space,
enables us to look at urban art as an interrogation witie public domain(BanetWeiser, 2011;

Brighenti, 201Q) Within this approach, artistic interventions are questioning existing rules and
agreements dictatingg K ¢ A& | LILINBLINAIF S dzaS 2F Lzt A0 &LJ O
0§KS dzND Iy [(Stndr, 2007, BeRSKEaNBI,2016)As was shown in the previous section,

part of the starting point for urban art returns to the idea of expressing an antithesis to commercial
adverti Ay 3Qa LINRPEATFTSNIGAZ2Y Ay (K Bvolaak A0&73 Athouds this Y R NI C
argument may not be universally applicable to all urban art manifestations, what applies more
generally is brought forwardby Creswell (1996, p47)> | NHdzA y 3 (i &K thdidomiriant WOK I f f
RAOK2(d2Y8 0SG6SSyYy LWzt AO FYR LINAGIGS aLl OSQad v dzS
cities, it is transforming the urban visual design in a procesdgredaround its users and therefore

indirectly calls for the need to pacipate (Kaltenh&duser &arringhaus, 2019 hese deliberations can

be linked with a number of arguments brought forward by critical social theorists, whose thoughts will

be outlined and subsequently connected to the practices of urban art. Connecting the background and

act of urban artistic interventions to these theories anducive to recognize the social and political

value that urban art entails by renegotiating and contesting public space, providing deeper grounding

to the discussion on urban art.

2.4.1 Henri Lefebvre

The Marxist philosopher and sociologist, Henri Lefebvre, envisaged the city and the urban area not as
places, but as social conditions of collective inspiration and joint add@nperspective resulted in a

number of publications in the 1960s and 197@scussing how capital structures the production of

dzNDB Iy aLl O0S FyR OFftfAy3d FT2NJ WNIY RAOFf  NBuicalINHzO (i dzNJ
2002, p.101)(Lefebvre, 976, 1996, 1970/2003)Nithin this structuration process, Lefebvre argued

GKFG waLl 0Sa I NB | gl &@Eveson®oiB 44 thr@ughTidddxpeiihcedLINE LINR
and everyday practice of its usgltsefebvre, 1996; Zieleniec, 2016)is much proclaimed and recited
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WNRIKG (2 GKS OAdeqQ O2yiGAydsSa iGKAa tAyS 2F (KA
participation and apprpriation (Purcell, 2002)These can aptly be connected to the practices of urban

art: urban art creates the possibility of an active engagement with public space that resultsyidagver

practices redesigning walls of the urban landscépeleniec, 2016)Another notion introduced by

[ STSOONB SYLKIaAl Sa GKAA | NBdzY Sy (iddz@NSqys (1KS AXKAT
it as a work of art rather than a material produyttefebvre, 1996)Inscriptions of urban art literally

represent this thinking.

2.4.2 Situationist International

The Situationist International (S.1.) originated in the late 1950s from a group of intellectuals and artists

as protagonists of the idea of giving the city back to the people by developing a seriestexiss

aiming at counteracting mundane and habitual everyday(lfebbard, 2018)With regards to urban

NG Gg2 2F GKSaS adGNIFGS3aIASa INB Yz2ad FLWLIX AOLNOE
refers to a semantic change or redirection of meanifigsinar, 2017) By purposefully changinge

visual design of a wall, or covering up advertisings with artistic interventions, urban art actively detours

their meanings and thereby opens up democratic exchange among those who explore the art through
0§KSANI Ay aONR LI A 2y a emehtpféhe KitGandnigt Si@rhatidnal dedoteSthela@ @& NBE S f
wandering around, the sensual exploration of a city to open up for revitalizing surprising moments in

the urban(Ferrell &Weide, 2010) As was shown, considering the locality for the intervention is an
SaasSyaAalrt O2yaidAddzsSyid F2NJ 0KS adz OdzZ G dzZNBNAZB QdzND |
FYR LINRYLI}ia a20A1f RALI f 2 IHdrQradedl waysjolizsdaing, thikjhg) Aang 3 8 LIS
F S S f(MoWial, Q017, p394).

2.4.3 Michel de Certeau

Ly 2yS 2F KA& Y2ald AyTFtdzsSyaalt (QdreduA1084)ihe 2 y & = W
sociologist and philosopher Michel de Certeau elaborates how the creation of space originates by lived
SELISNASYOS YR K2¢ (KSaS SELISNASYyOSa dz GAYI GSt e
2T SOSNERI &HubbaNp 2018, ®11)TS8Mersiveness and resistance, according to de

/| SNIISIF dzQa dzy RSNARUGI YRAY3I>S (GKdza G 1S LXIFOS GKN2dA
SELISOGSRE 2L aAy3d LINBRSGSNXYAYSR dzaS FyR 2NRSNJ
portray tactical appropriations and can be linked to practices of urban art that illegally access areas

(for example rooftops of buildings or railroad tracksg Certeay(1984)further makes a distinction

between the rigid gaze of the city planner and everyday life of its citidgemsell &Weide, 2010)As

urban art interventions are shaped to a large degree by ephemerality, they are therefore dynamic and
YSOSNI FAESRE FyR Fa GKS AydSND Ssaiwaya iy fdiofeyed2 t 5SY S
& Weide, 2010p ¢ KS&aS | NHdzySyida Fdz2NIKSNI O2yySOG G2 GKS |



3 City Branding

Urban art can be considered to be part of (sub)cultural and creative activities, \ahicho be
understood as core elements of creative city branding in the present chajfter.introducing urban
economic restructuration in combitian with neoliberal urban politics and an influential publication

by Florida(2002)as starting points for city branding, arriving at a definition of city branding will make
up part of the objective for this section. As will be shown, culture and creativity as values for city
branding entail a number of associated advantages, whictb&ifliscussed by demonstrating related
strategic objectives. Simultaneously, it also poses related challenges and limitations, which will be
highlighted by the end of this chapter.

3.1 Background for development of city branding

Accompanied by declining indtrial production, cities have increasingly been facing the challenge of
economic restructuring and urban regeneration for several decgdeans, 2016)This development

was concomitant with neoliberal politics which have become the prevalent normative orientation
towards urban development around the globe since the 1980s. Neoliberal policies assume that the

best canditions for socieeconomic development consist of unregulated and competitive markets in

the absence of state involveme(®eck, Theodore, & Brenner, 2008) application, neoliberal urban

politics deregulates and privatises responsibilities formerly ascribed to the public sector and strives for
strategic profitorientation, which results inncreasing competitions among cities (Andron, 2018;

YN} YSNE ok @010). tNkedliderdl urban politics as a strategic orientation for cities has

I NHdz- 6t & 0SSy AYyaLANBR | @Reo2)By Kl ¢zOBRA 0@  WdzdKA QIR
GKS / NBFGAGBS |/ f | aa@e todokirisrOekondrii® Iy, JAti@shave o &ttradt skilgd 2
flo02dz2NJ Ay GKS FT2N¥Y 2F WONBFIIAGSQ LINRPFSaaazylfa
neighbourhoods by stressing their cultural assets to facilitate capital investfBanetWeiser, 2011;
Fainstein, 2010; Grodach, Foster, & Murdoch, 2014; Hubbard, 2017; Ulmer, 3ah@rte2014b,
p.162) states that today, city govgrY Sy 1a WKI @S 06S02YS Sy NI yOSR
G§SNX¥SR (KS OND @RS gOMPO2IYAR RISWRNHWK I G GKA& 2NASY |
Yy AYLISNIGAGS Ay | 3t20F AT SR Apdmsiitghdkgeddhd, €zND | y N
Wy Sg Odz G dANRAUIiIffeS2DR2Yp298)BaQ become a panacea in the challenge of economic
restructuration. A widely applicable means to achieve what Florf@d@02) has argued for is city

branding.

o8&
at

3.2 Definition city branding

In order to bring the components which city branding entails closer to examination, a general definition

of the term brands helps in approaching the research topic. To Hankinson & Cq®$@3j p.10) W I

brand is a product or service made distinctive by its positioning relative to the competition and by its
personality, which comprises a unique combination of functional attributes and symb® @I f dzSa Q @
these pointst canbe deduceal what this means for cities. More than just creating slogans and logos,

city branding is an integral approach to urban governance and involves a number of elements, such as
destination marketing and correspdimg formulation of local policies, to externally represent the
OAGeQa dzyAljdzSySaa Ay |y SBHE&NUZIZ2o3PR|1S DSBORY A&
Kavaratzis, 2008; Kavaratzig\&hworth, 2015)

3.3 Elements of city branding

Based on a study, which analysed different approaches to city branding, E2e4&) states that
looking at urban elements used for city branding, hard infrastructural components, and physical
attributes take an irgrior position. Instead, the strategies analysed revealed a focus on soft factors,
such as culture. These findings are particularly interesting against the argument of\Baisetlr
(2011) stating that culture and creativitydve become a standardised medium in urban planning and
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marketing for revitalization and transformation of place and space. It is therefore worthwhile to look
at creativity and culture in an effort to point out what makes them such valuable elements yor cit
branding.

3.3.1 Elements of city branding: culture

The focus on using culture as a factor for stimulating economic growth by attributing it a central role

in urban regeneration is not a new movement and exceeds the testting remarks of Floridg2002)

in time (Tsui, 2008)This is particularly evident with regard to Zuki®95, p2), stating that culture

KFa 06S02YS Y2NB GKIy 2dzad | FFOG2NI F2NJ adAayYydzZ | GA
2F OAGASEAQ® [/ dzf GdzNIF f LI I yyAy3d KlIa GKdza NrAaSy | a
intertwined today with urban planningMcAuliffe, 2012; Tsui, 2008Because culture functions as a

narrative as well as a useful means for symbolic representations of the city, it functions as an attractor
F2N) 6GKS WONBFGAGBS OflaaQddNBQA A ANRSHISNDBIBR a@&y & ¥
(Kavaratzis 8Ashworth, 2015)

3.3.2 Elements of city branding: creativity

While culture as an element for city branding has had a firm place in promotional efforts of cities for

may @ eSIFNR>X GKS OoN}YyRAYy3I 2F ONBIGAGAGE RE2F Y208
deliberations and which promotes more vague assets of the place than c(iuams, 2015)t needs

to be considered, however, that the understanding of creativity depends on its context. In the creative

city discourse, creativity are competencies that are based locally and can serve as means for urban
regeneration, whereas the notion is praged differently within creative class contexts: here, it is

rather a spatial feature and quality in the wider connection to competing cities. It is the latter notion

that has been incorporated into city branding effofitéesse & Lange, 20120 application, these imply

factors such as atmosphere, social climate, tolerance, authenticity, buzz, vibrawicgoalness, but

Ffa2 ONBIFGAODGS LINI OGAOSa adzOK & dzNDB I y(DudehNIi =  F dzN
al 21 2 ¢ &fpdhowski, 2019; Evans, 2015; Hesdeafge, 2012; Hubbard, 2017heir physical

application mostly refers to the visual design of cities and reprdsent! NA OK Y I G SNRAFf F2 NJ
YR RSaidAyl ({(Bvany, 2019, idb)Biéfare dedling with theonnection of this idea to

urban art, it is first important to examine the strategic goals and related challenges of this creative city
branding endeavour.

3.4 Strategic objectives

As the given definition of city branding implies, its most integral gart it KS LINR Y2 (G A2y 27
FaasSida G2 YIFI1S Ad RSaAANIoof S T2 NWihinltdis pibndoteat  NJ G I |
STFF2NIZI O2yaldNHzOUGAY3I FTFFANNVIFGASGS AYIF3Sa Aa | 18
reputation, leading toincreased competitivenesudeka I Z | 2 ¢ &iodthowski, 2019; Vanolo,

2008) Indicated in the beginning of this chapter, creative city branding is pursued as a strategy to
A0U0NBYy3aGKSY GKS OAxGeQa SO2y2YAO rsLiasmiebedabpthet KA a |
literature. The first one is to attract visitors with the branding strategy, so that revenues from the

tourism industry eventually groBanetWeiser, 2011; Kavatas &Ashworth, 2015)The second one

is to lure investors and investment by creating and representing areas appropriate for creative
industries, vaguely understood as a sector focussing on new media and (tsipard, 2018; Vanolo

2008) The third one relates to drawing potential residents, primarily in the form of-edkicated
professionals, ideally bringing along a certain amount of entrepreneurship in creative industries to

make for spilover effects further leading to eighbourhood improvement¢BanetWeiser, 2011;

Grodach et al., 2014From these associated benefits of creative city branding it becomes obvious that

this approach has become whaesse & Lang012, p351)OF £ f  WI  Fdzi dzZNBE NBEFSNBY O
SO02y2YA O RSHiigh uivizthy aréativity for fiscal ambitions is an approach often
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NELX AOFGSRT Al adAatt Aa +y SaasyHibbard 20Fp Otk WA T2Q &
(2004, p59)y 2 i A2y 2F WwWSO2y2YAO 6SIL2yaQ Ay GKS 02y iGSEI
GKAa O2YLISGAGAGSYySaazr odzi |t a2 lybeeh Sparadd fi®hidl K2 g L
initial context.

Turning to noreconomic objectives, the literature suggests that creative city branding contribute to
enhancing feelings of local identity through a differentiation and increased recognition from other
cities(Hubbard, 2018; KavaratzisA&hworth, 2015)It is here that Schact€2014b, p163)expresses

criticism towards creative city branding efforts, dey y 3 G KI 4 WwikKSe O0G Fa | O
AaadzsSz | G22ft F2N FRGFyOSYSyld Ay YFGSNARIFE NF GKSN
to look at associated challenges and limitations for these promotional efforts.

3.5 Challenges and litations

What Schactef2014b, p163)dzf G A Yl St & NBFSNA (2 o0& | RRNBaaAiAy3a (
F2NJ I O2YLX SE AaadzsSQs A& GKS fufildeSadtribite? yole af Being 2 6 K I (
the remedy for what the posindustrial city has left behindMcAuliffe, 2012) This issue is arguably

particularly important against the backdrop of the current COV®pandemic, with many freelance

artists and creatives struggling to subsist on their practices, which constitute the basis of promoting

the creative image of a city. Another more essentiastion is put forward by Hesse & Lan@é€12,

p.351F | NHdzAy3 GKI G W&adzOK LINBY2GA2Yy 2F ONBIFGASBS OA
OAtGe OFly 06S FT2aiSNBR>X aGSSNBR 2NJ 320SNYySR Ay 2yS
relates to processes which happen from within and are outside the B&d S NJ/ ag8ngyin &

be kept in mind and will be discussed in more detail in the analysis section of the research findings.
Furthermore, when aligning city branding policies w@gH 2 N{R(R2) &@lanations, it should

noted that his theory has been widely criticized, among others because it depicts-dirnaasional

FYR K2Y23Sy2dza AYl 3S Schactérk81460m0d Nsdifférentdrerp®tations 3 Q 6 S «
of the notion of creativity have shown, it is not an ast®t solely can be ascribed to talented
LINEFSaaAz2ylfa 2F GKS WONBIFIGAQGS OflaaQae / NBFEGAGDS
in their core statements, for producing imitable images and identities, which do not contribute to a
strongercompetition among cities, but rather lead to weak competition through their exchangeability
(Hubbard, 2018)Regardless of the numerous critiques countering the creative governance approach

on hand, the social and cultural implications of these efforts must be deresi. As the above outlined

strategic objectives have shown, the approach mainly is adopted for economic purposes.

' YRSNEGFYRAY3I ONBFGAGAGE | yR Odz (dzZNBE  WQan3SKA Of !
2005, p.927)withholds the cultural and social outcomes of this approéi€hvaratzis 8Ashworth,

2015) Implications of creative citpranding further extend to a transformation of urban culture

through commodification, or at least advance this prog@sali, 2008)As cities are places of origin for

Wi KS LINRPRAzOGA2Y 2F Odzf (§dzNBX S E I(Vanl, oD, (BF2Jithi® v = | NJi
issue needs to be regarded as a challenge for the urban economy. Urban art serves as a creative
practice based on which the processcoinmaodification can be exemplified.
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4 Combining Urban Art and Creative City Branding

YWONARYS 06S02YSa ONBIFGAGAGET YIFIRySaa 0S02YSa Ay:
FANBLI  OS® ¢KS YSEyAy3aa 2F | LI NOGAOdzZ F NI I OG I NJ
(Cresswell, 1992, 837)

Rftf2¢Ay 33 (1902Braikaf BdughQthe evolving meaning of urban art has arguably been
created with the rise of the creative city discourse. The previous chapters have elucidated the field of
urban art and city branding separately. In this section, they will be mergad attempt to explain

how official responses to the phenomenon by local authorities changed over time, what makes urban

art a valuable asset for city branding, and to show by which practical means urban art is being utilized

in this context. Subsequentlylifferent reactions of urban artists and accompanying difficulties of
FNIA&AGAaQ LRaAldA2ylfAGe gAft 0SS RAAOdzZAASR 0ST2NB
section. Together, the contents of this chapter complete the theoretical franmkewf this thesis and

act as a preparation for the research part.

4.1 From zerdolerance to placenaking: changing policy responses

Instructed to develop a new policy approach to urban art in the city of Melbourne, Australia, Young
(2010)depicts how most works of the worgnowned street artist Banksy, which he installed when

visiting Melbourne, have already been cleaned from the streets until city officials found out algout th
FNIAAGQAE INRGgAYI NBLMzilI GA2Yy |yR (GKdzax GKS | NIg2N
and protected with the help of plexiglass. Not only do these delineations illustrate the changing
reactions to urban art at the societal lev@\lvelos, 2004)but they also exemplify a shift in the
relationship of appropriation: initially being an act of appropriation to public space, the subcultural
activities of urban art have been reappropriated by local authorities following th@rlge ONB I G A @S O
discoursegMcAuliffe, 2012; Mould, 2017; Trubina, 2018Yhat is particularly striking about this

political approach is that it constitutes an inversion from initial responses to the phenomenon.

4.1.1 Traditional municipal responses to urban art

What followed the prevalence of urban art inscriptions on traind the cityscape of New York City in

0KS mMopTtna glFa | NBaLRyasS o0& (K2t S0ty OBDNG S NJLINR Y
discussed in the realm of what lves(#010)O f f & WGKS g NB 2y 3INI FTFAGAQO®
policy was adopted and implemented by local authorities around the globe, facing the visual

02y aSljdzsSyoSa 27T dzN&ddleyiec,200B)rigninaizat®rodf the phehdNBnorRvas

fuelled bythewel Y2 6y WONRB | SY 6AYR26aQ Y2RStX ¢gKAOK I NHG:
windows themselves represent a neglect of public space resulting in increasimgwithin the city

(Ferrell &WNeide, 2010; Shobe & Banis, 2014} a result of this policing, municipal units combatting

f SGGSNAYIE Ay (GKS dzNBlFy &aLI OS OIYS Ayildz2 SEAaGSYyOQ
AdNF L OS85 SYSNBSR: | OOSt SNI G Ay AZiewrick, 2016 @)Ovdungh G A & F { A
2010) However, zerdolerance policies as official responses to the phenomenon are deemed
unsuccessful and ineffective for two major reasons. First, because they do not engage with the
underlying motivations and lived reality of its producers ardond, because they do not prevent the

cleaned surface from being written on but much more increase the likelihood of being reshaped in a

f Saa a2LKAAGAO0FGSR gl & o0& OKI y3A(ferel 8Micids 2016 | y Ay 3
p. 61) (Huntington, 2018)

4.1.2 Utilizabn of urban artistic creativity

In recent years, official policy responses to urban art invert&ith the outlined dialectic of the

WONBI (APS OAGEQ FyR OAGE ONI}YRAY3I Fa I YS&8Lya G2

guiding principg of cultureft SR dzNB 'y NBISYSNI A2y YR Aa adzadl of
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NB LJdzil | (0 A 2 v (Zukid & Byaslw, Q0LXJ $38) Being subject to an increasing amount of

literature (e.g.Brighentj 2016; McAuliffe, 2012; Mould, 2017; Schacter, 2Q14ibban art perfectly

FAGA Ayd2 GKS YyIFINNIGAGS 2F OAGe ONIYRAYIQA dziAf
LISNFSOG |Y2dzyli 27F Wa diBaheriveisdg\NeDIf1, poR5J (BRI dz3 K/ RA ( NI W SR
LJ2 f QUIn&r 2017, p498)character, urban art serves as a hallmark for authenticityctv affects

our conceptions of the citfZukin, 201Q) Evoking feelings of desirabilitynéh authenticity, while
simultaneously being an essentially unpermitted practice, urban art thus aptly describes what Schacter
(2014b, pi65)referstowiththe 2 G A 2y Wl Sa i KS (i AbarcaRd15, jpABD) fadharNS & & A
GKA& LILINRIFOK 6@ RA&aOdzAaA&AYy 3 K2 BautdeNd, lgritty inn&Bity YOI v
fAFS G6KAES NBYIFAYAY3d FTNASYRf@ |yR AyOfdzaAdSQo !
on the mode of inscription, with a general preference of murals over street art, and street art over
graffiti (Andron, 2018; Evan2016) Since reactions to urban art differ within society, the utilization of

urban art as a plac¥ 1Ay 3 G22f Ffa&a2 RSLISYRa 2y GKS 3S23NI
neighbourhoods and quarters with urban art in place of branding the entyearea(Brighenti, 2017;

Evans, 2016)As Huntingtor(2018, p71)states,LJ2 f A O&8 NBalLlRkyasSa G2 dzaNbBFy 1
Ay FaadzYLliaAzya [o62dzi GKS SO02y2YAO 2NJ a20Alt ST17
common measures to economically take advantage of urban art.

2y
:

4.2 Implementation of urban art intreative city branding

There exist numerous official measures to implement the policy approach outlined in the previous
section.These measures will be presented in the following to give an overview of urban art as-a place
making tool from a practical pdirof view and to serve as a framework for analysing endeavours
following the creative city narrative by the municipality of Cologne. By showing the growing
receptiveness to urban art by local authorities in recent years, it becomes obvious how urbas art ha
0SSY WAYINIAYSR Ay GKS 2FFAOAIf & OMAghdint& 2027F  dzND |
p.119)

4.2.1 Legitimised space

The mostpassife®@ LISNXYAGGOAY 3 F2N¥Y aAIyATFEeAy3d Ydzy AOALI £ Al
legitimised spacegd.his strategic approach refers to different forms of expression: first, transformation

of existing surfaces by giving permission for legal degigh) Wé | £ £ & F2 NJ ZBvah§ S E LIS N
2016,pl168p ¢ KS&S WKIffa 2F FFLYSQ:X a 3ASYySNIftfte NBTFSI
regularly and provide a colourful appearance of the respective space. Second, legitimisationecan tak

L I OS o6& 6KIFIG KlFIa 06SSy 2dzif AYSR Ay GKS Ay dNRRdzOU
RSANBS 2F I OOSLINi yOS wX8 A (SchackNAHEb, AGE)otadtviorkO dzf (i dzNJ
(Young, 2010}Brighenti, 2016)And third, approval of open spaces for murals, either available for
commercial rent or artistic design. While the former implies direct economic value for mailitieis,

GKS f1FG§0GSNI O2yiNAodziSa G2 GKS NBaLIS andénBery,SA I Ko 2
2018) Both forms of muralism have in common that they are more visible and appealing to observers

than other forms of urban art and that they work well in photographs because of theif/Almeca,

2016)

4.2.2 Destination marketing

Urban art has become a tourist attraction on its own and consequently, local governments have
adopted the phenomenon into their destination marketing rfievans, 2016)n a research by Andron

(20185 G KS NBaSFNOKSNI 22Aya aSO@OSNIf aGNBSG NI d2c
space is produced through promotional efforts. With a growing number of city visitors interested in
exploring urban artistic interventions as sigai§ for creativity on their own, these guided urban art

tours have become a popular tool in this regard by showing what are deemed desired forms of urban
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FNI YR WgKSNB | (G2dzNJ 6221 Ay 3 gAnbrdn, 201&1046RIMz (G KS S
addition, urban art guides have become a gasxgay at several tourist information deska&barca,
2015)

4.2.3 Urban art festivals

Further appealing to tourists, urban art festivals arguably constitute the most promising and most
applied measures to achieve the goals dictated by creative city discOdbseca, 2015)Although

seldom initiated by local authorities, these events are normiallyded by municipalities and have
60S502YS 'y 2YYALNBaSyid aLISOGlIOfS 6AGK AYyONBIlIaay3
a I y NSchagier, 2014b, 164) (Abarca, 2016; Brighenti, 2017)s a result of these events, they

represent an inversion in who takes initiative for the urban artistic design from the artist to the
developer, and ths the relationship between the twfvan den Berg, 2018Yogether with the fact

tKFd 2yfteé WiKS (2L GASNI 2F {GNBSG ' NI LINRPTFSaanazy
focus, it raises questions as to what positions local urban artists take.

4.3 Reaction of urban artists

As Abazg2016, p329)y 2 1Sa > WiKS O2YY2RATAOIGAZ2Y 2F NBG2f dzi
FYR (GSyaArzya FyY2y3 INIAalGaQod ' GKAA LRAYGIZ GKAA
of urban art does not solely relate to incorporation of the market ecoppbut as we have seen to

policy approaches of local authorities alike, which have traditionally criminalized artistic interventions

in the urban space. In the outlined framework of different modes of production as well as utilization

of urban art, BaneWeiser (2011, p651)F A OSNIi F Ayad GKIF G dzNBFyYy | NI YO«
I dz KSy G A Ok 02 Y YySéhiiagingt in URdatttioReS (ractices and defying prescribed
functionalities of space. At the same time, urban artists are constantly torn between the production of

Fdzi KSYGAO AYyGSNBSyaGAz2ya FyR RS@2GAy3 2ySQa | NI

4.3.1 Positioning

The inner dispute for urban artists to position themselves within this context is further accentuated by
several conditions, making it an opaque involvement that needs to be pondered consisténglys

firstly due to the fact that artists who have deciti¢o produce artworks according to commercial
frameworks, frequently are not allowed to freely determine what to paint in detail, but must negotiate

the artistic content with the curato(Schulz, 2017Secondly, decisiemaking is further complicated

when initially unaithorized interventions are being utilized for commercial purposes in retrospect.

With regards to this issue, a mural by the artists Blu and Henke in Berlin Kreuzberg is of relevance.
After its installation, the mural involuntarily became subject of urlaantours, post cards and was

used by the municipality of Berlin as a marketing tptdénke, 2015)As a reaction to this, the artists

coated the mural entirely with black paint, signifying a resistance against reappropr{atenke,

2015; Kaltenh&user &arringhaus, 2019)This act represents what Brighe(®017, p.128)refers to

GgKSY | NHdzZAy3a GKFG dzNBFY FNIAadada WKEFE@ZS FStd AyON
(KSANI 26y ONBIFGAGS 6SFLlRya 2F NBEADSNFOSEA &N &R
positionality, the issue also raises questions of responsibility.

4.3.2 Convergence

The place urban artists take within the creative city branding discourse is becoming more intricate by

being both conducive to commercial interesiad subverting these endeavours at the same time

(Ulmer, 2017) BanetWeiser (2011, p642)takes up this seemingly contradicting phenomena and
RA&O0dzaaSa Al dzy RS NI Gided & dyNaIha® ve KRSF | UeBiizK/20NS NERSySHS K 2 |
art and advertising is not in opposition by showing how following the ideal of reclaiming the streets

with the help of artworks installed without authority has its own commercial appeal for artisthis

sense, commerciality and creativity converge. In this sense her findings can be read as a plea for a more
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nuanced consideration than what the authentic/commercial binary implies. Urban art thus can partly

08 Sygorairzy SR WI ¥ I yR2 ¥foney 2018 RIFDN RIS Ay HIOKD) &
deliberations are emphasized by UIn@017, p498F ¢ K2 A& Of FAYAy3d GKFG &2y
F3FrAyad GKS aeadsSy gKAES Ffaz2 FdzNLKSNAYy3I AdGa FAY
and by Linder & MeissngR015)g K2 NB Y| NJ] dzNBlFyYy | NIAadaQ O2YLX AOA
The street artist Englit2014)F LJif @ RS&aONARO6Sa (KAa RS@OSt2LIVSyid oe
A0NBSGa FINB y2 t2y3SN 02y aiRSNBR OO0l (CIKARAT LISHNEDISK
imply that this development canebapplied to urban artists as a whole, given their heterogeneity, but

was nevertheless important to point out in challenging what Mcl€z014, p2170)O f f & WG KS 27
onedARSR LRNINIe&lf 2F IINIAaGaQ 2F SAGKSNI O2y G NAOG
cities or producingounterhegemonic acts of resistance.

nedén / NAGALdzS 2F OKIFy3IAy3a dzNBIyYy | NIQa dzas
Tearing urban art from its uncommercial context and inserting the subculture as a tool into creative

city efforts has fostered several critiques. These include mgereral assessments of commaodification

(Harvey, 2014 homogenizing public discourse by neutralizing urban art as a cebhagamonic act

(Schacter, 2014kgs well as missing art criticism of sanctioned modes of productitminaurban art

and power relations accompanying urban art to(ksdron, 2018; Glaser, 201 Qne more abstracted

form of criticism concerns thsociocultural effects on neighbourhoods being subject to creative city
branding efforts involving urban agAndron, 2018; Henke, 2015)

4.4.1 Commodification of urban art

Commoadification of urban space following neoliberal urban politics is subject to many critiques (e.g.
Harvey, 2014; Peck, 2005Vith regards to urban art, Schac{@014b, p162)refers to this process as
WR2YSAGAOFGA2YQ YR WySdziNI AT FGA2YyQY 068 6KAOK Y
W OljdzA A GADPS RSAANBEARINIWNKSOORYGSYLR ST NBZEK SR E (
the critical stance hés taking and is amplified by Abar@015, p234)NBS 3 NRAy 3 GKAa Aaad
FYy2G3KSNI 2yS 2F O2yGSYLRZNI QBzf ONARKGA2Y®Ra YSUK2RE
further forms a connection to the process of gentrification as a results of these effdstsca, 2015)

The relationship between artists and gentrification has been studied in depttGedach et al., 2014;

Ley, 2003 but is increasingly a research subject in conjunction with urban art (sekaison, 2019

4.4.2 Consensus ingference to dissent

Initially being a form of rebellious, appropriative creative resistance, it has been made clear in previous
sections that urban art emerged as a practice which is inherently politisahstitutionalization goes
handinhand withfodza & Ay 3 2y dzNblFy NI Q& Y2RSa 2F LINRRdAzOG A
while neglecting those spatial practices of actors challenging political and social conditions with their
artworks(Hou, 2020)Hou(2020, p118)i NB I 1a GKA & LINROS&aa a |y | Od 3
overshadows the political value that these undesired forms of production entail. This idea is picked up

and extended by Flessas & MulcB918, p226F | NHdzZA y3 G KIF G S@Sy dzZNbly | N
to established orders is now perceived to be part of both it§iftf SOl dz2r £ | yR 02 YYSND.
this sense, urban art is functionalized and whitewashed and thus has withdrawn its critical potential
(Mould, 2017) The critiqgue of preferring consensus over dissent is completed by Scli20idb,

p.173F | NHdzAy3d GKI G GKA&a LRAYyG 2F @GASg oe& f20I¢
KSGSNR3ISySAiGe 2F a20Alf tAFSQr 0SOFdzAS | f GK2dAK
GKSNBET2NBE WTI N FNRY SHyaR Q32 yiikNG &R ANGBILANZS YA SWUIK |G RYAdaaL
I KSGSNR ISy S 2 dza(SdR&Lter22014B, li6R)O NB I f Y Q
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4.4.3 Urban art tours and festivals

The meaasres described above and artworks displayed in urban art tours and urban art festivals have

also become the object of criticism, particular because of their effects on the production of space
(Andron, 2018; Schacter, 201A central critique to guided urban art tours relates to the limits which

they establish between what is art and what is not. Following this binary logic, wigabied during

these tours, thus is likely not to be art, while what is promoted, consequently is art. The tour guide has

the power to shape these impressions by creating lap&hiron, 2018) The literature suggests that

guided tours focus on legal commercial and artistic murals, while murals also are the prevalent mode

of production at urban art festivalgAbarca, 2016)Murals themselves have often been criticized as

being torn out of their spatial context, for their largely absence of art criticism as well as their missing
differentiated negotiationwith the environment(Glaser, 2017; KaltenhduserB&arringhaus, 2019)

The criti¢ £ | G G A ( dzR S20125apprehdBsioMtha@lagsl Qrban art might be considered as

WL 2L NI QX ¢2NJa GK2dzZ3KGf Saate RNRBLILISR Ay Lz f
Studying the effects of guided urban art tours and i@ A @+ ft & Ay [2yYR2y Qa Yy SAIK
Andron (2018, p.1047)finds fault with the symbolic representations of the district as being creative

Fa | ¢6K2tST 6KAOK Ay KA& 2LIAYA2Y Aa | WF¥lLrtasS y2
thus, its ived reality.

4.4.4 Mythmaking

This section refers to concerns expressed by researdimst the impact of promotional efforts on

urban artists, but also on the urban area being promotkds therefore to be understood as an

extended critique of the sadg-cultural effects thatte promotion of urban art in city branding contexts

can have and is important to elaborate on in order to compare the theoretical outlooks with the results

2T GUKAAa GKSaAaQ NBaSI (RIRadd Herk€01B)SavideNgahdiidysbogian 6 & | Y
outlook for the lived future of urban artists in branded neighbourhoods as well as for their future
composition.Henke (2015, p294) states that what can be found in the Berlin neighbourhood of
Kreuzberg today is not the artistic creativity that once constituted its appeal for promotion, but rather

Fy WENIGAFTAOALE | NIakcaseduénce lofpdzn@iond ¢fibrts dithid réative dity
discourse, what followed the depoliticization of urban art was the influx of the creative class and
increasing investment in Shoreditch, Lond@mdron, 2018)According to the researcher, displacing

dzy al yOUA2Y SR dzNBlFy FINIig2Nya oAttt SOSyiddz ffe NBad
the aura of a city that is long goSAndron, 2.8, p.1055) These outlooks can be connected with the
deliberations of Zuki(2010)Ay KSNJ O2y G NAodziA2y Wbl (1SR /AGeQo
authenticity to be paradoxical, because the yearning for authentic places as preferential residential

areas implies a socicultural conversion of these places themselves and destructs théial

character (Brighenti, 2016; Zukin, 2010Arguably, this process is accelerated by the manifold
measures promoting urban art as a means in the realm of creatiydranding efforts, leading to an

SN} adzNB 2F | dziKSyYyGAOAGesT WONBIGAY3a Y2NB YR Y2N
adzoaidl yoSz 27F y SA 3K @iaddeN&VeidsRer, POIRRAD2 YY dzy A (& Q

4.5 Conceptual framework

Figure lillustrates the conceptual framework of the present research, based on discussed components
above.What has already become obvious from the structure of the theoretical sections abdlve

dichotomous structure, consisting of urban art and city branding as independent and separated
components. The grey lines visualize the internal links within these components, supported by dotted

boxes for reasons of clarity of their interconnectedse The black lines serve the purpose of
uncovering the numerous entanglements between urban art and city branding, thus representing the
O2YoAYylFdA2y 2F (GKS (g2 O2YLRYySydao WLYLI SYSydl G
urban art and city bnading, as they further depict the combination as seen in the third theoretical
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section. The thicker dotted line sums up the combination of city branding efforts and the subculture

of urban art in its entirety. It also represents their reciprocal relatigmsimd thus is pivotal to lay the
IANRdzy Rg2N] F2NJ GKS lylrfeara 2F GKS NBaSI NDODKQa YI
art and related factors to be considered within this strategic orientation.
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5 Methodology

Following the theoretial chapters as shown by the conceptual framewdhks dhapter presents the

toolbox of this thesis, by means of which the study willapalysed After focussing on the research

philosophy, it deals with different strategies and assessments of selected methodologies. The
systematic process of how these methods are applied to arrive at answering the central research
guestions constitutes the subsequent ptel'he chosen methods and the respective process of analysis

are presented separately and following this, their combined value as a qualitative-mattiod

I LILINBF OK A4 RAaAOdzaaSR® ¢KS OKI LIWISNI Of 2a 8. oA GK F

5.1 Research philosophy

Reflecting on philosophical assumptions is crucial for showing the lens through which a researcher
looks at the nature of reality and knowledge within reseafCneswell & Poth, 2018Yhis does not

only have an impact on the methodological choices made, but also on the interpretation of the
research results accordinglBryman, 2012)

By weighing up different worldviews, a combination of constructivism and critical theory is identified
to be the best fit forthis research. Dealing with the social reality of the urbarsaliculture, making

use of the framework presented as constructivism is promising in looking at the production of artistic
interventions in the urban space as carried out by artists themselvésither gives respect to the
apprehension of urban artists as social actors shaping the subculture, rather than assuming that this
social phenomenon is constituted beyotttkir influence and thus undermining the role of artists
objectivism would imly (Bryman, 2012) In addiion, Creswell & Poth(2018) state that
phenomenological studies are the topic of a constructivist ontology. The impact of taking this
framework as an underlying concept of reality for the interpretation of the research results relates to
relying on the way that participants view, and observationghe research topic as far as possible
(Creswell &oth, 2018)

The theoretical considerations as presented have critiqued the power which commodification in the
form of creative city branding has on the urban art subculture and introduced critical sttmveais

f 20t 32 3SNYYSy atEnthibgthdeegoadii values, admnp dthgr factors, shape
NBIFfAGESET ONROGAOIT GKS2NE LiNahiitRichsof resistaraiandistatd T NI Y
regulatiorQ(Creswell &oth, 2018, pp29¢30) within subcultural contexts. With regards to the
interpretation of research, critical theory implicates that the researcher and the research object are
inextricably intertwined. As a consequence thereof, the research results are charged and influenced
08 GKS NIBa&S ([CreBWeIBSRAME2018)- f dzS a @

Combining the ontology of crititéheory and constructivism offers the chance to depict implications
for the subculture of urban art, while simultaneously arriving at policy recommendations to be
considered. It also offers tepistemologicallywiew the topic under investigation as urbassemblage.
Assemblage theory as brought forward by Deleuze & Guafl®87)is a multiplicity of reality,
interested in the emergence and processuality, as well as the sociomateriality of the object of
investigation(McFarlane, 2011)n contrast to the descriptive rather than explanatory nature of Actor
Network Theory, most prominently represented by Lat¢2005) asemblage theory does not start

from a flat ontology and takes into account political economic conditions for shaping urban conditions.
It thus acknowledges thgtructuringpower of capitalism for the sociomaterial composition of the city
(McFarlane, 2011)These features of assemblage theory can be applied to the presented notion of
ephemerality in urban art as a constant process of becoming and opens up to look at thensateital

reality as part of thessemblage, facilitating the condition for the spatial analysis.

5.2 Research methods

Qualitative research methods are useful for engaging in atepth and interpretative understanding

of human action and their underlying caus@greswell &oth, 2018) These points anstitute the
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reasons for choosing qualitative methods to approach the topic of investigation in the present
research. Unlike quantitative research which relies on numerical data for analysis, the multiple forms

of qualitative research to be discussed aqplied enable the researcher to delve into the meanings

urban artists bring to the issue of commodification and utilization for creative city branding efforts.

Here, multiple qualitative methods will put forward the lived reality of urban artists andyaedhe

outlined context in the theoretical framework. In line with assemblage thinking as delineated in the
previous section, the socimaterial surroundings, treated as the area in which urban artistic
interventions take place, are incorporated to furthmake sense of the meanings ascribed to the
research topic. Since interpretations are always exposed to the underlying conceptions of the
researcher, an objective stance is to be taken to avoid bias. The main research question further
emphasizes the nedod look at the research topic from a qualitative, interpretative viewpoint. Relating

to implications for urban artists arising from its utilization in the framework of creative city branding,

the effects are by definition subjectively perceived and thusrditative methods would not provide

results taking into account these subjective distinctions.

While inductive reasoning moves from a particular case to deduce general theories or ideas, deductive
reasoning does the polar opposite: here, the specifaoiscluded from broader theories by testing it

with data. For this reason, the latter is usually associated with quantitative research. Abductive
reasoning is positionedibetween, or centrally, between the two described above. It is thus a form of
inference which according to Mitchef2018, p104)@ (G F NI & 6A G K WA dzZNLINRA AAYy 3 T
then devoted to their explanaticd@® C2 NJ G KS LINBaSyid NBaSINOKI | 6 Rdz
the most suitable form of inference for two major reasonissti-because it starts from the surprising

FILOG 2N WLI NX R2ES&Q | (X026y P329) mfbra olid thes contedtkKof ! o | T |
WO2YY2RATFTAOIGA2Y 2F NB@2tdziA2y I NE INIQd {SO2yR:
for interviewing urban artists adecated within a theoretical framework (signifies deducditt have

not yet been empirically tested yet as shown in the scientific relevance section (signifies induction).
Therefore, the incorporation of existing theory to generate new theory is ahtat of the present

research.

5.2.1 Casstudy

Based on the deliberations of Y{ip003) a holistic single unit of analysis was chosen for the present
casestudy. A major characteristic of this approach is the completeness in which a phenomenon is
investigated, which is why it disregarfigther subdivision as for instance found in an embedded
singlecase studyYin, 2003)It is important to mention that the chosen castidy approach does not

depict the research topic itself, but rathects as a spatial reference for the research findings. As
mentioned in the introduction chapter, focussing on the issue of commodification of urban art in the

form of creative city branding, the Cologne neighbourhood of Ehrenfeld was identified as onesdound

case. In what follows, a number of reasons will be delineated to justify the choice for thistadge

approach. The first selection criterion as to why Ehrenfeld is suited to illustrate the issue on hand is its
reputation to be the creative melting pan Cologne. This symbolic ascription becomes particular
SOARSYUG (GKNRIzZZK (GKS ySAIKOo2dzZNK22RQA NBLINBaSydial
/2t 23y SQa RSailAy I (dbhngny/20M)Théle8and sélectioh &inodrelates to the

high density of urban art within the neigbbrhood compared to other Cologne based
neighbourhoods. Among other factors, this becomes apparent from guided urban art tours offered in
9KNBYFTStftR o0& LINAGIGS 2LISNIG2NBR a gStf Fa oeée |/
described, one of thenajor objectives for the research on hand is to arav@olicy recommendations

in the form ofrelated specificities within the realm of urban art and city brandithgt need to be
consideredf 2 NJ G KS OA(&Qa A& ieylirés &rdirdépth Anddrstagding of he lgcdl ¢ KA &
urban art scene. A comparative approach, as to be found in multipleR&& A 3y a s ( Kdza ¢ 2 dz
been promising in achieving this objectividhe selected single case study is explanatory, rather than
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descriptive or exploratry, because it elaborates on the interactions of urban art as well as creativity,
which is an important element in creative city branding. It needs to be noted that the neighbourhood
Ehrenfeld will not be taken for the single cestedy as a whole, but a@emarcated area within the
neighbourhood, formed on the basis of different methods applied during the site visit in August 2020.

5.3 Data collection

Applying a qualitative mulmethod approach, tis section will deal witlifferent methods of data
collection and related characteristics to bear in mind when applying these methods. These
deliberations will serve as both a justification for the choice of these methods and descriptions of how
empirical data for the present research was collected.

5.3.1Visual data

Physically engaging with the spatial setting of the research took place in between Tuedtaygo4dt

2020 and Saturday, TSAugust 2020. Walkarounds in the field resulted in gathering photographs of
various urban art interventions in Colagithrenfeld. The utilization of visual data for research can
take place in various forms of methodology which might vary in their modus operandi and objectives
(van Leeuwen & Jewitt, 20Q1)n discussing a suitable approach for the present research, visual
representations are tre& R e¥itlefice of how their maker or makers have-Jeenstructed realitQ

(Van Leeuwen &ewitt, 2001, p5), thus evidence of the subcultural practices, sanctioned and
unsanch 2 Y SR | & LINPRdzOSR o6& dz2NBly INIlAadaed ¢KAa I LL
brought forward by Ros€016) Here, the author discusses the cultuga® y & (i NHpoth whatys 2 ¥ W
seen and how it is se€fRose, 2016, [&). In comparison to the analysis of semiotics as suggested in
content analysis, these subcultural productions of constructed reality are more important here for
several reasons. First, for substantiating the lived reality of urban artists. Secondinioiggasights

of the influencing interplay of the built environment 1asvis practices of artistic interventions. Third,

for capturing the ephemeral nature of urban art and showing visual changes. Depending on where they
are most applicable, using viswlta will either be based on collections of images or single images. It

has to be acknowledged that focusing on the constructed reality with the help of visual representations

as outlined implies the threat of considering the image as representativeiofehlity, when in fact

Wam these perspectives the image is more unreliable and slippeaysasirce of factual informatiaa

(Van Leeuwen &ewitt, 2001, p5). However,substantiating,and visualizing claims resulting from
gualitative multimethod approach is the main objective here, discussed in more detail in the
subsection dealing with triangulation. Further critique on using visual data in the form of plootos

studies concerning street art is established by La Ig{@6id5) arguing that issues of researcher bias

arise nevitably due to personal tastes or accessibility of work and proposes that for visual data to be
meaningful in this regard, it needs to imply further information such as the precise location of the
artwork. The further section will shed more light on athed meeting these suggestions.

5.3.2 Spatial analysis

As patial analysisechniquesare wually part of quantitative methods, cartographic approaches can

be based on qualitative approaches as will be shown in the following. In a paper on employing
PYualtative Methods for Research on Mapmaking and Map@&e { dzOK | y(2000, pl148)S & S NJ
establish a framework of qualitative methods from which to draw on creating maps. These include
Werbal data from questionnaires, interviews, or thialoud protocols; direct observation data from
ethnographic methods such as participant observation; and dwnt data from analysis of maps,
images, or written materia@® C2f f 2 Ay 3 GKAA& | LIINRIF OKX aS@OSNI
in a cartographic visualization of the spatial research context. To start with, documents were consulted
which promote hottJ2 1 a 2F dzZNBFYy NI Ay | LINRPGA&AAZ2YLFE YI LI
agency and from a digital city magazi{® Klein, 2016; Otto, 2018jollowing this, the photographs
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resulting from walking in the field were mapped using computer software, representing poithits in

map withdifferent colours depending on their mode of productigfter marking out an initial version,

a guided urban art tour organized by the municipality of Cologne was attended on Satur#fay, 14
August 2020. Following a similar approach as Andgfii8, p.1038) the trails of the tour were

recorded with the help of &PS movement tracking appd subsequently transferred to the map in

the form of a line. The final cartographic result will be analysed following an methodological approach
provided Wotott (1996)and explained by Suchan & Brew@000, p.152) This approach implies:

firsty, RSAONA LI A2Y 2F (KS kélfadtdrss andntBre@atisriRHipd of fadkof@y + AV TRe A y 3
thirdly interpretation that goes beyond the depéal data. This is where new theoretical considerations

Oty S@2t@Sd LG Aa Ifaz2REGENBYaKBHENLE RSRNBORE BKROK
counter theory to the outlined brokewindows model by emphasizing how urban artistic

Ay i SNIZS yliquid 2ngv@mehfsid medning within and between spddss gAff 0SS SEGSyYy
own research findings.

Statisticaltechniques ofpatialanaly®s are not applied hereThey are unfit for usto answering the

research questions, given that not all manifestations of urbainahe research context were mapped

so that their results would be inaccurate. Instead, cartograptsigalization helps to identify hotspots

of urban art and the arrangement of different modes of productigthin the research areaThe map

also represnts the final spatial demarcation of the castidy. In combination with visual data, they

constitute the basis for answering tteib questionaddressing the juxtaposition of different urban

art interventions and promoted manifestation of urban art in@le Ehrenfeld.

5.3.3 Interview sampling strategy and-set

Proceeding from the situation that a major part of urban artimissuesillegal activities by artistically

engaging in urban space highlights the difficulty of engaging with the subculturssiarol. As mutual

GNXzAG A& | ySOSaaAide nbtofibjushouSidentifiahlé andzNiicult yo contsdi A a G a
(Riggle, 2010, R46)these condi?@ y & LI & +y AYLRNIIYd NRfS F2N (K
Another major factor for choosing the most promising sampling method stems from the heterogeneity

of urban artists as discussed in the theoretical framework. Having these issues in miasl diécided

to apply a mix of maximum variation and snowball sampling strategies. As for maximum variation,
determining differentiating participant criteria before making contact is important, the criteria were

based on varying modes of productig¢@reswell &oth, 2018) These relate to artists engaging in
interventions with a maximum range of urban artistic diversity: illegal as well as legitimized
interventions, highorientation, and little to no orientation towards the countercultural origins of the
subculture, resisint graffiti artists, street artists as well as artists focusing primarily on commercial
artworks such as murals. In the snowball approach, participants are selected based on information
passed on by initial contact persons. Getting access to Cologne bdasmdartists was facilitated by

T2t t 26 Ay R016)prgpgsal kol uSirg the social miedplatform Instagram as an entry point to

the subculture of urban art. Establishing rapport with the artists was further facilitated by the
NEaSI NOKSNR&a FlLFYAEAFINRGE gAGK GKS &dzo Odzf Gdz2NBE 2 F
barriers to enty due to for instance sharing a similar jargon normally used within the subculture, but

AG Ffa2 NIAaSa AaadzsSa 2F LkRRaarofS NBaSIHNOKSNI o6Al
selfunderstanding about the biases, values, and experieticashe or she brings to a qualitative
NBaSINOK addzReQs la ¢Sftf Fa RAaOdzaaiAy3d GKS AyFfd
of crucial importance and further discussed in the section dealing with valid&tiozswell &Poth,

2018, p.229) Further limitations of the sampling strategy relate to the biathoe artists presenting

themselves on the social media platform Instagrapat from pursuing maximum variation in modes

of production of urban art as a selection criterion, an additional criterion means that respondents must

be or must have been active in engaging with urban artistic interventions in Cologne and thus
acquaintancewith the local subculture of urban art.
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A total number of 10 interviews with Cologne based urban artists engaging in a wide variety of modes
of production were conducted during visiting the field in August 2020 in persona. As recommendations
on appropriae quantities for interviews vary, more important is the concept of theoretical saturation,
which states that sufficient interviews have been conducted when succeeding interviews do not
produce new findinggStrauss & Corbin, $8). The interview guide was constructed for semi
structured interviews, as these are deemed useful when follpaquestions are posed to more than

a small number of opeended questiongAdams, 2015)In order to gain knowledge fromiverse
positions and to enhance the comparability of the interview outcomes, the same questions were posed
to every artist to gain knowledge from diverse positions. The interview guide can be found in Appendix
A. To ensure a shared understanding of urlzaity an explanation of the conception of urban art as
applied in this research was given to each respondent in the beginning of the interview. To increase
the quality of interview contents and given the already indicated reserved features of urban dwsts

to engaging in illicit actions, the interviews were conducted in areas where the respondents felt safe
to express themselves like public parks, hall of fames or their own studios. The constellation of
interviewed urban artists as well as the reseafictdings constitute the foundation for arriving at a
typology of urban artists in Cologne.

Pseudonym Primary mode of production Place Time
Andreas lllegal graffiti Sociocultural centre 07-08-2020
Enrico Commercial street art Beer garden 1 07-08-2020
Sebastian Commercial graffiti and murals | Beer garden 2 10-08-2020
Ole lllegal graffiti Hall of fame 10-08-2020
Ben Commerciahnd llegal streetart || NI A a4 Q& & (| 11-082020
Jonah lllegal graffiti Public park 11-08-2020
Oskar Commercial graffiti I NI A&AdGQa ai| 12082020
Konstantin Legal graffiti Art supply store 12-08-2020
Tarik Commercial graffiti Art supply store 13-08-2020
Stijn lllegal graffiti Art supply store 14-08-2020

Figure2: Respondents overvieyown figure)

5.3.4 Secondary research

The final nethod to be applied in this research refers to secondary research or desk research. This
subsection deals with the systematic documentation of single steps to arrygpéitable research.
Consideration and analysis of policy documents published or commissioned by the municipality of

Cologne are patrticularly important to examine the single case study mentioned above. To start with,

the desk research consists of selectpudicy as well as internet documents giving information on

[/ 2f23ySQa aGNIGS3aAAO0 2NASYyGlrGA2yY 6AGK NBIIFNRaA G2
yield useful information, the selection process filters the content with the help of keyword sefrch

the terms: creativity and creative industries. The advantages associated with this step ai@dwo

First, because urban art as a term is not directly taken into consideration for city branding documents

of Cologne. Second, because the continuum leetvurban art and creativity (creative city, creative

industries etc.) have been made clear in the theoretical framework, with the result that a distinct link
between the two can be assumed. In a second step, relevant city branding means referring to

Coloy SQ& dzaNB Iy f I YyRAOFLIS Fa || ¢gK2fS NS oNR]1SY R2;:
Ehrenfeld, in order to represent relevant city branding measures more adapted to the case study. To
RSY2Yy&aGNI G4S GKS AYLRNII YOS Ibiaddmg ekt varidus dzND | y I NI
publications of different administrative bodies.§.,cultural planning department), subsidiariesd.,

economic promotion Cologne) as well as commissioned market research institutes are considered.
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5.4 Data analysis

Analysinghe data is the subsequent step following conducting and transcribing the interviews, as well
as collecting visual and secondary data. The systematic analysis approach of the respective data
represents the constituent part of this section.

5.4.1Interview coding and analysis

Data analysis is the subsequent step following conducting and transcribing the interviews. In a first
step the interview transcripts are examined one by one and provided with comments identifying
common features among diffeyel NBalLRyRSyidtaQ dzidtdSNIyoOoSao ! Fi
commonalities, the transcripts were inserted to the qualitative data analysis software Atlas.ti 8.4 for
dzy RSNIF {Ay3 GKS LINROS&a 2F O2RAy3Id / 2REepA& I a WI vy
Kurtz, 2016, p650)of data takes place in different steps. At first, open codings were ascribed to parts
of the transcripts that were deemed valuable for answering the research questions in succession and
memos were created with noticeable information. This resulted in a multitude of codes, so that in a
second step merging of those open, connected codes toatepiatentatively abstract the data. As a
result, these codes can be found in different transcripts, enhancing their comparéBiljiypan, 2012)

In the further course of coding, the tentatively merged codes were grouped to create thematic codes,
displaying superior codes in reiam to their abstraction. The thematic codes were further organized
into multiple descriptive codes. An overview of the different coding levels can be found in ApBendix
Ly Fy STF2NI G gresdeBRRotz(r818,ip 0B to ledelOdireNIEeferred to theub
guestionsof the present research, matching the thematic groups to different codiogps represents

the final coding step. Known as axial coding, this step illustrates how the linkages and relationship
between data are constructe(hllen, 2017) The coding groups consist of coexistence, juxtaposition,
promoted manifestations and utilization and were assignéterent colours for a better overview.

This approach was deemed useful for systematically answering the research questions in the results
and analysis section. The codingescan be found in Appendi@1 to C.5

5.4.2 Triangulation for comparative daaalysis

Approaches of triangulation refer to using and combining different data sources, methods, theories
and investigators with the objective to enhansebstantiationand validity of resarch findings
(Bryman, 2012; Creswell Roth, 2018) As different types of approaches exist, methodological
triangulation is of importance here. Defined by Dendi@78, p.304)| & cdéhplex process of playing
each method off against the other so as to
maximize the validity of field efforl®% G KS
gualitative multimethod approach consisting of
visual data, spatial analysis and interviews as
developed above will be used for substantiation

of each other in this research. figure 3shows,
they operate as a frame to the described case
study inCologne Ehrenfeld.
Flick(2010, pA183)R A & (i A y 3 dzA & tKr&ea Figure3: Methodological triangulatiorfown figurd

modes of application for triangulation: as a validation strategy, as an approach to tieeadjeation

of discoveries, and as a route to additional knowledge C2f f 26 Ay 3 | 0 RdzZOUA DS NB
dismisses the second mode of application as suggested above. A segrwadhows how the different

gualitative research methods, togetheiittv the theoretical framework, are combined with regards to

the sub questionsFigure 4 indicatethat the multiple methods do not apply to easib questiorto

the same extent and thus are not equally useful to analyse esaly question This approach

represents an additional specification of how triangulation is used in this research.

ntendiews

Cologne Ehrenfeld

visual data spatial analysis
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5.5 Reflections on research ethiealidity,and reliability

Engaging in qualitative research approaches implies by definition to take up a more interpretative
position compared to quantitative research. Validity and reliability are quality criteria widely suggested
in the literature for ensuring robustness and nigi the researct{Meyrick, 2006)In addition, dealing

with interviewees as a qualitative research method imposes ethical requirementsttioytar when
performing investigations on vulnerable parts of the population.

5.5.1 Research ethics

In doing research, ethical issues arise throughout the entire process, ranging from gaining access to

the study with the aid of the research proposal teuiss of plagiarism and considerations for publishing

a study (Creswell &oth, 2018) Dealing with respondents raise further issues such as assuring
confidentiality and anonymityHay, 2016)Whatis of importance in greatest depth for the present

research are research ethics stemming from dealing with a group of people engaging in criminal actions

such as urban art. Turning to ethical guidelines within the field of criminological studies isinseful
searching for methods for this concern. The most important factors according to the literature relate

to the notions of anonymity and informed consent. Anonymity should not be confused with
confidentiality and relates to proceedings which assure tkaft NS 4 L2 Y RSy 14 Q ONBRSYy
cannotbe traced back. One of the most common methods to ensure this effpgesdonymisation

(Saunders, Kitzinger, & Kitzinger, 201Bgeudonyms in this research were chosen not only for the
FNIAAGaQ ylYSasz odzi Ffaz2 F2NJ dzidSNIyoSa NBfIlGA
organisationsand businesses the interview transcriptslt is argued that choosing for this approach

does not alter the meaning ascribed i®spondents buts a necessary step in ensuring the prevention

of criminal proceedings for tm. For thisreason,it was adeliberate choice not to issue two separate

versions of the present researcfihe second factor relates to the notion of informed consent,
explained by Johnston@005, p61) | aEBkplaiing as fully as possible, and in terms meaningful to
participants, what the research is about, who is undertaking and financing it, why it is being undertaken

and how any research findings are te disseminate@ ® Ly AGA Ll f & O2y Gl OGAy3 (K
to a major part in explaining the research topic as well as ensuring the confidentiality in dealing with
RIFEGEF Fta ¢Sttt a GKS NBaASI NOKSNRa 2 dglgrapportYPkidr A I NR § &
to the interview, the researcher would provide further information on the dissemination of research
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findings and ask for permission for recording.

Apart from ethical issues with regards to dealing with informants, further reflectionthemmore

general research design should not be neglected here. Most commonly, these refer to ethical
considerations of the analysis. One such issues relates to making the process of conducting and
handling data comprehensible. To ensure this, the datadedthoroughly,and the datasets are made

available to the examiners of this research. At the same time, ascertaining concealment of the data is

of crucial importance. After careful consideration, the present research will be provided for Radboud
Universii @ Qa (G KS&A& NBLRAAG2NRT 06SOIdzasS GNXOAy3d NBAL
made available.

5.5.2 Validity

As different perspectives on validity exist among researchers, resulting in different strategic practices

for measuring validity, tis section will concentrate on those strategies which represent the outlined
research approach and ontology and consider the influence of the resedfCheswell &oth, 2018)

As a first strategy, Creswell & Po(2018, p260) & dz3 3 Sairdboratthg evidence through
triangulation of multiple datasouréeQ ® ! & G KS LINBGA2dza aSOGA2Yy Kl a LJ
by method triangulatio as a means to validate the research findings considering multiple qualitative
YSGK2Rad ¢KS &aS02y R aDistavefing Bedativik SakdfaBaly/<tsRr ANBHidNG 2
evidenc®® LG FAYa G GKS ySSR 27F @R g¢fanalysig, sdttatwWNEBFA Y A Y
encountering evidence of opposite viewpoints these are incorporated in an effort to understand the
findings with all subtle distinctions. The opinions of the respondents were sometimes conflicting, so

that prior assumptions oprevalent patterns of opinion had to be reassessed and refined. Following

WL AY (a @Emkswal\yBrRpii2aiez$281)as cornerstones of disissing research findings is

crucial for this strategy and to be applied in the results and analysis section. The last strategy as
suggested by Creswell & Po2018)NE I (iChafying @seakcher bias or engaging in reflexivity
Revealing of the possible biases, values and past experiercasflaencing constituents for
interpreting research findings is most important here. As previous sections have indicated, these
AYLINAYGAY 3T GOGAGHdZRSE NBfIFGS G2 GKS NBaSIFNOKSNRa
acquaintance with thegeographical research context of Cologne Ehrenfeld. Being mindful of these
strategies throughout the research process, validates the research findings to the greatest possible
extent.

In addition to the considerations above focussing on internal validitjzat follows are brief
considerations on external validity. Referring to the generalizability of the research findings, selecting

a holistic single unit of analysis for the casél dzZR&@ AY RAOF GS&4 RAFFAOdA GASA
validity. This isseibrings forward a conceptual incompatibility accompanying the chosen approach.

5.5.3 Reliability

Reliability in qualitative studiesannotrefer to measurement issues as opposed to how quantitative
research would approach this quality criteria. For tiei@son there is a lack of unity in whether or not
reliability can function as a quality criterion to qualitative research altogefBeyman, 2012)Taking

these discussions aside, an important element of reliability relates to how accurately the selection of
respondents can repsent the total population under stud¢Golafshani, 2003)Given the situation

that urban artists are highly heterogenous adigated before, this issue was tackled by applying the
sampling method of maximum variation regarding the modes of productions produced by the artists,
based on assessing visual representations posted on the social media platform Instagram. It is
aggravatel by the fact that no official numbers on producers of urban art exist given the criminalized
nature of these interventions. The multifacetedness of patterns of opinions expressed in the surveys
and intensivewalkingin the field recording multiple photagphic representations of different modes

of production can however be taken as evidenceapiresentativity A second definitional element of
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reliability refers to reproducibility of research findingiSolafshani, 2003)This element is ensured by
interviewing respondents with the same interview guide and further is emphasized by the strategic
process ofanalysingthese findings figure 4),making the analytical process more transparent and
reproducible. It has however to be acknowledged, that the ephemeral nature of urban art makes it
difficult to find the same artworks at a different period of time, reducing the degfeeproducibility.
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6 City branding and urban art in Cologne Ehrenfeld

The present chapteainalysed 2 f 23y SQ& dzLJilF 1S Ay GKS ONBFGABS OAL
policy documents yielding information on this issue. A particular focus lies on elucidating how both
Ehrenfeld, as a symbolically charged creative neighimad as well as urban art receive special

attention in this discourse, illustrated on the basis of implemented city branding measures and a
changing municipal awareness.

6.1 City branding Cologne

In congderation of various policy documents and comnussid market research studies, city branding

Ay [ 2t23yS aA0NRYBRWIKSET INAALS @iF2 NIWKRS QANS | G A @S  Of
business location indeed witnesses a sharp increase in employment figures in the creative industries
sector (Prognos AG, 2016The municipal efforts connected to city branding can be sequenced into
two periods. The review of various documents suggests that although city brandingu&asned
process, the duration of the strategies can be temporarily divideslexplained in the secondary
research sectionthe selectedpolicy documents refer to research from different bodiéor this
reason, theyshow insufficient consistencygf respective city branding strategiesln view of the
research topic, the following two subsections will deal with those strategies addressing creativity and
culture.

6.1.1 Period 2002020

Entrusting a private planning company with the task of creating a masgr in 2007 arguably

constitutes the starting point for city branding efforts for the city of Cologne. The strategy consists of
different actions to be implemented with objectives divided in different temporal frames, ranging from
shortterm to longterm aims(Cudny, 2019)The master plan presented in 2008 made its ambitions

clear by stating that the vision of Cologne in 2020 will be a place with room fatesadfopment of its

inhabitants as well as an attractive site for touri¢Btadt Koln, 2008d) 2 A 0 K NXB I NRa (2
researchtopDz G KS Y2ad AYLERNIFYyd LINRBLRalFfa YFERS NBFSNJ
ONBIlIGAY3a FTRRAGAZ2YLFE Odz GdzNF £ LINRPRdzOG& | yR &aLJ OSa
of the cultural function of Kéln among inhabitants and totr&Qudny, 2019, B9). Following this,

the campaign branded process 2012 (Markenprozess 2012) was introduced. Apart from creating a logo
FYR GKS &af23Fy W 2f 23§ brandingl theEdnPdigh iy ainfing at & unffoAmi S NJ-
portrayal of Cologne in an effort to strengthen the reputation of the city as well as its recognition
internationally.

¢KS RSAANBR STFS00a 27F (KA RO GaMlofithBught regagiidgitie v 2 G N
creative city discou® 2 dzif AYSR Ay LINB @ NBedzéonoi tehtiésSakEnd i NB | L
world are competing for companies and creative minds, for kihow, for quality of life and future
opportunities with intensityc X 8 daimdisKo3nake the location even moreénnationally known and

thusto attract more companies, investors and scientists, as well as researchers and tourists to Qologne

(Stadt Koln, 2012)n line with this statemet, a creative atmosphere was found to be a strength of the

city as identified in the branded proce§Sudny, 2019)As part of the branded process 2012, the

W/ 2t23yS . dzZAAYS&da DAZARSQ FdzNI KSNJ LINB Y2 AEdne 6 KS OA
looking out for experts in advertising, PRanketing and events has come to the right pl&t®tadt

Koln, 2017, p19). In 2016, the city of Cologne commissioned another study, this time to an economic
research institute. As an essential outcome of the study, seven different core markets were identified

which provide arimework for the strategic economic development and thus city branding of the city

of CologngPrognos AG, 2016put of these, two c@ markets are of major importance for creative

OAlGe ONI}YRAY3I STF2NIAY WRSAGAYFGA2Y [/ 2t23ySQ | YR
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G2 GKS YdzyAOALI f G2dzNRAY YIEN]QJSG FyR Aa asSSy |a
indud 0 NRA Sa K KPiognds26, 20F6F 3% Ithe steering towards the latter core market is
AOGNRTAY3IDd . SAy3T GKS t20F0A2y F2N) YdzAf GALX S O2YLI Yy
sector consists of the following economic activitiesusic industry, book markegrt market, film

industry, broadcasting, performing arts, design industry, architecture, press and softyanes

industry (S6nderman, 2017) The development of employment figures in the creative industries as
visualized irfigure 5emphasizes the increasing economic importance of this sector. In between 2010

FYR wnampXZ Al Aa adlGSRI GKS aS0ifNaba g2 f/d2vS 2T O
as a wholg(Séndermann, 201®) ¢ KA a o6 O1ANRdzy R KSft LJA Wrahdin§ELJX | Ay
strategies on the sector.

Year 2008 2014 2016
Employed persons 33.227 38.958 57.292
Percentage change —» 1725% ———> 47,06%

> 72,43%

Figure5:DS @St 2 LIYSy (i 2 T e ihdBstridsBet®r¥awn figNdbaskd Bfiagnos AG, 201&6ndermann, 2017)

tKS O2YYA&aaAiAzySR SO2y2YAO NB&aSIFNOK Ay JRrognosizi S & i |
AG, 2016, B1l)iscoNB aLIl2yaA ot S F2NJ /2t23ySQa LWSHEAYy3T OKL
GKA&a INBGOKSE Al A& FdzZNIKSN) adzZa3SaGSR G2 WAyO2NLR
YR OAGe& RS@St2LIVYSydQ Ihthis donfextl BdBrifeld & highBghtiRIQd & € A & |
GONF yaNBIAZ2Yy L X L2Rlghos KRG, QNG P4l Fad e dpctmmitIreSaddch

institute, this is mainlysincethe district is home to economically strong companies and innovative
start-ups located in the creative industries sector and a high identification of both residents and
entrepreneurswith the neighbourhood

6.1.2 Period 2022030

In 2019, the city of Cologne submitted the cultural development plan (Kulturentwicklungsplan) as a
general guideline for cultural planning policies with a duration until 2030. This new master plan shows

up several fields of action and subdivides theseomdtiinto different temporal framings. With regards

to creative city branding, the most important is the measure adopted that culture and art are to be

dzy RSNARG22R Fa KIFINR 20 A2y (Stadt ROInNOIDPON thidefdNd / 2 f 2 3
new department entrusted with cultural marketing to be originated. Labelling this need as an
WAYYSRAFGS YSFadaNBEQ (2 0SS AYLX SYSy i SRStaiyKdIh, f HAHDPp
2019c, p47). In cooperation with a planning office, a cultural marketing concept was developed. As a
NEBadz 6§ | Odzf GdzNF f O6NIYRAY3A OF YLI A Fy2 391550 A yAAYTARYT 3
'y AYONBIasS 2F 020K AyGSNyrt a ¢Sttt (StadtiBiSNyI
2020) In addition, the cultural marketing concept identified the shortcoming of missing internal
communi@tion within administrative unitslt introduced integrated actiorand planningto be
necessarywith regards to governing creative industri@@ewey Muller Partnerschaft mbB, 2020)

While this further demonstrates the creative city branding efforts of the city of Cologwmetrging

opinions amongdministrativebodieson creative city branding in conegéon withurban art units will

be recmsidered at the end of this chapteFhe identified shortcoming anithe fact that the enated

measures are still in the implementation phase at this moment in time are the cause of the lack of

more precisebjectives and budgeting plans.
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6.2 Casestudy Ehrenfeld: history and development

' Re2l OSy G G2 /2t23ySQa OAGe Oéwedt NBhE city ¢o3he Rhiné. i NA O
Being one of nine municipal districts, Ehrenfeld is further subdivided into six neighbourhoods.
C2ft2Ay3a (GKAA LINIHAGA2YAYy3IZ GKS RAAGNARAOGQA ARS
research contextfigure 6. As explained in the methodology chapter, the neighbourhood will not serve

as a case study holistically, but
selection inside Ehrenfeld. With
38.406 inhabitants residing in the
neighbourhood in 2014Stadt Kdlin,
2019b) Ehrenfeld has been one o
the most noticeable locations for
structural transformations in Cologne
in recent decades. Traditionally
9 KNBY TSt R@avasltshdpds
by the industrial sector in the end of
the 19" century. This development is
accentuated by the industrial
buildings of the Helios area centrall
located within the neighbourhood.Figure6: Map of Cologne and the municipal district Ehrenfeld (own fig

Concomitant with the increase in prosperity due to the asgiindustrial sectorizhrenfeld took shape

with the construction of tenements from the late ®&entury. From the 1960s onwards, flows of

migrants inhabited a large share of the housing stock, restructuring Ehrenfeld with entrepreneurial
activities (Stadt Kdln, 2008b)The closure of many companies in the 1980s and a rapidly shrinking
industrial sector resulted im high vacancy rate. In the 1990s, many abandoned properties, most

notably former industrial buildings, were rediscovered by artists as studio spaces. These developments
paved the way for another structural transformation of the area: gentrification.

In a comprehensive study on gentrification, Friedrichs & BlagR@16) investigate the urban
phenomenon in Cologne. Looking at the development of rental prices in between 2007 and 2013, the
authors stae a significant raise of the average rental price per square metre in the neighbourhood of
Ehrenfeld (Friedrichs &lasius, 2016, pl6). This research finding can be taken as evidence for
gentrification in the geographical research context. Introducing the urban phenomenon gentrification

at this poirt is important to further contextualize the ongoing changexcurring within the
neighbourhood of Ehrenfeldhe once vacant structures of Ehrenfeld provided a rich cultural breeding

ground for entrepreneurs as well as artists. Against this backgroundstiaddicultural landscape

emerged in the neighbourhood, consisting of various aspects. On the main street, Venloer Stral3e,
multiple restaurants serving differemuisiness NS t 2 0OF § SR NBFf SOlAy3a 9KNB)
outdoor terraces. Moreovenumerous barsyenuesand cafes in the side roads lead to a high density

of possibilities fogoingouth ' y | yydzZl £ YdzaA O FSadid ingarkéd clwalIK | a8 A T ¢
scene. Athis point, aconjunction to thehigh densityof urban artmanifestatiorsin Ehrenfeld can be

established.

Béicklemind/
Mengenich Ossendorf

. Bicken-\‘-_\- .
. Vogelsang dorf " N
y . Neu-
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Ehrenfeld
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ateh Mangal

Photo2: Sreet life and illegal graffiti at Venloer Strafawn photograph)

The abovementioned Helios area was one of the vacant industrial buildings within the
YSAIKO2AZRMKAZR@A LG 61 & KSNBE GKFG GKS Ofdzo FyR @S
(Brocchi, 2019, B8). Following this, the area surrounding the venue became a passively permitted

space for urban art interventions and a subcultural hotspot. Consequent upon the sale of the area to

an investor, apublic campaignBurgerinitiative ldlios) was founded to prevent the building of a

shopping mall at Helios area. They succeeded and intended the building of a comprehensive school
which is currently built. The public campaign further demandsadge restrictions for projects on the

ground Nevertheless, the Underground was demolished in 2QRibcchi, 2019) While current

restrictive covenants do not permit wall design with urban art anymore, there is still a great visibility
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of manifold modes of urban art production in the neighbourhood. With the emergence of the urban
atFTSalABlIt W AGeESIF1aQ AY wHnanmmI O2YYAaaArz2ySR T2

W2 KSy GFf1Ay3 o62dzi adNBSG NI FyR D
only doesn't take a back seat in street art sceneitocan be truly called a cultural
centre of graffiti. Just go to the Ehrenfeld district to see it with your eyes. This pa
/ 2f23yS Aa 060SAy3a O020SNBR 4AGK y!
- (HuffPost, 2017)
illegal and legat NI ¢2N)J a® LG | NHdzZ o6feée Ffaz2 LIlI&SR | adz
representation.
The quote above, taken from the W$nericanonline newspaper Huffington Post is an exdany
NELINBASY(GlIGAZ2Y FT2NJ GKS gl e GKFIG 9KNBYFSER Aa ae
changing transitionfrom a workingclass and immigrant neighbourhood to the creative and
multicultural hotspot of the cityThis labelling can aptly be connected to the deliberations of Amin &
Thrift (2002, p23)Y A ¢ty named in certain ways also becomes that city through the practices of
people in response to the labels. They perfothe label@® 2 AGK GKS 2dzif AySR
developments in mind, it seems reasonable to assume thasytmebolic transition has been fostered
by visiblerepresentatiors, first and foremosurban art This imagery can be retrieved in official city
represg/ U GA2ya 2F 9KNBYyFStRd . & |aONARoOAyYy3d floSta a
Odzt (i @Bl GusmMusSmbH, 2016f (G KS OAdGeQa 2FFAOALE G2dz2NRaAY |
YSAIKO2dzNK2 2 RQa NI LJdzi Imipdrtange oflcrgaitve DdizstriesizNghrienfed lare dzS @ ¢
emphasized by mayor Henriette Reker. During a speech on the occasion eféhe Ehrenfeld
encounter (Stadtgesprach in Ehrenfeld), Re@818, p2) a ( | (YSuR distrigp is the starting poi
and creative source for many new developmegtnd this is also reflected in the creative indust€e®
The statemenRS Y2y a i N} 1Sa GKS AYyONBIlIaAy3d AYhwlasitsOS 2
identity-establishing cultural landscape infSh Ydzy A OA LI ft AleQa 2FFAOAIE RA

('D/
<

T
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7 Results and analysis

This chapter deals with the central results emerging from ten interviews with urban artists, the spatial
analysis as well as visual data. The research findings are antiyseghemploying the triangulation
approach as introduced in the methods chapter. Based on a general coding scheme (Aendix
several coding trees originated, which can be found in AppeRdikese coding trees contain a variety

of connections and networksetween different codes, systemizing the analysis. The five sub questions
are successively processed.

7.1 Typology of urban artists in Cologne

As described in the methodology chapter, this reseavorksto gain insights from artists practicing a

wide rangeof different modes of production. For one thing this is important to elucidate a
comprehensive set of reactions to the issue of commodification, for another thing it forms the
necessarycondition for establishing a typology of urban artists in CologBeaeral defining
characteristics were identified based on the interviesgultsas well as the theoretical framework.

With the aid ofthis information it is possible to give a more nuanced overview of diverging positions

within the heterogenous subculturef arban art in Cologne and thus to give more detadnswering

the remaining sub questions as well as the main research question. As mentioned before, the typology

does not claim to aesthetically demarcate single modes of production.

As a result of themaximum variation sampling method, interviewees deviate not only through

different modes of production, but also in a variety of differentiating characteristics with regards to

the research topic. The introductory questicai® geared towards finding oatbout entry points and

pivotal moments for engaging with artistic interventions in urban areas. These questions not only

reveal major differences of the time span the respondents are involved with these practices, ranging

from initial points of contact beteen 1987 and 2014. They also show different degrees of attachment

and orientation towards theoots and original ideas of urban aat the beginning of the interview.

These original ideas refer to the characteristics discussed in chapter 2.2., pair¢devimarks found

in chapter 2.1., history and development. Comparing statements of Andreas with Ben regarding their

first points of contact, the differing degrees of attachment to the roots of urban art bectles.

Andreas, who matches himself with theecond generation of graffiti in Germanwhile also
FOly26t SRIAYT | FSg | Nihdnavéfisst starfed oH thé& \Bay ® achdblivithS £ A (1 S ¢
a ballpoint pen, in the subway on the seats, then the pen became a bit bigger, then it becharpia

and [X] then it suddenly became the spray cafj pnd so it became grafdd® LG YIF & 06S Ay TS
this evolutionary quote how the element of appropriation is prevalent here and how internal respect

within the graffiti scene is of major impogaOS (2 (GKS NBALRYRSYyli® . SyQa I (
Ay GKS aSyasS GKIFIG AG gl a Ay T 2a0MarR wided | fidtdabBlcReNIi A y 3
of him a bit organizationally, managementse - so that he would also get into a few gales. Well,

at some point | thought to myself: ok, why don't you start your®@lf? ¢ KA & A& F  adl NI A
towards pursuing economic interests and thus represents little to no orientation towards the

ddzo Odzf G dzZNB Qa NP 2 (i a e sulicultite2adeInkinifdidy niodtBespbddiehty share tiie2 § K
feature that initial approaches to urban art are a result of their social and spatial environment. The
O2YLI NR&a2y 2F 3ASGGAy3a adGFNISR gAGK dzNDBI y al NI Of
defining characteristic.

The respondents differ from each other to their degreaotessibilityo outsiders of the subculture.

As referred to in the methodology chapter, urban artists are difficult to contact as they mostly engage

AY AfES3LE OGAGAGASA® ¢KS (S8Sydl GAOSReSamaly, 2T 0 SA
wouldn't do thiseither if you didn't come from [name crossed dotensure anonymifQ® a SSGAy 3 A
a quiet area of a public park in Cologne, Jonah felt highly uncomfortable when a family with a buggy

Ol YS [Ilfing iyedtdemely unpleasant to talk about it when stggams are aroun@ ® . & adl GAy 3
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AfES3aFE AN FFAOLGAQEA Wi
outsiders of the scene is part of why it i
AyGiSNBaGgay3 02 KAY
unapproachability can be interpreted as

RSEAOSNI GS OK2AO0S® Ww /NI aid
the literal accessibility of other respondents
G2 AYGSNBASsa oSNB yiaQ

own studios, signalizing their openness
outsiders. At this point, a connection can b
RNl 6y 0SG6SSy GKS NBgi
and their varying degrees ofcommercial 2
activities. These two definitional characteristig
appear to be mutually dependent.
2 KSNBLFa NBLFOiuA2ya (24
utilization will be an issue as this analys]
proceedscommercialityis found to be another
distinguishing mark itdencing the typology of
urban artists. From the interviews it occurre
that commerciality as a concept does not on
imply direct monetary value with regards tq
urban art.In addition, it also relates to indirec#
commercial values .sa;c.)mated with painted Photo3: Urban artist paintinga commercial mural in Cologn
surfaces.These are indirect to the extent tha Ehrenfeld (owmphotograph

they enhance K S I NOAAGQA

NEO23yAT oAt Al e it Hasiof ciBs® o YekdmS & maodiviation tiay/ityis midrketing

for me as a street artist. In other words, what | do on the strem, | also show in the exhibitiofs®

According to Enrico, urban afaces increasing recognitioon the at market, accompanied by an
AYONBFASR gAftAydaySaa G2 LI & F2NIFNLIg2Nya la oS¢
respondentshaving a background in illicit and thus uncommercial modes of production justify
themselves in response to questions related to the commercial development of urban art, as Sebastian

RS Y 2y a (LNI QayaRdimyself of it either, | also have to live somefiMihat has previously

0SSy RA&0dzZaaSR a4 FKOESWYHAREZAOAJANBR SRIIOESE WY KZ
given the illegal and thus uncommercial feature of urban art oriented to its roots, changing artistic

career paths raise tensions among artists.

Suggested by several respondents, changing practices from illegal to legal forms is often accompanied
oredSy 2NAIAYIGSR o0& O2y@SNIAY3A A Akegad VORHRaH G A 2y &
a child forone and a halfyears now and then of course you'll be calmer accorddgly C2 NJ (1 K2 &
respondents rearranging modes of productions from illegal to legal forms, the connection to the roots

of the subculture and to illegal artists does not detract from tiiedreas, who is an active illegal

graffiti artist in Cologne since 199&oves that change does not only come along with increasing age.

It is ratherrisk-taking and seksacrificethat together serve adurther distinguishing crited. Referring

to spray paint interventions on trains, liveilsa high level of riskaking:® Q@S 320 T2 dzNJ a0 Sy
a2 O0KSNBQa NBFfte y20 YdOK fSFid gAGK Y& KS®ENI D ¢
Other respondents engaging in interventions consisting of wheat pasting art onto surfaces take lower

risks if they getaught, as the degree of penalty is lower conditioned by lower cleaning costs.
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Photo4: Manikins with spray canyheatpasted onto wall (own photograph)

The interviews repeatedly revealed that the degree to whagipropriationplays a role for differen

modes of production further distinguishes the conceptual demarcation of urban artists in Cologne. For

this reason, it serves as the second to last differentiating characteristic for establishing the typology.

As the theoretical framework suggests, appriagion is linked with the unwritten rules of urban art in

the sense that these dictate rules of property relations where interventions might and might not take

place. As these are differently interpreted among urban artists, the interviews outcomes aduc

more nuanced insights on two major forms: fundamentalasss political appropriation. Konstantin:

Wirst and foremost graffiiis appropriation. Appropriation of publicspa@ed LG A& Fdzy Rl YSy i
Al R2Sa y2i O2tykEeAdRSpublidsiwill b ldtle, Ahat &, tobB daisiler@e | & adal G S
08 9YNRO2 YR LXIFOSa AdGaStT W20SNJ a20A1t NHzA S&Q:
O2y@Sea WO2yONBGS YSaal 3SaQx YSydA hyshditica.gheY 2y a it
notion of respect can further be linked to appropriation, as different interpretations of the term within

the subculture and towards property owners generate conflicts among urban artists. For example,

9y NR 02 SEoUbNBraffitisSdhe liked to claim virtues such as respect for themselves and is
unfortunately not able to give the same to other people, beyond their own sphere of &@n

The interviews indicated that different modes of production also consider their spatial surroundings
differently. Accordinglysense of placserves as a final distinguishing criterion for the typology of

Cologne based urban artists. As suggested in tkerttical framework, inclusion, and consideration

2F WYWalLRGaQr A4 NBFSNNBR (G2 Ay dzZNBlFy NI 2F NEH2Y:Z
GKFG I WO2KSNBYy(d O02yOSLIIQ Aa 2F YI22NI AYbiRNIFYyOS
of atmosphere, to describe how their interventions form a composition with the background and place

of the artwork.
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Photo5: lllegal graffiti on rolling shuttersncorporating the scale of the surfa@vn photograph)

This was particularly stssed by those engaging in unauthorized actions, which could be attributed to
the fact that they need to assess even more closely the dangers of their actions. However, Enrico
provided a striking counterexample of a commissioned artwork displaying a pettdoa bag pulled
2P0SN) 6KS KSIRYX gKAOK SYSNHSR Ay (KS OodgedaS 2 7F
plastic bag over his head like he's trying to kill himself. It's just across the street, in a place where
there's a retirement home....]. That's justsucha prime example because the artist will certainly not

have known that. He got out of the plane, painted the wall, Hed agairQlthrepresents a work of art

torn from its spatial environmerdnd eventually emphasizes the differencesense of place among
different types of urban artists.
: Y, . b5

L. %Y

i

nprsents.net/2017/03/murats

Photo6: Mural in Cologne Milheim (source: Bert van Kersvond, 20tha)//ww.urba
cityleaksurban-art-festivat2015/
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At the end of this section attending to analyse the main characteristics constituting different
typologies, it must be concluded what has already been addressgthpter 4.3.2. with the notion of
convergence. The activities of some urban artists encompass commercial as well as unsanctioned acts
which lead to convergence, further complicated for instance by those artists engaging in political as

well as fundamentaF 2 NY'a 2 F | LILINE LINR I (0 A Grgffiti art wbrks\alge ysldikfereintt f dzR S 3
as the people and their motivations behindthén® ¢ KA & YIF 18a AdG RAFTFAOdA G
artists into types based on specific characteristics and needsetminded when considering the

typologies resulting from this analysis.

7.2 Spatial juxtaposition of illegal and legitimized urban art forms

The two detected forms ofgpropriation, fundamental as well as political, do not solely serve the

purpose of disnguishing typologies of urban artists in this analysis. In addition, appropriation plays an
important role for the spatial assemblage of various manifestations of urban art. As a partial subject

of the analysis, the interviews and walking in the fielahgprforth that different forms of appropriation

have a strong effect on how urban art forms are juxtaposed in public space. This is evident by the
respondents who frequently express how conflicts between artists may arise when already
appropriated surfacesre used by other artists, thus altering, or blurring the initial intervention.
Although these conflicts do not only arise in between legal and illegal operating urban artists, it
emphasizes the importance of appropriation within the subculture. Itsfsgnice is further amplified

by a subculturénternal contestation which comes along with appropriation of space. It relates to the
guestion: where does appropriation stop and where doegdtonvenefor others? Tarik provides

insights on this, by discusgi how urban artists are upset when a surface that has previously been
appropriated, isrd LILINRP LINRA F G SR a§ BKSGIRERFRI KNYRIG¥2W al & A
| want. And on the other hand, graffiti artists have major disputes, even ktahdelves in some cases,

because they say: thisismy walll Andyousay A 12 (GKS gl ff R28&y Ry BBS WS
of thesestatements it becomes obvious how appropriation culminates not only in making demands

on surfaces, but how urban artsspartially become possessivéwalls. The same applies when other
FNIA&adGa dzasS FR2FOSyid aLl OS 27F 2 yifSebale thed Yastd y (1 S NID-
themselves next to it because it's promising for getting an additional like or link tagiam, then

that's just the wrong approach fornree® LG OlFly 6S RSRdzOSR FTNRY- 1KSas$s
scale assembly of urban art manifestations in the public sphere is far from random because tactics of
appropriation follow clear internal rules.

7.2.1 Different forms of urban art and their spatial feasur

Although urban art serves as an umbrella term for this research and continues to be treated as such as
the analysis proceeds, at this juncture it is nevertheless important to consider differedes of
production separately. The reason behind this is first and foremost founded on the issue of
terminology, as the spatial perception of different types of urban art may vary depending on their
interpretation. With regards to the sub questions addsing how legal and illegal forms of urban art

are juxtaposed in relation to their spatial environment, the objective of distinguishing types of urban

art is twofold. First, to display which forms of urban art exist within the research context of Cologne
Ehrenfeld and taepresent the final spatial demarcation of the cestady. And second, to show the
smallscale, scattered arrangement of different interventions the analysis of which is crucial for
developing spatial juxtaposition. The division of pradits first subdivided into graffiti, street art and

murals, following explanations to be found in the theoretical framework. Graffiti is further
RAFTFSNBYGAIFIGSR Ay DENREANBRA akPAY0 (daNBad SIGYiRNRY BA
coloured bubble letters filled withcrisONR aa f Ay Sao FyR Waz2LIKAAGAOFGSR
provided with multicoloured colour schemes, highlights, and shadows). The division of street art
NEBflGSa G(G2Y WTAIdzNT (0 @8 exdting® SotexistintyJigres andFaNasNI & I f
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WaGSyOAt AGNBSGH INIQ 6FAIdz2NBEA YR F2N¥a LI AYGSR
dzLJQ O LINB LI NBR adSyOAfa aLINYe& LIAYyGSR 2yiG2 LI LISN
ph aG0S0® adzNF fa | NB TFdzNI KSN #cis Rl @dsiBrSgredomiyiantyy W NI
F2ft26Ay3 GKS ARSIFA 2F (K SschleNdalhdasign prddycddl fodd@iagy Y S N |
ideas of the commissioner and used for advertisingjstilating examples of these different types of

urban art can be found in Appendix

To obtain abetter idea of the
NBaSI NOK o2y
location, figure 7 embeds the
boundaries into an extended
geographical context of the
municipal district Ehrenfeld. This
final demarcation is the result of
walking in the field combined
with the attended urbarart tour
as well as photographic
documentation of urban art
hotspots. Figure 8is zooming
into this map, visualizing
different styles and types of
urban art as demarcated a‘bOV(Flgure 7Research context embedded in municipal district (diyare)

with the aid of different colours

G2 0SS FT2dzy R Ay (K Ssofjuxtalspsitiori iShAsBq/oR this grddrdlwarkylt-néedsiol
be acknowledged that the visualisation can only depict a snapshot in time of urban art manifestations
and does not claim completeness of portraying all interventions within the map. This is chaénly

the ephemeral, everchanging nature of urban art.

Bickendorf

Neu-Ehrenfeld

map legend: @ | orafititag
B8 @ | throwup
T (2 @ | sophisticated graffiti
o a @) @ | figurative street art
total area: 0.518 km* @ | stenci streetart
w = Urban art tour o . O paste up
& () % QO | artistic mural
IS © | commercial mural

Text

Figure 8 Quster map and cartographic representation of spatial analysis (tyune)
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2 KFG Aa AONRQLAY3 G FANRG AA3IKAE A& K2g (GKS NI Af g
NEtS Fa FESa Ay (KS @A 500k NBiyaT Sif ARQY S 4 AiKKS AGNK SK daoiid
explained by the fact that there afewerresidential houses and multiple clearly visible spots near the

station. These spots are interesting to both anumissioned as well as commissioned artworks with

their own agendas: they are used for commissioned works for advertising purposes because they
SYKFyO0S G(GKS fA{1StAK22R 2F o0SAy3 aSSy o6& Ylye LIS?2
be obsered that commercial murals thus typically take place at the highly frequented and visible

spots, which might be seen from a commuter train line and main roads; in contrast, unssiomed

working artists appropriate clearly visible spots for internal instefaeikternal (commercial) purposes:

to raise their internal appreciation among fellow artists. This particularly applies to illegal graffiti
interventions in the form of throw ups. The underpass of Ehrenfeld station is designed by a widespread
commissionedwork with less sophisticated graffiti artworks bordering. They demonstrate the
proximity of both forms.

Photo7 & 8: Underpass and entry area station Ehrenféddin photographs)

¢KS 2dzEGIHLIRaAGAZ2Y A& |fa2 SOARSyd 2y LKz2i2 7132
advertising urban art adjacent to illicit art. Upon request in the store, an employee stated that the
work was commissioned to preveni B ~ -

undesired iti SNIISY G A2y & :
dzLJQ G KS & (1keuse ahe [
photo shows how the success of sug
endeavours can only be guaranteed i
a limited extent. In addition, the F®
picture underlines what the differentfi{
dots on the map show, namely hov
illegal andlegal forms of urban art in
Ehrenfeld are usually in clos
proximity to each other. Despite thig ;
proximity, further spatial patterns ofPhoto9: Commissionedesign EuroShop on Venloer StraRe (phmtograph)

the different types of urban art can be identifiedthe more time graffiti artists can take for the
intervention, the maee time they can take for the calo design as well as the level of detaflthe
intervention. Hence, sophisticated graffiti can be observed more frequently at side roads and slightly
shielded spots, as pho®shows.
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By establishing reference to their
spatial environment, commissioned
legal graffiti artworks as part of artistic

murals are counteracting illegal styles.

There are several locations in the
research context, didpying no spatial

pattern since they are commissioned
by private persons and thus not
chosen by the artists. The following

SEFYLXS G w2 Kf SyaidNs

entrance gates diagonally opposite to

Photo10: Siperimposed graffiti ad mural at Venloer Stralfewn photograph each  other, substantiating this

observation and further cdnbutes to unveil the spatial continuum between illegal and legal works of

urban art.

Photo11 & 12: Commissioned and illegal urban art facing each other at Wahlenstrafl3e (own photographs)

Photo 11 predominantly illustrates graffiti tags locaticectly next to each other. Walking in the field,

it becomes obvious how those surfaces, that have already been selected as a spot for a certain type of

intervention are being used by other artists to engage in the same type of intervention at the same
spot. As a result of this, accumulations of the same type of urban art occur.

Photo B: Accumulated graffiti tags at a front door at HittenstralRe; Phofio Accumulated paste ups at HeliosstraRe (own photographs)

As photo 12 illustrates, some street artists working with paste ups intervene attbamhch places,

to counteract the ephemerality resulting from deliberate stripping off the artwork. Stencil street art,
I.

on the contrary, preferablp | y

0S F2dzyR

G WKARRSYyQ LX I OSa

~

a

ups and stencils, must consider the surface character of the intervention, with uneven surfaces being
inappropriate for those interventions, which further adds to their spatiatgrat. Figurative street art
is less delicate to irregularities of surfaces as theyarally @¢signed by means of spray cans. This is
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reflected in their spatial disposition, to be found at several locations across the research context.

From the coloured dots on thmap, the prevalence of artistic murals in the research context
is noticeable. The surfaces onto which these emerge have sometimes been covered by
uncommissioned interventions befer The issue of taking away space for illicit artworks is consistently
addressed in the interviews and further adds to the notion of ephemerality of urban art. Although
principally of interest for the issue of coexistence to be analysed in the followaigpseit also has
consequences for the spatial juxtaposition of urban art in Ehrenfeld. This can be illustrated by means
2F¥ Ly SEFYLXSY 2y GKS FAylLf RIFI& 2F gl f1Ay3a GKS 7

AAAAA

fweQ ¢ S NE S NB @ prévidusiyi photoraided (wall ff KornerstraRe. Comparing the

request, a stopping by
resident of Kdrnerstral3e said
the interventions had been
removed, because thewall
will be used as advertising
\, space in the future. This
8 rather coincidental encounter
= can be associated with the
perception of Stijn in relation
G2 dzNDBlFYy | NBo Ay 9KI
= the tendency, what | observe:
it's more and more

Photo 15: Wall 8Kdrnerstralie, 088-2020 (own photograph) commissioned work and less
and less streetgraffi@® { GA 2y Qa 20aSNDI (A2 Wduhavdl® manyplaces i S 4 A

Ehrenfeld wherethere are now commissioned works all at once, which were painted with other

pictures befor®@ ® ¢ KA & R St@i3foraihgYsBriades irdofadvertising surfaces and thereby

taking it away for uncommissioned artworks cannot solely be ascribed to the higher incidence of
commissioned works, but as Sebastian declares also to structural modifications in Ehrenfelchdreferri

02 GKS LINB@A2dzate YSyiliAaAzySR | yTFathada pitofmadkkoE R | St A
I NByl OKIFNIOGSNE NEBI Qe O022td ¢22 o6FR AiQa 20SNJ
] N ‘% X

Photo16: Wall at KérnerstraRel4-08-2020 (own photograph)
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As shown, the loss of spaceshan impact on the juxtaposition of illegal and legitimized urban art in

Cologne Ehrenfeld. As a result, artists engaging in uncommissioned works are increasingly turning away
from Ehrenfeld as a spatial context for their art. This evasion and shift tewaitferent
YSAIKO2dzNK22R& | NB NB3Idz || NI & Y Siheirea ofBfiR is Beiig G KS A
pushed into the corners and then looks for another place of cddrde LG A& G GKA& 2dz
O2yySOiAz2yYy (2 (@8 NMBHAILIZA 220FKSRNBX | &4 || Qvihdysi SNI G K€
model can be extended: treating urban art as movement, which might expand to wherever open

ALl 0Sa INB I @rAtroftS F2NJ Gl OGAOA IRFEd novehndi® OINRY § A 2
addii A 2 Y 2 [ (BF68ndagindi@af the city a¥ dzdz@sNdaitthing the notion of movement, in

the sense of how the collected inscriptis of artists form the city without delimitations in the form of

a particular neighbourhood. The associated sentiments and repercussions on the coexistence of
different forms of urban art will be analysed in the next section.

7.3 Coexistence of resistaandid commissioned urban art forms

The interviews revealed two major positions towards commissioned designs among the respondents:
acceptance as well as rejection. These contradicting attitudes are dependent on a number of factors

to be illustrated by a vagty of examples. Their analyses provide insights on the coexistence of resistant

and countercultural urban art with commissioned and legitimized forms.

After discussing developments of urban art with the respondents, the question soon arose about the

right to exist of all different types which have emerged out of its initial form. In response, all
interviewees consistently stated that they attribute a right to exist to all possible forms of urban art.
Although this does not suggest unconditional acceptanicall different forms of urban art, it signalizes

an overall positive basic attitude among the interviewed artists. The interviews reveal how the
RSOSt2LYSyd 2F dzNBlFyYy NI Aa FadaSaaSislikedyyRl YSy i
subculture hat evolves. It grows and prospers, and then adds different gear&sBraffiti is now over

50 years old [...] which means it's not a young subculture any@are ! O1 y26f SRIAY I dzND
ongoing process and following a similar train of thoughtad Selii A 'y 2y GKA & NBIFNRZ
can't say I'm upset about the fact that money is being made with graffiti, because it has already entered

the pop culture and yes, artists needtomakemaRey 2 A (K GKAA&AX {dA2y AYLI AS
from subculture to pop culture which is striking in view of the economic advantages consequently
thereof. It stands to reason that those respondents who financially benefit from commissioned works
evaluate these better accordingly. However, it needs to benaskedged that the increasing

popularity and demand of urban art involves more advantages but regarding it as a source of income.
These were named primarily by those artists whose practiges only marginally related to
commissioned work they relate toaccompanied positive aspects such as growing appreciation of
dzNDBFy FNI Ay 3ASYSNIf FyR 27F dzND I the dcaidiis df édourde K I Yy R
pleased about ithNA & A y 3 NBré and foreriiokt 2the$e ©hanges can be attributed greater

acceptance within society, an issue which will be further discussed as this analysis proceeds.

7.3.1 Rejecting views on commissioned artworks
On the opposite side, a variety of arguments are brought forward by the respondents which are
contradictory to the accepting and appreciating views analysed above. The most fundamental
statement signifying a rejection of commissioned designs stems from Ole. Referring to the opening of
I KFEff 2F FLYS Ay [ 2f 2 Jo/nSeXto e Persaditedinfeaselyoh th&ondNB & Sy
hand [...] and tohear acity sayon the other hand: we open up this place th¥ré don't knowQ @ L (i
discloses how the artist considers commissioned works as a contradiction in terms with his own illicit
interventions and thus declines these. Another matter leading to a rather critical stance towards
commissioned works is linked to the artistic design of the intervention. It relates to the degree to which
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adaptation of the design takes place. The conflict uswalburs in the form of a negotiation process
between the ideas of the artist as opposed to the ideas of the commissioner. The corresponding
position occupied by the artist represents an issue of dispute. Oskar, taking a rather pragmatic
I LILINE | O KIfI cad rédreseitdt, ¥ wildto it. If | have freedom and can convince the customer of
my things, | do that too. But if | must bend over backwards, I'mMdsbt ¢ KA a L2 aAdA2y NBLN
within the urban art scene of Cologne to the degree that otheists might be less likely to adopt a
clear stance when it comes to negotiating contents and designs of the artwork, thus producing
interventions according to the ideas of the commissioner. Apart from design aspects, payment of the
artists is a recurrig point of criticism. The prevailing view of this issue is that commissioned designs
come with large sums of money but only inadequate payment of the artists. Sebastian indicates that
WYlFye 2F (GKS FNIé2Ny a | NB LI A yd theRartidtie dedigh, MBs8 Qb | & .
respondents engaging in commercial designs stated that they do not gain monetary value from
promotional efforts such as urban art tours showcasing their artworks neither. The issue of
remuneration will be reconsidered as thisction proceeds. A final aspect of rejecting commissioned
artworks is commercial design. The interviews revealed refusing attitudes towards commercial designs
for blending practices of urban art with advertisement. These standpoints were most pronouyced b
those respondents engaging in uncommissioned actions and are to be understood against the anti
advertising background of urban art roots as described in the theoretical framework. According to the
respondents, commercial designs lead to revaluation af estate and, thereby, to revaluation of their
spatial environment. In addition, they add to the commodification of the subculture in the opinion of
the respondents. Adopting a position towards the latter is considered a dilemma by Konstantin,
Werause tle scene also says: the scene itsally notcommercializein itselfQ® { G A2y Qa dzi i
adzoadl y G A I (iTBerdih&ve aIs@ BeySriFaroMﬂhnnT(ss@H?.hat | only turned down because

: ™ there was a picture that | liked
beforeQ ® ¢ KS RAfESYYL!
adopting a position in this
regard is highlighted by Tarik:
Wurently the problem is rather
that people come here from
outside, from agencies to
| foreign artistQ® ¢ KIF G AYLI
that if Cologne based artists
take a  stand against
& commercial designs, it is likely
: L % N that artists not familiar with the
Photo17: Mural and graffiti tags at Glasstraewn photograph) local subculture of urban art
substitute them. Simultaneously, the issue of negotiating the design of the artwork can result in a
dilemma to the artists, &ing replaced for a commissioned work by artists having less constraints while
at the same time not being able to prevent the emergence of the artwork by refusing the commission
themselves. Comparing accepting and refusing stances towards commissiongusdesieals that a
uniform approach to commissioned forms of urban art cannot be established among the respondents.
Therefore, the adopted positions show a lack of reconciliation.
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7.3.2 Resilience of illegal urban art

As a result of the contradiction outlined above, respondents engaging in illegal practices bring forward
several arguments which expose the resilience of illegal manifestations of urban ah igial

indicator for resilience, it is recalled that the internal structure of the urban art subculture in Cologne

used to be smakcale. Andreas points out to the considerable increase of artists engaging in illegal

urban art practices. How uncommsisned forms are gaining strength is further accentuated by the
advanced internal organisation for engaging in interventions, derived for instance from gaining access

to highly secured train depot areas, spying on security gaps and internal networkimg tivéhllegally

operating artists. This point is reinforced by the significance of illegal interventions to artists. Andreas
SYLKIaAT S$& dzNB | y It'sMii i so . it agcanypaniesirieyfod rioée YhardB0 years

now and will always remiaapartofm&® ¢ KSNBE A& F3ANBSYSyd Fyz2y3a GKS
gAff y2G 0SS O2yiGrAYySR® 'a& ¢IFNAR]l adrdisSay wye Od
NEBALRYRSYGQa LRAAGAGAAY NBf | (GSa i 2spofs@ailabledai dzSa Y
tactics of appropriation, the loss of space for illegal interventions and thus displacement of illegal forms

of urban art. With regards to illegal artworks being redesigned with commissioned artworks, Ole
comments on a personal experiors A )f 9 W&hﬂnéﬁhﬁd flﬁshed*thls job, 1 thlnk in a month
and then we X] actually . 7 - ~ = 1 ‘
painted the whole wall
agaM® ¢KS 0o
designing the surface
went to the next round: y
then they painted over it A
again. But then you re'f
also standing in glace
that is [X] 50m as the
crow flies from the police .
station in  Ehrenfeld.
Putting you there is
always a risk, of cour§ec = :
These statements make Photo18: Mural coverlng‘ag,adeand |Ilegal interventions at Stammstrale

clear how illegal urban art mterventlons in Cologne act essestant antithesis to the proliferation of
commissioned interventiond. SoF a4 Al yQa RSLIA Ol Alshglalredd dng dr MO S (1 K |
order enquiries, that would have been lucrative orders, but | saw the artworks on it and told the clients

in advance: no, the people who painted on'it, Yo y Qi G SIF OK GKSY3X @&2dz Ol yQi
R2 Yy20KAYy3 G Fttd ,2dz 62y Qi w&de@Bdsdve tkecledinidg A F L ¢
F38yd YR GKS Of §I yAing Blodk Bk¥ thilt o/vicekda@it dza & A (G Qa 32

7.3.3 Ensuring caestence between different forms of urban art

Despite the resistant features of illegal urban art, the interviews produce several crucial factors to be

considered to ensure the coexistence of both illegal and commissioned forms of urban art. The first

element refers to the issue ofompensation As ilustrated above, redesigning surfaces which

previously have been covered with illegal interventions lead to tensions within the subculture. Tarik

GFr1Sa dzlJ GKAA LRAY(G o0& RrafftiGodihisigirdtiveiak Sibsitlon thiS NJ 2 F

onetag, because if there hadn't been these hundreds of thousands of tags everywhere in the last 50

years, there would never have been the development to what is now considered to be entirel good

As a rule, the process of compensation takes place by mefspray cans. The prevailing opinion

among respondents is that as a process of negotiation, compensation needs to be assessed case by

case. In some cases, as hinted towards above, negotiations of compensations are refused. In that case,

the initial intenS Y G A 2y YIF & 0S5 &l LISR tageddifa completetpi@de,lwitld sacdz3 3 S a
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[X] large paper banners and then | painted over it. That was definitelyCeasy ¢ KS LINB @I Sy i
among the respondents is that the issue of compensation has beeshiaft in many cases in Cologne

up to this point. The second element concemglvement of local artistdt refers to the necessity of

including a certain share of Cologne based urban artisthédesign o€ommissioned events initiated

or funded by he municipality, such as Cityleaks festivdéglecting local artists is a recurring issue
alllGSR o0& (KS NBaLRy Rty & Eologre shoudRIBGEvbrE with its Bebplel G S a Y
from Cologne, | would say. That's something that we are @bda about her@ ® ¢ KS Ay (1 SNIIA
consider possible contexts for this approach to be a lack of copious research for urban artists and that
AY@AGAYy3a 3FAt20ltte FFOGAGS dzNBlYy FNIAadGa Aa NB3II
reputation. More nanced, the respondents call not only for involving local urban artists, but also for
involving those artists whose activities can be allocated in the illegal part of urban art subculture. The
RSINBES 2F NBALISOGAyYy3a 2GKSNJIgh Wdithoselrdod il ¥idi IGchIIB S y (i A 2
subculture to low for those artists coming from outside the local scene. The third and last central
element therefore isespectt 2 A G K NB I NR& (2 NB LI yoyré detin@witlirdzNIF | O S
the scene, you ghuld have respect for the person. Whether you think the person sucks or not, or you

think the thing itself sucks or not. But you have to make sure that you somehow come to a common
ground and pay a little tribute to the@® ¢ KA a | ALISOG adtlosesartigisbeiny S A Y Lz
commissioned to paint but who do not have any background or points of contact with the local
subculture. In addition, the respondents bring forward the principle: the older the initial intervention,

the lower the acceptance for redggn. The discussion of these crucial factors shows how the
coexistence of different modes of urban artistic production is linked with several characteristic
features of the subculture.
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7.4 Promoted manifestations of urban art in Ehrenfeld

After the first three sub questions analyseglevant characteristics of the local subculture of urban art

in Cologne, the analysis of the following two sub questigiidive further into creative city branding

and its peculiarities with regards to the research topic. The route and selection of artworks displayed
during the attended urban art tour yield information on which manifestations of urban art are
particulary promoted within the S

neighbourhood of Ehrenfeld anc ' (7“[” - e i
their locality within the research
context. Starting at the Ehrenfelc
station square, different ws="
commissioned murals located at the
station as well as the already
mentioned commissioned artwork
decoratingli KS aidl GA2Y
are showcased. Following this, a
introduction to urban art and its
development was given by the tou °
guide. The outlined discourse on 33 vd
terminology was clearly noticeable$ &8 O
here, providing insight into different Figure 9 Section of spatial analysis (own illustration)
degrees of desirabiljtof urban art forms and thus of their promotion and spromotion. lllegal forms

of urban art were acknowledged as predecessors of legal artworks to be found today, but also
described judgemental: graffiti was compared with daub and considered unpleasant. The opening of a

legal hall of fame in Cologrdippes emphasisesis terminological discourse. While delivering her

21LISy aLISSOK>Z YIF@2NJ wS{SNJ adGFGSR KSNJ dedvaaisKof F 2 NJ (i K
undesired and illegal graffiti in Colog8tadt Kdln, 2019d, @). As the GRBacked route illustrates,

the tour guide mainly pointed to centrally locatedmmissioned artworks, except for referring to

some artworks which can be assigned to street art interventions. The commissioned murals to be

found in Ehrenfeld which emerged during several Cityleaks festival editions play a central role in the
promotiond STFF2NIad® t NPY2UGAyYy3a gKIFIGd A4 RSSYSR WwW3Iz22RQ
Aa AY fAYS SgAGK a2YS NBaLRYRSyY(amecity SfFICINGgredvil 2 y &4 |
probably do a lot to promote street art and especially street igt, art with forms, objects, figures,

and thus to drive illegal graffiti out of the city or the neighbourh@o@® ! & | NBadzZ G 27
promoted artworks being installed unauthorized, it also reveals differing degrees of cultural
permissibilityof urban art in the promotional efforts of the city. This point can be made clear by
adducing the alteration of an artwork during the tour

eprale
Clas

v

o ‘ Y A 4

Photo19: Hgurative artwork at Venloer StralRe (sourbéps://koeln.mitvergnuegen.com/tipps/trotzkopdm-lec-amannpark/);
Photo 20: Mferent background for figurative backarou@wyn photograph)
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The figurative artwork shown in photo 9and 20 was installed equally illegal as the graffiti tags
surrounding it. However, the adjacent tags were removed and exchanged with a background design
highlighting the figurative intervention. It thus has a higher rdegof cultural permissibility and is
promoted. This issue raises questions to a certain hesitance of removing some artworks after their
unauthorized installation. This selection process is also recognized by some of the respondents.
Following these redts, : : “ i ' L

the promotional efforts ' 7 e

‘Munlcipality erasing |

territorialize urban art by e yp:r‘t’.fSPOHtaneousg %Q
. ] Lo
favouring some modes o : A\
production over others, i Jat | | @ Municipality
. . i | : commISSloning
putting these on display ¥y 5 giant mural featyring

Ccomic and Cartoon

instead of leaving them Sorai

hidden and to be found.
The borderline between
what is deemed
favourable and what is
not is made clear with
back reference to the
issue of terminology: Photo21: Ironic confrontation of Colognesérategic orientatiorat HiittenstraBelown

graffiti as a term isPhotograph)

negatively burdened and thus declined. If one, however, substitutes graffiti with the terminology of
urbanart or street art, the discourse chang&elittling illegal forms further intervenes in an opinion
formingandonea A RSR YI Yy SN ¢KS& Ay FidzSyOS daNbBly | NIQa
A group of people being guided around the neighbourhood to look for urban art wasuetered

during walking the field. This accidental meeting underlines the weightiness of promoting urban art
manifestations in Ehrenfeld, with different tour operators and regularly scheduled tours.

f

7 “Vl’s’thisl{freedom of speech?

Photo22: Guided urban art tour accidentally encourgdat VVogelsanger Stra@wn photograph)
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TOndm ¢KS RSGSEt2LIYSyid 2F 9KNBYFSEtRQa ONBIFGAQ
The case study has shown how Ehrenfeld as a neighbourhood is symbolically charged and rated as a
melting pot for creativity. This is emphasized by the presemetive city branding efforts which
Y2d2NREAK (KSYaSt@gSa FTNRY (KS ySAIKo2dzZNK22RQa NBL
outlined structural changes occurring in Ehrenfeld such as gentrification, it raises the question as to

how the basis for promiing urban artistic creativity in Ehrenfeld is currently sustained. The interviews

revealed valuable insights on this matter. As described earlier, the former Helios area used to be the
hotspot for subcultural activities in Ehrenfeld. Apart from being hoohe club venue Underground,

it played a significant role in the development of artistic creativity for the neighbourhood. According

to the respondents, the demolition of Underground and repurposing of the area mark the breaking

away of subcultural créaA A G & Ay 9KNBY TSt RI a&very infoddntdatichor y NS O
has also broken away in Ehrenfeld ¢ KS RA & LIISF NI yOS 2F | @FAflofS
Aad YIRS Ot SIEN&nfelé was jyisR daBl in dhe padt. At the Belarea used to be the
Underground before it was demolished. You were allowed to paint there. And then, well, now it is

slowly shutingdownQ® ! & AYRAOFGSR Ay (GKS LINS@GA2dza aSOGAz2Y
spatial context for engaginig artistic practices to other neighbourhoodehese considerations have

a strong influence on the development of creativity in EhrenfBleferring to Heliosstral3e, the street
FR2FOSyld G2 1StA2a NBIFIZ hall N ©8siese, vl BelisetoA y (1 K|
SEAAG Siyfedingts fsibabtiated by SebastiReferring to prospects of the subculture in

Ehrenfeld, he statesPthink we have already reached the zenith in Ehrerfd&®irico takes a similarly

negatived { | Wahyprofeérties where subculture took place have been sold to investors. Although

with the promise that culture will continue to take place there but [...] in the end there is not much

left of it, actually nothing at all9PK NB y T S f R W de thedrileloficréativatyyin Aolagne piaily

draws on and is sustained by subcultural activities taking place within the neighbourhood besa.
discontinuation of thesetogether with tendencies of saturation of urban art in Ehrenfelsl,shown

by the respondents with the aid of the examples above, paves the way for returning to the theoretical
considerations of mythmaking

Jonabh is critical of the actual creativity of the neighbourhood. According to him, it is more attributed

hype than lived realjt ‘BEhrenfeld experiences more a hype instead of what really is there, as if it was

the creative melting pot of Cologné. i A& RSTFAYAGSt e y20Qd LI aK264a°>
creativity differs fom lived experiences of creative actors in thegidiourhood. As a contributor to

this reputation, the promotion of urban art has fostered a development that fails to stand reasty.
{SoladAly adlrdisSay WOOSNEB2yYyS glyida (G2 ftAO0SQOKSNBZ
¢KS NBALRPASHAYGE @GryoSita O2yasdljdSyosa 2y 9KNBY
promotional efforts of urban artThepromotion2 ¥ ¢ KI 4 O2y adAddziSa GKS | NE
rSadzZg Ga Ay &L OS GKIFEG A& AYyGdSNOKLE Y 3 SDfuercigysits RA YA Y
development. The final section will further illuminate on this issue by demonstrating actions associated
GAGK dzZNBlFy FNIQa dziAtATFGA2Yy ®

ToOp 'GAEfATLFGARZY 2F daNDBlFY NI F2NJ/ 2f 23y S

7.5.1 Implementation of urban art abeanding tool in Cologne

As a result of analysing secondary research sources in the form of several policy documents, the

utilization of urban art as a city branding tool takes place in a variety of ways and for a variety of

reasons. Firstly, there are avl indicators to suggest th&gitimised spacés one tool which is
Ftt2gAy33s SOSY AF AYRANBOGfE&Z GKS YdzyAOALI ft A(eC
established at Geldernstral3e station, located in the municipal district Nippes anctatijac
9KNBYFStRd ¢KS LINRP2SO0G ylFIYSR W2S . dzAfR ¢KA& /[ AGE
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and tram stop and thus to make it more attractive. Yet it shows the changing direction of official

responses to urban art by local politicians, asir@dl § SR 068 Db A LILIS& Q ARehdy (i NR Ol Y
more than 10 years ago, the district council of Nippes wanted to counteract the grey monotony at

this location with art under the title 'art at the stationX]. However, the fundamental attitude of

the administration and the police was still a far cry from today's enthugi¥Stadt Koin, 2019d,

p. 6). According to the intervieweeshanging perspectives to urban art calsobe identified at a
a20AS0Ft f S@S fimanyrcasy, avidat | Yeickive is @ gréaterSadc¥ptatiée on the part of

the majority societp® LYy GKS 2LIAYA2Y 2F (KS NBaLRyRSyGazr NE
art is on the one hand a matter of socialisation, with younger generations displaying a greater degree

of acceptance and on the other hand dependingon@2 YLI2 aA A2y 2F GKS ySAIKO
AYKEFEOoAGlIyGaz NBaAaLISOGAGSE anEhrenld it idtRaxedfiofpdird, yoli &ad dzS> h
still do it even if there are people. It's such a hip neighbourhood and the population are accordingly,

and theyalso say: oh, | don't care then or: oh, cool that you're doing®d@t 2 KSy O2y aAiARSNAY
legitimised space for urban art, being attentive to the sespatial contexts thus is of importance.

After discussindegitimised space as a branding toofew adopted measures can be subsumed

under the umbrella terndestination marketingThere are numerous indications to be found to

substantiate the claim thahe utilization of urban art as a branding tool in Cologne is most
pronounced to serve thepurp8&s 2 F RSaGAY I GA2y YINJSGAy3aId 1 & [ 2f 2
2NBFYAAFGA2Y T WYl fye2dzNR & Ydza Dhe muni@QpaRyl INBODS) £ @  NB LIN
GKS RSalAylFdA2Yy YIN]SGAy3I 2 NBaurfahCoNiEoogng urbay A G A | G SR
lifed (i §KoBTdUrismus GmbH, 201) this campaign, urban art plays a key role. The objective is
tofocusonCoBy SQ&a WONBIF GABS a0SySQ FyR (G2 odzAt-R dzLd A {
working organizations from Dusseldorf and the Ruhr area, the theme year became part of a project
calledW1 dzND inZ01l¥. Edanded by the destinations and further ssidized by the promotional
competitonW 9 NI S 6 yuhdiedhiy thé Earopean Union, the project had a total volume of EUR 1.2
YAfEA2Y (2 LINRY 24iidls, dekigh, utbSndart & alzsc@ e Oriusic citdre, digital

scene and fashidKdInTourismus GmbH, 2017Kontinuation of the project takes place with the

OF YLI A3y WC[h2dbw2Q AY HAM®DE AY HKAOKmiioKS Y2ySial
Advancing the local creative scenes as locational factors is at the core of this ffoedsmusNRW,

2019) The promotion of tourists seeking for creativity and culture aptly represents part of the

creative city branding discourse as demonstrated before. To this end, different measures were put

into effect. The mostsubtS Y S| 3dzNE NBFSNE (2 |y Wdz2NBFyYy NI Yl
0KFY ™ (KoINTdaNImEisEGtbH, 20174) copy of this map can be found in ApperigiXhe

attended urban art tour comes under thesgeasures, offering tours to both individual interested

parties as well as group tours. Financial fundingheftiiennial urban art festivaélityleaks further

amplifies/ 2f 23y SQa ONBSI ( A 8 indDify fodhe muricipalRyAvid Bail Sididien2 NI &

the information that the festival gets subsidized to an amounE0R40.000annually The examples

above illustrate the role urban art is ascribed to in two major ways. First, as a facilitator to attract

tourists and the creative class and secondamassset for the visual design of public spaces which

appear interesting to the growing creative industries sector of Cologne.

7.5.2 Artists reactions to and perceptions of utilization of urban art

After addressing main implementations of urban art f@ C2 3y SQa OA (& oNI} yRAy3 S
proceeds with perceptions of urban artists on this issue, to illuminate reactions to this utilization. As a
necessary factor for analysing these reactions, the respondents firstly are questioned on whether they
gAlySaa | aKATO Ay GKS YdzyyAOALIftAGEQa fA3IYyYSyl
express changes in the orientation accordingly. The perceived degrees to which this change takes place
varies among the respondents. Most frequently mentidrehifts refer to an improved responsiveness
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towards urban art, wider acceptance, and tolerance. While these factors point towards a rejection of
formerly prevailing zer@i 2 f SNJ y OS I LILIN2 | OKS&a>X 20KSNJ NBaLRyRSy!
takes pl®S o6& | 3ANBFGSNI NBO23ayAGA2Yy 27T ThizNubslagtually NIi Q&
changed a bit because they have also noticed, [...] that it is about a lifeworld, that it is about
participation, that it is about communitisati6h® C 2 Nik shift RdingsZalorig witichanges in

political positions regarding urban art by succeeding genera¥ididd/ change also has something to

do with the change in this position, i.e., that there are newpefple 2 A G K GKS NBalLR2yRSY
commentng @ | AKATFTAIAY3I YdzyAOALI ftAdGeQa 2NRSyillGAZzYyY
whetheror not they also perceive this change as a strategic approach is the subsequent step. Andreas,

who considers that enabling legitimised space is rather a consequécel 0 S33AAy3I 2F dza(
A0NF 0S3IA0 RS@St 2 LIV Sy i to legoiniz® a/siidiedybehindsittvduldanéan th& a G K |
you would have to deal with it more in depth, and | definitely don't do @hat I NB GKS 2yt
respondents who do not peeive the actions taken by the municipality of Cologne as a strategy. On

the opposite side, the majority of eight respondents recognized a strategy. According to the
NEALRYRSYGaQ @ASglLRAyGAaZ GKS &GN} GS3e dlyseba akl |
Ay (KS F2ft26Ay3ad ¢KS FANRG NBFaz2y FT2NJ 6KAOK (KS
as ameans to achieve relectio® Ly (KA & O2y i SE iGEfiitivulinfadely Is ¢ dofey S E LIN
that can be of value to politiciany so if you look at it strategically, | think it's more such a sort of

stoyQd {GNAR]JAy3Ifer FFTGSNIGKS AyiSNWBASsa 6SNBE O2yRa:
a large mural portraying herself in an effort of canvassing in the course o&lelection campaign

taking place in September 20Z0an Riesenbeck, 2020yhis policy stroke illustrates the changing

political discourseonurbanNIi Ay / 2f 23y S Ay (GKS Al Stdtenfentst Sy as |
hy  Y2NB 6aidN) Ol tS@Stx GKS NBaLRyRSyida LISNOSA
city marketingh y G KA & X In &y case,lile @ity af Coldgne haswndiscovered it for city
marketindd® ¢ KS NBalLRyRSyid O2yaARSNAR GKFG NBlFazya 7F2
WONBFGABS YR YSRAI t20FGA2yQ YR SYoSRa (KSasS
living environment needs of th®@ NB | (i A @itey] Weintitodide Yh a Wing environment, where it is

more colourful, more diverse and not so sterile [...]. They just want it colourful and crazy and
diversified® ! OO2NRAY 3 (2 (GKS NBaLRyRSYy(axombigatioda Iy SQa
GAGK dzNBlYy NI INB adAatt Ay |y SELISNAYSuyilike £ &1 =
other cities in Europe, [...] Cologne is still totally backward in this repct | & 02 LIS G KA OK
more frequently by the respondesatand thus plays a more essential role among urban artists with
NEIINRa (2 GKS YdzyAOALI tAdGe&Qa &0GNXGS3e NBFSNAR
legitimised spaceOpening the previously mentioned hall of fame at Geldernstralie stegtioerceived

by the respondents as the result of persistent efforts on the part of urban artists. Konstantin
O2yGSYLIX GSa OGKFdG GKS YdzyAOALI fAGeQa 2NASydGlrdAz
a2 OA | fthe @ity HaslaB seeH that yog people need their spaces and graffiti sprayers need their
spaces and therefore | think they have opened up &Il 5 A GSNEBSyYy G FNRY (KAa
dzNB Iy | NI Qad a20Alf NBFrfAlGeT {GA2y SO f fideicga (KS
W was actually planned to renovate the entire station and basically what we did, with quite a lot of
volunteer artists, only costs a fraction of what would have been incurred in the renogaBion 6 dzii | f & z
estimates that the marketing effect ohé project to the city of Cologne is of higher value than the
FOO2YLI YASR FLIINBOAFGA2Y 2F dzZNBFYy FFNIQa a20Alft
Cologne plays an important role for attracting tourists is most frequently mentioned by the
respondents. To Tarik, urban art asoarism attractorappears to be a logical conclusion on the part

2F (GKS Ydzy A OAdidodirse ithé city of Glognéi HagsiuBderétood strategically by now: we

can't get rid of graffiti and then we should rahmake use of it, because the city of Cologne doesn't

only want to attract tourists over 60 [years of age], but also tourists under 60, and they find it cool
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when there are street art tours and when there is a street art festival in Cofogne h a wing\& F2f f 2
similar train of thought as Tarikmbeds the city as a neoliberal acting constriitte city of Cologne

is also like a company. And a business must survive, and of course that includes jumping on the
mainstream bandwagon and offering street aruteQ® ¢ KS ' ¢ NBy Saa 2F (GKS ||
@BAStRA F2NJ GKS YdzyAOALI fAGEeQa (2dzZNAaY &adNIGS3e
is working in the tourism industry, even experiences the strategic approach durirg-diy work:

We hae a relatively young target group among our guests, who come from all over Europe. And they

ask explicitly at cheek: where can | find the street art hotspots in Cologne, where can | take pictures,

what can you recommer@® ¢ KS 3INR gAYy I tORgyhdcbied stztediS dpproadchés?2 dzi
among urban artists is, as a last point, emphasized by naming adopted measures of the municipality in
0KAA& NI a&LIS O KsmTansmNTs &vgaysihas IsutHierve ydars that they proclaim. And | think

two years ag or so, the theme year was actually 'Urban Cologne', #urba@DBN CA Yy I f f € 3 (K S
repeatedly revealed that albeit the prevalent pattern of opinions on the strategic approach of the
municipality of Cologne is basically positive, there areerpectations that further actions of the
municipality may comply with the illegal urban art subculture of Cologne. Tarik comments on this issue:
Ydon't want to nonsensically counter the city of Cologne. That's because | don't have any expectation

A ¥ 4 A x

at all,| would offer criticism if | had an expectatidn. Y SGSNJ SELISOGSR GKSY (G2 068

7.5.3 Fragmented administrative approaches towards urban art

Regarding the integration of creative city branding strategies in relation to urban art across municipal
admnistration units, what seems rather obstructive is theansistent consideration of the subculture

among different stakeholde®8 ¢ KA &4 FNAOGUAZ2Y OFy 6S YIRS @OAaAofS
cultural office is taking on urban art, referringtS F So GNB Qa NAIKG G2 GKS OAde
2T WNR2Yad BRMKONDIOE R3F)AAppoSing this approagh W/ 2f 23y SQa ! yi
I OGA2YyWYI16{16@INI> F2dzy RSR Ay wmMpdpy FyR O2yaraitay3a 27
for Wdpping the proliferation of cb 2 dzZNJ aYSI NB Ay [/ 2t 23yS YR (2 K2f
(Stadt Koln, 2019a, R). Based on the perceptions of urban artists as shown above, the fundainen
convergence of the city of Cologne with regards to urban art becomes clear. The cultural development
office as well as the city's youth welfare office are the most oriented towards urban artistic practices

and, as indicated, KéInTourismus as well daBigsiness as subsidiaries of the city make use of partial
aspects of the subculturgdn the other side, the union KASA as a strong-u@an art lobby is
aK2gO0OlFaAay3a (GKS tF01 2F dzy/AT2NY LRAAGAZ2YAY3 (295
structure. As made clearin the previous section analysing which urbart manifestations are

promoted in the city branding context, hesitance of removal of certain kind of artwaeks those

which are deemed to add value find consensus in their approachnadifferent administrative units

and thus represent a borderline of the policy inconsistencies.

However, this finding does not solve the issue of fragmented viewpoints towards urban art. The
interviews reveal how the approval of legitimised space are protracted dbereaucratic obstacles

in the form of many instances being integrated in the pr@cé®o act as the interface between the
municipality of Cologne and the local subculture of urban art, the respondents point to Cologne based

art supply stores as well as an urban art youth projecéeove as counterparts for the city and as
stakeholdersdr the urban art subculture.
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8 Conclusion

This chapter presents the research questions in chronological order. First, the sub questions are
answered consecutively. Following this, a detailed answer to the main research question will be given.

8.1 Sub gastion 1:Typology of Cologne based urban artists

¢KS TFTANRIDG

AyO2yaraisSyoe

K200 ) OS5\ a0 R Y dzi A
heterogenous subculture of urban art in Cologh@xposes individual characteristics which define the
boundaries between differantypes and are of vital importance for showing the variety and
Ay Rigatioh forify brantliigreffodaNib anglysis rsiilte i@ thelz( A f
elaboration of six differersind constitutingypologies which are visualized with the aid of radar charts.

0 KS U@ LJ2 &ddrékses tef

To avoid confusion by creating one radar chart encompassing all tgaalogy is visualized withna
individual chart. Following from the analysis, five defining characteristmsdistinguishing criteria

represent thefoundation of the single typologie$hese entail varying degrees of orientation towards

the roots and owginal ideas of urban araccessibility to outsiders ohé subculture, riskaking and

selfsacrifice, appropriation, and sense of place.

illegal graffiti artist
appropriation

sense of plac commerciality

risk-taking and

accessibility self-sacrifice

roots

Figure 10lllegal graffiti artist typology (own illustration)

To begin withillegal graffiti artistconstitutes the
first typology of urban artists in Cologn&his
type is taracterized bya strong orientation
towards the roots of urban art by engaging in
modes of production which represent acts of
resistance and particularly valuing subculture
internal respect. In addition, the mutually
dependent characteristics of accessipi for
outsiders and commerciality are very low for this
type. This is due to the fact that risking and
selfsacrifice are pronounced among illegal
graffiti artists because their actions typically
involve both the risk of being prosecuted and a

dzND |

vital health risk. The engagement of illegal graffiti artists is typically shaped by a high level of sense of

place and fundamental appropriation.

The second typology created based on the dafircharacteristics depictsgal graffiti artist Engaging

in similar types of urban artistic intervention:
as the previous type, legal graffiti artist
feature high levels of sense of place and the
strong connection to the roots of the
subculture stemfrom the fact that those
attributed to this type have previously ofter
engaged in illegal graffiti interventions
changing their practices by changes of livil
situations. Despite also producini
O2YYAAaaA2ySR | NI g2NJ
confined commeciality results from the
strong orientation towards original ideas o
urban art.

legal graffiti artist
appropriation

sense of place commerciality

risk-taking and

accessibility self-sacrifice

roots

Figure 11: Legdraffiti artist typology (own illustration)
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As a third type ceonstituting the typology of
Cologne based urban artistssommercial
graffiti artist is to be named. As the type
implies, commercial graffiti artists are
characterised by high levels of commerciality,
with urban art being a (primary) sece of
income for those artists. Accordingly, this type
is accessible to outsiders of the subculture.
5SLISYRAY3I 2y GKS FINIAadaQ
graffiti interventions, their connection to the
roots of the subculture is still comparably high.
roots This isapparent from the fact that they
differentiate between which commissioned

Figure 12: Gmmercial graffiti artist typology (own illustration) WOrks they accept and a differentiation of
their practices from advertising.

commercial graffiti artist
appropriation

sense of plac commerciality

risk-taking and

accessibility self-sacrifice

Classical street artistonstitutes the fourth
typology of urban artists in Cologne. Typical
following interventions which  convey
messages, the form of appropriation is politici
as in contrast to fundamental appropriation

classical street artist

appropriation

The significance of consideration and respe sense of place commerciality

T2N) 20KSNJ LIS2LX SQa a2
classical street artists. In this rex, this type \ , _

differs from graffiti practices, the importance accessibility n;;;iggrgiﬂigd

of terminology is of great importance. This

reflected in less orientation towards the roots

a dzo Odzt U dzNBQa NEB 2 U a ® Figyre 130assical street artist typology (own illustration) Y
uncommissioned interventions, classical street

artists face adwer risk and sel$acrifice compared to their graffiti peers, since the degree of penalty
for their practices is lower due to straightforward cleaning expenses.

commercial street artist Commercial street artiss classified as a second to
last typology. The degree of commerciality for this
appropriation type is high, by pursuing both direct as well as

indirect economic interests: as for commercial
graffiti artists, the commercial street artist

sense of place commerciality ) .
engages in urban art as a soarof income. The
artist yet also follows these actions, to enhance his
risk-taking or her visibility and recognizability which serves as
accessibility and self- marketing for the artist. As a result of these
sacrifice factors, this typology displays little to no
roots 2NRASYGFGA2Y (261 NdsaThdi KS adz

relatively high degree of sense of place may also

52



interventions which might enhance the
FNIA&aGQa O2YYSNDAL
The final typology of urban artists ir
Cologne isull commercialist Thigype of
artist produces artworks according tc
commercial commissions, usually in th sense of place commerciality
form of largescale murals. Despite of the

fact that no interview was conductec

full commercialist

appropriation

with an artist that can be ascribed to thi: o risk-taking and
typology, the analysis repeatedl accessibilit self-sacrifice
revealed inghts from which this type is

derived. Full commercialists normally ar roots

not bound to any spatial environment a:

the main space for interventions, buFigure 15: &l commercialist typology (own illustration)

usually stay at one place for a limitddhe. In consequence, their familiarity with the spatial context is

also limited which might result in the production of works of art torn from their spatial environment.,

which forms the basis for little to no sense of place. The low level of orientation tismire

ddzo Odzf (GdzNB Q& NB2G& Aa SELXFAYSR o0& Sy3al3aiaya Ay
intended, thereby asserting property relations instead of questioning them with the artwork.

In conclusion, the typology of urban artists is camggid by a variety of distinguishing characteristics

which result in six different typologies. These typologies are not fixed and due to changing career paths

or diverging practices, artists may be attributed more than one typology at the same time. The
applicability and added value of this typology consists of its potential for a better understanding of
OSKI@A2dzN) LI GGSNya |yR NBIFIOGAZ2ya 2F [/ 2ft23yS ol
2NRASYGFiA2yY GKAOK Aa YI lelinfeBentdzasS 2F G KS &dzo Odzt G dzN

8.2 Sub question Zuxtaposition of illegal and legitimized forms

The second sub questiozoncerns the spatial positionings of different manifestations of urban art

within Cologned KNB Y TSt R® L G | RiBvWdBellegadband IégRirSized fozBsjuitapasgdy W

in relation to their spatial environmerfRs a result of the analysis, it was found that the positioning

of urban art interventions is not a random composition but a continual process of negotiation over

public spae. This can be illustrated based on various indicators. Naturally, appropriation of space for
artistic interventions affects the spatial assemblage of urban art. At the same time, appropriation
generates conflicts within the illegally engaging part of shibculture related to what extent space,

which has previously been appropriated by other artists, may or may not serve as a spot for other
FNIA&ZGAaQ AYyGSNBSyGA2yadad whky3aiya FTNRY NB2SOlGA2y :
artwork to possessive claims of surfaces, the assembly of interventions is dictated by appropriation as

a law of the game, creating smaltale sukareas which add up to the spatial arrangement of different

urban artistic modes of production.

The spatial environmeénitself can be classified as a further factor influencing the arrangement of
RAFTFSNBYG dzNBFYy FNI YIYyAFSadGraArzyae 1'a GKS Iyl f
diverging meanings of spots to urban artists. Most notably, these meanihgi® r® the issue of

visibility. For commissioned artworks, well visible spots might increase the results and impact of the
intervention, for instance advertising. These spots, however, are of equal interests to illegally
operating artists, because painin ¢ A RSt & QA aAO0t S adzaNFIF OS& NI AasSa
among fellow urban artists. These circumstances lead to the fact that different types of urban art in
Ehrenfeld are not spatially separated, but instead in close spatial proximity toaonther. In

conjunction with the issue of appropriation, it indicates that the juxtaposition of different modes of
production is tied to a steadily process of negotiation, a battle for (public) space, and as such is never
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fixed.

As another influencingattors for the spatial arrangement of different manifestations in Colegne
Ehrenfeld, those surfaces which have previously been the place of a particular kind of intervention are
typically reused by other artists for the same type of art. Most notably atesimulation is applicable

to graffiti tags, creating a spatial division of legal and illegal forms of urban art, adding to the
importance of looking at the juxtaposition from a srrsdhle perspectivélhe analysis has shown that
most types of urban arshow a relation to their spatial arrangement. From this observation, spatial
patterns emerge whiclprovide information on the juxtaposition of illegal and legal forms in public
AL OSY AffS3IFE F2NX¥a YdzAalG GF1S AydeRasth®fuFade/ i ( KS
OKIF NI OGSNI IyR GKS Ay ldSNBSy (A 2yddtionRiBedtimdNEaRe s T FS O
which to perform the intervention must be assessed, with the result that more sophisticated artworks
are more likely to be found at $s8 fequented streetsContrary to this, legal forms feature no spatial
patterns as their location depends on the commissioner, not on the aHistvever, both artistic as

well as commercial murals take a prevalent riolehe research conteximost notally because of their
difference in size compared to illicit artworks. The location of commercial murals typically takes place
at most visible spots, to be seen clearly from main roads and commuter train lines.

Painting over illegal artworks with commissazhart is not only a measure which counteracts the
emergence of undesired modes of production, but also decreases the juxtaposition of different types
of urban art in Ehrenfeld by taking away spots for illicit artworks. Partly as a result of less available
space, artists are turning away from Ehrenfeld as spatial context for art. This further diminishes the
juxtaposition of both legal and illegal forms and contributes to the prevalence of commissioned
interventions in the neighbourhood. This state of affagonstitutes the evolution of urban art in
Ehrenfeld. The underlying reasons for this development of urban art in Ehrenfeld will be reconsidered
as this conclusion proceeds because they exceed the issue of juxtaposition.

From these research findings,dan be concluded that themallscale spatial juxtaposition of both
illegal and legitimized interventions follows various material conditions as well as subeuliemeal
features, dictating the arrangement of uncommissioned interventions. In turnethes influenced by
commissioners, among others the municipality of Cologne, by cleaning uncommissioned artworks or
repainting them with either artistic or commercial murals. This intervening complicates the spatial
arrangement of different types of urbaart and leads to the prevalence of commissioned artworks at
well visible spots within the research context.

8.3 Sub question 3: Coexistence of resistant and commissioned urban art forms

The third sub question addressthe issue of whether or not differérypes of urban art which are
RAFFSNAYI FNRY 2yS Fy20KSN) 08 (K& ixhdIresistad MRIS 2 F
countercultural roots of urban art coexist with commissioned and legitimized f@ms® KS A y i S N3 A
analysis yields contradictprviews on this matter resulting from opposed positions towards
commissioned artworks. Diverse types of respondents that have expressed an overall positive basic
attitude towards commissioned artworks, demonstrated by ascribing a right to exist to alé form

urban art emerging from its countercultural roots and regarding the diversification of practices as a
natural process. While those artists who directly benefit from commissioned forms acknowledge these

for their economic value, the indirect value ecognized also by those artists who do not profit from
commissions directly: it refers to a growing appreciation of urban art in general as well as to the
acknowledgement of urban art as handicratft.

As opposed to this, several arguments are brought fodasignalizing rejecting attitudes towards
commissioned modes of production. Apart from a prevalent perception among respondents on the
issue of exploitation of artistic creativity through poor or no payment for commissions, critical
standpoints on minglingrban art with advertisement emerged, showing resentment against the more
general matter of commaodification of the subculture. These sentiments are most notably expressed
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by illegally engaging artists, rejecting commissions for being a contradictiomis teith their own
sphere of artistic creativity. In addition, critically assessing commissioned artworks is expressed by the
unwillingness to paint over existing interventions at the spot as well as nhonconformity with the
intended design of the artwork.aking up these positions, local urban artists find themselves in a
dilemma: their high level of orientation to the roots of the subculture may not reach the desired effect,
because if they do not do the job, they are likely to be substituted by artists lesis reservations,
whose connections to the local scene might not be given.

These opposing standpoints show how accepting and rejecting positions display a lack of reconciliation,
which adds to frictionwithin the subculture. Consequently, predominaniliegal graffiti artists
emphasized the resilience of illegal types of urban art. This becomes apparent by the growing and
increasingly organized character of illegal graffiti artists, circumventing safety measures and internal
links within the scene. Theesilience is further accentuated when reconsidering the notion of
fundamental appropriation: not complying to rules outside of its own domain, illegal urban art will
subsist due to its fundamental establishing characteristics. It will defy its eliminatie to
commissioned designs painting over illegal artworks, either by tightening measures in the form of
repainting commissioned interventions again or by extending and shifting their practices to other
neighbourhoods. This research finding is in lingd Wi / NS @WZ fF42)D&E & SN Ghe2y G KI
space of graffiti's criminality is limited only by the graffitist's imaginddch

Three key factors are identified to ensure the coexistence of commissioned as wellrasrcultural

types of urban art in Cologne Ehrenfeld and to prevent the friction analysed above by heightening
appreciating standpoints towards commissions. These relate to compensation, involvement of local
artists and respect. As an established rulghim the subculture of urban art in Cologne, repainting
illegal interventions with commissioned art should compensate the artists who have initially
appropriated the surface by means of spray cans. The amount of such compensation is assessed on a
caseby-case basis and requires gatekeepers known in the subculture to establish contact to the initial
artists. Among urban artists, the process is regarded as a legitimate claim for payback resulting from
making use of the subculture. With reference to the diffat typologies, legal as well as commercial
graffiti artists are maost qualified for this role, as they are more accessible to outsiders and bring along
high degrees of orientation to the roots, establishing interconnectedness within the subculture. A
secand gatekeeper might be found in the local art supply shop selling spray cans. Involving local artists
and those which are typically engaging in illegal artistic activities is found to be a second key factor.
Including a certain proportion of Cologne basetists for municipality funded commissions increases
appreciation of the artworks within the local scene and adds to the issue of payback to the subculture.
If artists from outside the local subculture are commissioned to paint, resulting artworks aaiyusu

not well accepted within the scene and if existing interventions are not compensated, low acceptance
might turn into resentment. The issue of respect thus represents the last crucial factor to be considered
and finds expression in paying tribute tcetlocal scene.

The fragmentary attitudes towards commissioned designs within the subculture show the
contradiction and thus the lack of reconciliation of standpoints in dealing with the subject of
commercialisationand implies (spatial) divergence ofurban artistic practices This possible
development can be counteracted by means of some crucial factors, which are to be understood as
policy recommendations, and might increase the overall acceptance of the city's strategic orientation.
They can be taken asn indication that the local subculture of urban art is not concerned with
separating itself from commercial developments and adopting a resistant standpoint, but rather of
being paid back for commissions taking advantage of the roots of urbaif @itontude, the basic
positive attitude towards developments of urban art in general shows that commissioned and
countercultural types of urban art can coexist if the illegal subculture's voice is taken into consideration
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and inclusion of local artists takes péanto commissioned desigrso that the scenean be awarded
appropriate compensation

8.4 Sub question 4: Promoted manifestations and its effect on the neighbourhood

The fourth sub question signifies a shifting focus of analysis from characteristics of the Cologne
subculture of urban art to specific aspects accompanying the orientation of Cologne towards the

addzo Odzf G dzNB® LG | RVWNBmaaisiations Kof urbjndzsu@ (prbraojed in tHis
neighbourhood and how does the promotion affect creativity within Ehrerfield?

Emerging from the political discourse on urban art in Cologne and observations from the guided urban

FNI G2dz2NE GKS  Ydzy A OA LI comnmissiddeéd ariNiRsYr@ost naably artistie 2 O dza
murals. Promotional efforts distinguish types of urban art with regards to differing degrees of
desirability and cultural permissibility. Whereas the latter becomes apparent by a selection process of
uncommissined artworks regarding their appreciatiand hesitance of removal, the former signalizes

how word associations play a crucial role in what is promotable and what is not. The question of which

urban art manifestations are to be promoted is thus depemidon the issue of terminology, occupying

the borderline of promotability: the term graffiti is declined, because it is negatively charged.
QEOKI yIAYy3a GKS GSNY 6AGK dz2NBIFY NI 2N AaGdNBSGE | NI
This approals to promotion influences spatial patterns of different types of urban art, engendering an
increased incidence of commissioned designs in Ehrenfeld. In consequence, the approach shapes the
(spatial) development of the subculture of urban art in Colognderfdeg back to the issue of

decreased space for uncommissioned interventions reinforces this point: repainting illicit artworks

with commissions reduces available space for illegal tactics of appropriation and decreases the
heterogeneity of urban art inhie neighbourhood. In combination with structural modifications taking

place in Ehrenfeld, particularly the demolition and restructuring of Helios area as a hub for subcultural
creativity in the neighbourhood, these factors increasingly lead to urban @tishing away from

Ehrenfeld as a spatial context for their practices. From these dynamics it follows that subcultural
FNGAGGAO ONBIFOGAGAGE & |y SaidlofAakKAy3a FFOG2N F2
its basis.

With reference tothe theoretical discourse on mythmaking, these research findings indicate that by

O2y iNROGdziAY3 G2 | K2Y23SYyAlTFdA2y 2F dz2NBIFYy | NIGAaA
diminishes. This is mainly due to the fact that although commissionedo&ks illustrate the
appearance, they do not represent the substance of artistic resistance and subcultural energy which is

Ay GKS OSYGNB 2F GKS YdzyAOALI fAGEQa LINBY2(GA2Yy 27
the promoted manifestation¥ dzy OG A2y | a I FlF el RS 2F 9KNBY TSt RQA
create a myth. Apart from the consequences on the development of the urban art scene and Ehrenfeld

as a neighbourhood, the promotional focus produces interchangeable space aghilchbe replicated

at any place, irrespective of its lived creativity. As a result, this approach ultimately reduces its own
competitive advantages.

In conclusion, promotional efforts are limited to those artistic manifestations which are attritated

high degreeof desirability and cultural permissibility, with the issue of terminology serving as a
02NRSNI AYySd /2yaSldsSyifesr GKSasS SFF2NIa AyFf dzsSyC
Together with structural modifications of neighbourhqakle approach displays saturation tendencies

for undesired illegal types of urban art and leads to artists shifting the spatial context for their
interventionsrom9 KNBY FSt R® ¢KS &St SOGABS LINBY2GA2Y | FFSO
ways:al Aada Gdz2NYyAYy3 I gle& FNRBY 9KNBYFSER RAYAYAAKSaE
loss of authenticity of the promotional efforts. This development would in turn have -veidging

effects on the external perception of Ehrenfeld and city biagdtself, further to be discussed in

answering the main research question.
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The fifth and last sub question pays attention to the issue of how the municipaliBoloigne puts

urban art to use for creative city branding efforts taking place in the neighbourhood of Ehrenfeld. It
RSIFHfa gA0K LYKSKIFdeS w2y KB dzZNBlFy NI Ay 9KNBY TS
city branding®

The analysis yieldaformation on different ways of implementation, ranging from indirect to direct
YSIyad ! AKAFAHG Ay (GKS YdzyAOALIftAGEQa FEAIYyYSyYy
Although this action cannot solely be attributed to take place followdity branding ideas, it

represents an increased openness to benefitting from urban art as a tool for urban revitalization. The
utilization of urban art for city branding is most notable in the domain of destination marketing. This
concerns a few strategifforts focused on attracting tourists to Ehrenfeld as a part of the destination

/ 2f23ySy gKAOK I NB OFNNASR 2dzi 6& GKS YdzyA OA LN £,
include offering guided urban art tours, providing maps displaying many simrdhe city area and

particularly Ehrenfeld, financially funding the urban art festival Cityleaks and initiating a theme year
focussing on urban art in 2016. The importance of urban art becomes clear from the considerable
financial framework and the ongug duration of these measures. In addition, the extensive means for
destination marketing aiming at creativity and (sub)culture seeking tourists show how the strategic
orientation clearly follows the creative city guidelines of Richard Florida (2002).

These measures are also recognized by the interviewed Cologne based urban artists, stating a changing
municipal orientation and public awareness of the subculture without exception. While the former
indicates a fundamental change of municipal perspectiveselation to greater tolerance and
NEO2IYATAY3I dzNBIFY FNIQad a20AFft @1 fdzST GKS €1 GGSN
younger generations generally displaying greater ependedness to urban art. The majority of the
respondents pelS A S (G KS YdzyAOALI ftAGEe@Qa 2NASyYyllFGA2Yy a |
of how it takes shape, partially embedding the intentions of the municipality into a broader context of
neoliberal acting cities. Although the general expectations with@dubculture in terms of obtaining

added value from this orientation is low, the positive pattern of opinion among the respondents
dadz3asSada K2g dz2NBFYy FNIA&ZGA | R2dzald GKSANI LINF OlGA O
OKF G §(KS (0ihis deguid a® atTag &kpedmental stage compared to other cities can be
connected to the fragmented administrative approaches towards urban art.

The lack of a uniform positioning within the administrative structures towards urban art mitigates the

cile OoON}YRAY3I SFFTF2NIa STFFTAOLO&d® ! Nbly FFNIQa StAIA
bodies of the municipality, which results in bureaucratic hurdles for a uniform approach towards the
subculture. This inconsistency reveals the nemdai interface between the municipal structure and

the local subculture of urban art to pool and conciliate diverse departments and to harmonize the
OrAGeQa 2NASyillGAZ2Yy®

Ly O2yOfdzarzys GKS gtea GKFG dz2NBFy hedive ckyy 9 KNB
branding show a clear focus on efforts associated with destination marketing and orientation on the
objectives dictated by the creative city discourse. Being fundamentally positive recognized by local
dzNB Iy | NI A&dGasz O Kstandd NAsSwhiwhylad a2rgsul af digefgmdiabdinBofiistent
administrative approaches towards the subculture which must be overcome.

8.6 Main question: Implications for the subculture and related factors for the strategy
The final section of this®a A 3 Q O2y Of dzaA2y FyagSNE GKS WidtAy NBA
are the implications for the subculture of urban art arising from its utilization for creative city branding
strategies in the Cologne neighbourhood of Ehrenfeld and what are @iteddhctors that must be
considered for this strategic orientatioR? ¢ KS 1j dzS & (i A aft stRubtuiel Jh hcdoddante § ¢ 2
with this structure, the first part will deal with concluding remarks on the implications for the
subculture, following final stements on related factors to be considered.
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effects on the subculture differs among various types of urban artists. One commonly and positively
perceved implication of city branding refers to added value for the subculture. This added value takes

place in direct value, acknowledged by commercially operating urban artists for economically
benefitting from commissioned artworks, and indirect value. Tdiger is primarily perceived by
uncommissioned artists and expresses itself through an increasingly general appreciation of urban art.

This positive effect is countered by a number of negatively viewed aspects: illegally operating artists

fault the commodfication of the subculture which city branding efforts bear joint responsibility for.

These finding® y St aAfeé NBLNBaSyid GKS y2idiA2y 2F WLI NI} R2
0S 02y O02YAllLyld 6A0GK WiKS Oz2AwniEeRedgiiveimplidagof forz T NB ¢
illegally operating artists, most notably those engaging in graffiti, refers to the loss of available space

for tactics of appropriation in Ehrenfeld. Resulting from the selective approach to promotion of urban

art by the muA OA LI t Ade 2F /2ft23yS RSLISYRAYy3I 2y GKS A
desirability as well as on associated terminology, the extent and availability of space for illicit artworks

is confined by conversion of surfaces and repainting existingalllartworks with commissioned

designs.

These interferences symbolize an influence on the practices of urban art. The confromntétfion
orderliness is at the core of urban art. As such, it represents a battle for public space between tactics

of appropridgion and legitimacy of property rights and thus a battle between order and disorder. As a
steadily process of negotiation, the spatial arrangement of different types of urban art follows internal

rules of the game associated with appropriatidnshows, low appropriation is not only an inherent
characteristic of the subculture as portrayed in the theoretfcamework butextends the notiorfor

its spacedefining featuresAt this point, city branding of urban art intervenes with these rules: with

the sekctive promotion of desirable art, it rappropriates parts of the subculture, resulting in a
territorialization of the spatial arrangement of urban aftis territorialization adds to the literature

findings by extending the critique on tearing urban fagm its uncommercial context as discussed in

chapter 4.4 Together with structural modifications of the neighbourhood, this territorialization
consequently leads to urban artists increasingly shifting the spatial context for their activities to
differentareas of Cologne. Moreover, the selective city branding approach to urban art interferes with

0KS &dzo Odzf G dzNEQ& RS@OSt2LIVSyd o0& NBAYTF2NODAy3I (SN
notion of graffiti flatly and considering urban art and gtrart as unfailingly positively connoted terms.

The approach creates incentives for urban artists to shift their artistic modes of production accordingly

and thus to separate from fundamental ideas associated with the roots of the subculture such as
apprapriation and resistance. On the other hand, it leads to resentment and rejection of the approach

within the illegally operating part of the subculture. This, in turn, is expressed by stepping up of
appropriative measures or the spatial extension of pragias hinted to above and thus exemplifies

how urban art cannot be entirely absorbed by branding strategies.

These reactions enhance that urban art must be understood as movement, which might expend
wherever open spaces are available that can be recahgiiéh their own set of unwritten rules. The
AYFEdzSYyOS 2F GKS YdzyAOALI fAGeQa 2NASyGlrGA2Yy 2y
theory as a counter theory to brokeh A Y R2 6& | LILINR | OKSa®d LG a2 dzyRSI
that the onesided approach initiates, partially leading to a separation of the subculture in which

varying types of urban artists cannot appeal to a common point of reference anymore. In some cases,

the positioning of urban artists to that end leads to a dilemnf a commissioned artist is having
reservations on painting over existing artworks or does not agree to the design of the commission, he

or she is likely to be replaced by an artist who is less susceptible to this orientation on the original ideas

of the subculture.

The dilemma arising from positioning between the original idea of urban art and commaodification with
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all its particularities is an issue that needs to be considered for the strategic orientation. As shown
above, the influence of following selective promotion of urban art has significant impacts on the
subculture, undermining its heterogeneity. The selective eligibility thus marginalizes illegal
manifestations. However, providing a basis to express discord andamormity is essential foa
heterogenous social structure. Despite being a contentious artistic practice, illegal graffiti displays a
critical examination and reflection of the right to the city proclaimed by Henri Lefebvre (20060

on the visual appearance of pubkpace. The tilization of urban art in the form of city branding

therefore must consider these tactics of appropriatios @well agheir roots, their illegality, and their

internal unwritten rules to comprehend them as imsically linked with other modesf production

which evolved out of it.By means of a differentiated approach whidkears in mindthese
particularities, thedemandednotion of respectcan betaken into account.Moreover, such an

approach counteractd K S & dzo ldorigénidziideq & onsequence o$elective promotion and

thus the separationof the subculture.This is particularly evident in the fact that the possibility of
resistance against commissioned designs does not function aftiarate goal of illegally operating

artists. On he contrary, the objective ithat potential benefitsreturn to the subculture as the issue

of compensation makes clearo this end, it is important to acknowledge illegal practices as part of

urban art history and legacy and tmntactthe local subculire with the help of gatekeeperd.he

typologies shown can be used for this purpo3déey arecrucial foradoptinga more nuanced
O2YLINBKSyaArzy 2F (GKS &dz Odz G dzNB Qils utiz&tiorSan® ISy SA (
commodification whichcity brandingSy G Af & ! dadzyAy3d GKFG WIiKS Ay
Fdzi KSyGAOAGe GKNRBAAK (KS dzyO2@SNAYy3I yR RAALX | &)
given that the municipality's orientation is largely recognized as a strategy among localartiss,
includinglocal artistsengaging invarioustypes of artworkds of majorimportance.Together, these
YSIadaNBa y20 2yfteée a0NBy3aIGKSYy GKS AYyGSNYyIlf &dz Odz
authenticity and tlereforean important partof the success of city branding effarts

In the broader context of community development in Ehrenfeld, the homogenous selection of
interventions for the promotion of urban art is the equivalent of the homogenous residential
development resulting from agoing gentrification in the neighbourhood. Being the visual evidence of

I KSGSNR3ISy2dza a20Alf O2YLRaAAGA2Y ST AffS3IFE | NI g2
l'a | OGa F2ftf26Ay3 (K BythySitdaficRisintednBtiondf tHeyfilRigin shatNy S Y Sy (
environment with new meaningsand thus encourage democratic exchan@&olnar, 2017)

Disregarding this social function by discounting these practices influences the lived asalill as

the basis of city branding in Ehrenfeld. With regards to the former, it poses the question as to which
degree multi(sub)culturality as a reputed factor for the neighbourhood corresponds to that reality. In
response, it was found that addressingoan art in the city branding discourse in a partial way that

refuses to include its subversive components contributes to the commodification of space which
YIE184 Ad AyGSNDKFy3ISIofS YR RAYAYAAKSA OGKNBY TS
creates a myth of the neighbourhootlhese findings correspond to tldeliberationsoy Andron(2018)

and Henk€2015)in chapter 4.4.4At this point, ramifications for the basis of city branding in Ehrenfeld
arise:consideringhe artistic and subcultural practices afban art as mere economic drivers entails

the major riskthat city branding will lose its foundation to serve as a marketing tool altogetsesg

resultof a lack ofauthenticityassociated with the absence of resistant and various types of urban art

in the neighbourhood.

As a final remark of this conclusion, city branding effatt®uld remember that cities must not

exclusively be considered as economic hubs, but must provigeesjin the spatial and social sense,

for (sub)cultures to unfold. Certainly, urban art is no panacea, but it must retain its critical and
countercultural role as indicators &f 2 O A letérdgeriity

59



9 Reflection

The final chapter of thisesearch addrsses critical reflections and limitations relating to the progress

of conducting and writing this research. Subsequently, it discusses limitations of its results and
recommendations for further research. The section finishes with some practical and broade
recommendations for engaging in research with the subculture of urban art and proposals for
politically engaging with the research topic, which do not represent the policy recommendations as a
whole. Following the wording of the main research questi@rtpof these must also be derived from

the conclusion chapter.

9.1 Reflection and limitation of the research progress and research methods

In contemplating the progress of this research, its preparation and creation turned out to be a time
intensive procss. The conceptual delimitation, choosing for a suitable research context and
adaptations of methodological choices represent hurdles which had to be overcome. Due to the
ongoing COVHDL9 pandemic, the thesis did not take place in the course of a res@asshship, which

would not only have determined the research context, but would have also provided additional
guidance on objectives and the research procedure in general. On the other hand, this approach
facilitated the unrestricted demarcation of thegearch topic, which resulted in realizing the thesis

with great enthusiasm. As the interviews and field research were conducted in August 2020, it was
possible to meet the respondents personally for fagdace interviews. This situation was particularly
important for this research, because before the interviews took place, preceding talks answered the
purpose of building rapport which is deemed to have had a positive influence on the quality of
statements arising from the interviews.

With reference to tle methods chosen, it was found that for the research progress, adopting a
triangulation approach resulted in varied tasks making the progress more interesting compared to
relying on only one methodht the same time, the approach contains difficulties varmefer to utmost

attention to details during the anduct, extensive and repeating inspections, and the necessity to
foresee the interview contents to a certain extent for taking photographs which illuminate the context

in detail. In one of the earliest sidies on graffiti as a geographical phenomenon, Ley & Cybriwsky
(1974, p504)write, that i K Sexphhatién of the incidence of urban graffiti might best be regarded

as aninterpretatig’ Q® ¢ KA & NBASFNOK Oly 2yfeée F3aINBS gA0GK (K]
research topics for this thesis, are almost inevitablgrpretative. Yet, with thehelp ofthe coding

schemss, it is possible to replicate the results. Engaging quantitatiwély a subculture partially

following criminalized practices would have been more difficult in gathering endagih) separating

different underlyirg conceptions in the form of typologies and thus on their implicatiomsinly due

to the inaccessible character of urban artidgteoking at visual data through a certain lens, R26&6,
p.23)arguessW@A adz- £ AYIFISNE Aad YySOSNI Ayy20SyidT LG Aa
technologiesand kno®@ RIS a!Q0 (KA & LRAYyGEX GKS NBaSIFNOKSNRA | (
of Ehrenfeld as well as familiarity with practices of urban art must be considered as a limitation.

9.2 Limitations of the research results
Limitations and weaknesses of the easch results emerging from these methodological choices and
the interpretation must also be considered. It was found that urban art must be understood as
movement expanding to different spatial contexts. Principally, it must be acknowledged that the
subcdture is not subdivided between neighbourhoods. Even though artists are more active in some
areas than others, there is no such thing as a neighbourtspatific urban art scene, as urban artists
typically do not mind demarcation lines between city areas.
Another lmii y 3 FI O02NJ F2NJ 0KAa NBaSI NOKQA NBadzZ 6a NBf
urban artists. It must be acknowledged that it is questionable to what extent the suggested
terminological conceptualizations are applicable with andtch the identification of urban artists
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themselves. In addition, no interview with an artist who can be attributed the full commercialist
typology was conducted, but the reasoning for this type derives from insights of other respondents.
Together with he fact that the typology is based on a total of ten interviewees mitigates the empirical
evidence for the typology in general. In defence, however, two arguments against this limitation are
given: first, full commercialists arguably have little to no ceetion to their spatial environment and
therefore cannot be allotted to the Cologne subculture of urban art. And second, the typology is to be
understood in connection with the policy recommendations and thus does not claim generalisation.

Finally, city banding must not be held liable to be the only driver for the commodification of
0KS adzo Odzf GdzNB 2F dzaNBlFYy NI P hy GKS 2yS KIFyRZ
movement, associated with for instance urban art in advertisements butasgoart of subculture
internal developments which is not influenced by selective promotional efforts. One the other hand,
it is to be understood against the broader process of the commodification of the city as a whole,
resulting from neoliberal urban ptilts and their deregulating and privatising approach.

9.3 Recommendations for further research

Following from the exploratory approach of this research, a number of recommendations to explore
the research topic in greater depth as well as more generalmaeendations on scientifically engaging

with the subculture of urban art are given in this subsection.

Achieving external validity is difficult for a single caraly because it devotes itself to understand the
specific conditions and context in detdihe research attempted to demonstrate how this information
derived from the analysis of Ehrenfeld as a estsely are relevant for other neighbourhoods by
theoretically drawing on communalities with the Berlin neighbourhood of Kreuzberg. Further case
study research analysing symbolically charged neighbourhoods and areas in general which are
undergoing residential and structural changes and are subject to city branding efforts would be

ySO0SaalNE (2 O2YLI NB GKS NB3aShmdKit wolldeRhantatie 6 A G K

FAYRAYIEAQ SEGSNYylLt @FtARAGE FyR FLIWIXEAOFOAL AGESE
however restricts to single castudies, as this research design is deemed valuable for giving respect

to the notion of urbanparticularism.Moreover, the research area of mythmaking of symbolically
charged neighbourhoods and their consequences on issues of attachment and identity for its residents
was touched in this research but would require more depth on the residential. [€hé&d entails the

need to include the residential neighbourhood level to gain more insights on whether branding efforts

(

FNB FLIISHEAYI (2 GKS OrAGeQa NBaARSYGAa FyR NBIFOGA
vdzk YOGAGF 0ABS YSUK2RA ¢ fndiihgR or XoMLINEL&SS forinfore @eptNBS & S NO

research on the issue of terminology and selective approaches to urban art for promotional efforts:
gathering data on registered offences in the context of urban art and their respective state of affairs

arep2 YAAAY3I G2 NBGSHt RFEGF (2 FdzNIHIKSN) dzyF2f R (GKS

examination of urban art and to conceive how these affect the prevalent selective approach.

As a last point, a few general recommendations on engaging withnuartists will be given, which
resulted from this research. Most fundamentally, preparing for linguistic peculiarities of the subculture
A& AYLRNIFYyGd G2 F@2AR SELXIFyYyLFdAz2y 2F (GSN¥a | yR

7

i

vital to didJf @ &ASyaArAoAfAdGe F2NJ GKS IINIAaAGaQ Ayl O00Saa

practices which expose themselves to prosecution.

Interpretations of the terms urban art, graffiti and street art as visual practices in public space vary
dependirg on the research context and the academic background of researchers. There exists no
uniform definition. The interpretation employed for this research would therefore be too broad for
other fields of research, for instance if the focus is on single madgwzoduction or underlying
motivations of street artistskinally, as urban artists express themselves through their interventions,
engaging with these must not only bank on their utterances, but also their practices. The final
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recommendation thus relateto an invitation or request for researchers to get into the field and
engage with the subculture in situ, to acquire more comprehensive insights on the subculture.

9.4 Recommendations for praxis

As mentioned in the beginning, practical recommendationgyfrerning city branding in connection

with urban art have partly been implemented in the conclusion section, most notably those which
concern related factors for the future of urban art in Ehrenfeld and the neighbourhood itself. However,
not all recommendtions for praxis are covered by these, so that the last subsection of this chapter
addresses a number of continuing advices. Referring back to the French philosopher Henri Lefebvre,
these might be regarded as pdstfebvrian proposals.

For the future ofcreative city branding efforts utilizing urban art, the first proposal relates to the
recommendation for further research mentioned above: including residents of branded
neighbourhoods into the strategic direction. Kavaratzis & Ashw@20il5, p.167) point to this

& K2 NI O2 Y A y The @antribaitiort af dulyu@ Yo pldte branding, however, is minimised if it is
over-simplified in order to prode content for superficial promotional activities or meaningless and
unsubstantiated identity claims, which in actual effect, disconnect the place brand from local Quiture
To counteract this effect, city branding must be mindful of the place it promotes. With regards to
promoting urban art, paying attention tdiffering public awareness within different neighbourhoods

is crucial for this marketingriented approach. If reidents cannot predominantly identify themselves

with creative and yet resistant acts that urban art so aptly represents, branding efforts might
disconnect the brand from the actual lived culture of the neighbourhood and thus deflect from their
objective.If current urban planning approaches are sparked by the creative city discourse, it ultimately
is essential tdirst ponder where creativity emerges and to assure that the underlying conditions for
creativity persisin the form of vigour. Only if this faar is considered conscientiously, identification

with the strategic direction can be ensured and forming a myth can be averted in the long run.

More fundamentally, questioning or at least critically assessing the imperatives that the creative city
discouse dictates as a guiding principle for city branding efforts must be undertaken. This proposal
relates to the ideas suggested by Ind & T¢2it12, p 48)Y credtivity does not need to be the property

of a creative class norsed in an instrumental way to move a place up a league table of desirability. It

is something that everyone can contribute to, when an environment is created and nurtured in which
people can experiment and extend themsel@e® / | NNE Ay 3 2 ¢ authérSshgydstithstB dzY Sy
0KS FdzyOUuA2y 2F OAle& ONIXYyRSNB &aK2dzZ R 6S (2 YI yl :Z
includes without limitation providing open spaces for urban art and other creative practices to unfold.

It also includes toegard creativity not only if it can be used as an economic tool, but to esteem it for
its social and cultural value, free of commercial interests.

As inconsistencies in the administrative structures of the municipality of Cologne and the selective
promotion of urban art demonstrate, governance of the subculture is not a straightforward endeavour.

In fact, it surrounds a charged political discussion on how to fit disorder with order and thus is a
challenging task. On these grounds, its success depends wmiulcgovernance that these
recommendations and the research in general hope to contribute to. Béfeser(2011, p.652)aptly

y 2 (i ®aésteetand graffiti artist must be managed and governed in particular ways so as not to lose
WEdzi KSYGAOAGEQ ¢KAES i GKS aryYS GAYS Wi ¢KKENMSI
NEASIFNOKQa Hdwthe sufaidiatidnyofRubad lanif& the purpose of city branding might
LINE RdzOS Lzt A0 aLl OS FFOO02NRAYy3I G2 |y AYy(dSNOKLIY
competitive advantage. It emphasizes the need for taking into account the proposaés wwiiddthis
research. However, these proposals should not be understood as a manual, as something that if
applied accordingly will result in successful outcomes. On the conitahguld be read aa thought
provoking impulse and d@be outcome of a crital investigatiorwhich does not consider creativity as

a natural resourcgbut which takes insights from within creativity, its producers
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Appendix A: Intervieguide urban artists Cologne
Introduction:

9 Forschungsvorhaben kurz erlautern, Anonymitat zusichern, Einverstandnis fir Aufnahme des
Gesprachs erfragen
Interview guestions:

1 1. Seit wann beschaftigst du dich personlich mit Graffiti und Street Art?

1 2.Kannst du mir etwas dariiber erzéhlen, wie du an das Thema Graffiti und Street Art gekommen
bist? (Gab es bspw. eine Art Schliisselmoment oder eine Besonderheit die dich dazu motiviert
hat, selbst aktiv zu werden?)

9 3. Bist du selbst noch aktiv auf den StraRe

o Falls ja: Wie tragen sich deine Aktivitaten nach aul3en? Woraus bestehen deine Arbeiten?
Was machst du am liebsten? Warum sind die von dir gedufRerten Praktiken fur dich am
reizvollsten, was macht sie aus?

o Falls nein: haben sich deine Aktivitaten verémd&Velchen Arbeiten gehst du heute
nach? Warum sind die von dir geduRerten Praktiken fiir dich am reizvollsten, was macht
sie aus?

1 4. Seitihrer Entstehung haben sich Graffiti und Street Art in ihrer Auspragung differenziert (von
Aneignung des o6ffentlicheéRaums und widerstandigen Handlungen zu legalen Formen und
Auftragsarbeiten)

0 Wie bewertest du diese Entwicklung perstnlich?

o Denkst du, dass alle Erscheinungen eine Daseinsberechtigung haben? Denkst du, dass
sowohl legale, als auch illegale Werke problesmhiteinander bestehen bleiben
kénnen?

0 Gibt es Beispiele aus deinen eigenen Erfahrungen woran du deine Meinung festmachen
kannst?

0 [diese section nicht zu sehr strukturieren, da in Interviewsituation auf die verschiedenen
Werte/Einstellungen/Grinde eingeggen werden kann; probing question: kannst du
dies néher erlautern?]

1 5. An dieser Stelle méchte ich gerne genauer auf das Veedel Ehrenfeld zu sprechen kommen.

o0 Wie haben sich Graffiti und Street Art deiner Meinung nach in Ehrenfeld entwickelt?

o Ehrenfeld wid heute Stadtteil mit besonders kreativen Charakter wahrgenommen. Gibt
es Besonderheiten in diesem Stadtgebiet, die deiner Meinung nach daftr maf3geblich
waren/sind?

o Ist dir personlich aufgefallen, ob sich die Art und Weise wie die Stadt K6ln mit dem
Themaumgeht, verandert hat?

1 6. Traditionell haben Stadte als Antwort auf Graffiti und Street Art eineTdldranz Politik
gefuhrt. Seit einiger Zeit andert sich diese Ausrichtung und auch die Stadt Kéln ergreift
MaRnahmen, Urban Art aktiv zu bewerben. (weldlzg' 4§ SNJ R a { GAOKg2 NI 6 ONB
fallen.)

o Bist du mit dieser strategischen Ausrichtung der Stadt KoIn vertraut? Oder nimmst du
personlich diese Ausrichtung Uberhaupt als Strategie wahr?

0 Hast du von einzelnen MalRnahmen gehdrt? Wenn ja, vonhgal2

o0 Kannst du etwas darlber erzéhlen, was du von dieser Strategie haltst? [vielleicht im
Zeitverlauf vom ersten Zeitpunkt zu heute; Veranderung der eigenen
Wahrnehmung/Position gegentiber strategischer Ausrichtung? Hat sich deine eigene
Meinung daruber inLaufe der Zeit verandert?]
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A Manche Kiinstler vertreten da mutmaglich eine andere Einstellung. Woran liegt
es deiner Meinung nach, dass andere Kunstler dieser Ausrichtung gegenuber
eher kritisch/zustimmend eingestellt sind?

9 7. Zum Schluss wirde ich gerne n&adnz mit dir auf die Zukunft von Urban Art in Ehrenfeld zu
sprechen kommen.

0 Wie schétzt du, wird sich die derzeitige Ausrichtung der Stadt Kéln auf die Urban Art
Szene auswirken?
0 Wo siehst du die Zukunft der Subkultur in Ehrenfeld?

f 8.InEhrenfeldfinded SAG wnmm FffS W WHKNS RIFa ! Nb
RSNJ {dGFRG YI £y 3ISFINRSNI 6ANRP® %dzZRSY 06 A
bewirbt den kreativen Charakter Ehrenfelds aktiv auf ihren websites.

0 Wie stehst du diesehusrichtung gegeniber?

A Warum ist dieser Wandel der stadtischen Position deiner Meinung nach eher
positiv/negativ zu sehen?

A Wie schatzt du die Einstellung von Kiinstlern ein, die dieser Ausrichtung
gegenuber eher kritisch/zustimmend eingestellt sind?

A Welche Auswirkungen kann diese stadtische Ausrichtung deiner Ansicht nach auf
die Urban Art Szene haben?

1 9. Ausblick: wie schatzt du wird sich die Subkultur in Ehrenfeld in Zukunft entwickeln?
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Appendix B: Coding scheme

Code group 1

Thematic codes

| Desciptive codes

Typology

lllegal graffiti artist

Legal graffiti artist

Full commercialist

Commercial street artist

Commercial graffiti artist

Classical street artist

Code group 2

Thematic codes

Descriptive codes

Juxtaposition

Appropriation

Fundamental

Political

Dispute

Space

Locality

Displacement

Extension

Code group 3

Thematic codes

Descriptive codes

Coexistance Commissioned designs Acceptance
Rejection
Lookout
Resilience
Compensation
Codegroup 4 Thematic codes Descriptive codes

Promoted manifestations

Creativeness Ehrenfeld

Development of urban art

Development of the quarter

Reputation and hype

Non-existence

CityLeaks

Prestige

Code group 5

Thematic codes

Descriptive codes

Utilization

Urban artists perception

Bureaucracy

Public awareness

CityLeaks

Interface




Appendix . Coding treesub question 1
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Appendix G.1: Caling tree sulguestion 3
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Appendix C.3:3oding tree sub question 3
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Appendix C.3.4: Coding tree sub question 3
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Appendix C.4: Coding tree sub guestion 4

is part of

is part of \'_;PHOM_MAN_u'eatiuemss
Ehrenfeld: development of urban
art

- .PROM_MAN_creativeness

is part of Ehrenfeld: reputation and hype
——a

- part of I  PROM_MAN_creativeness

Ehrenfeld: non-existence

is part of  PROM_MAN_creativeness
I < PROMOTED_MANIFESTATIONS Ehrenfeld: development of the
quarter
s
=
a

iz part of

I  PROM_MAN._cityleaks I ~ PROM_MAN._cityleaks: prestige

is part of

< :PROM_MAN_creativeness
Ehrenfeld: development of urban
art: Underground

< :PROM_MAN_creativeness
Ehrenfeld: development of urban
art: narrative

< :PROM_MAN_creativeness
Ehrenfeld: development of urban
art: Helios area

< :PROM_MAN_creativeness
Ehrenfeld: development of urban
art: from subculture to pop
culture?
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contradicts

Appendix C.5.1: Coding tree syuestion 5

<>LI'I'I L_urban artists perception:

tourism attractor

<>LITIL_urhan artists perception:
street art tours .,
UTIL_urban artists perception:  *
— strategy - yes \E\ -
alle
- m
(=9
"
¢ “UTIL_urban artists perception:
shift in municipals” alignment
. _[
4
- 9
- A
[=]
UTIL_urban artists perception: ‘é
—* strategy - no * \E
k]
£
m
o
. i
<>UTIL_urhan artists perception: iz part of
recognition of social value .,
<>UTIL_urhan artists perception:
provision of legal surfaces L E
B E |
' 1 |
m
o L
UTIL urban artists perception: no ~ ispartaf " T T =
- _I TR e UTIL_urban artists perception
B
£
m
[+ 8
UTILIZATION

/—C

/—'

iz part of

_UTIL_urban artists perception:
means to achieve re-election

is part of <_»UTIL_urban artists perception:
city marketing

/—' <>U'I'IL_urhan artists perception:

cost savings

i mof
ki <>UTIL_urhan artists perception:
creative city

/—' <>LITIL_urhan artists perception:

creativeness Ehrenfeld

is part of N .
* <>UTIL_urhan artists perception:
funding cityleaks

iz partof | UTIL urban artists perception:
investors
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Appendix C.5.2: Coding tree sub question 5

is part of

is part of

is part of

|

UTIL_public awareness

T iz part of
iz part of
.
{L& is part of
_¢Q‘ UTIL interface 4
I is part of
F
UTILIZATION iz part of
. L
is part of
., {
UTIL cityleaks
- is part of .
iz part of
\ iz part of
- —»

UTIL_bureaucracy

T is part of

UTIL_public awareness: varying
associations within field of urban
art

< ZUTIL_public awareness:

socialisation

_UTIL interface: urban art youth
project

UTIL_interface: KASA

UTIL interface: cityleaks

UTIL interface: art supplies store

UTIL _cityleaks: negative attitude

UTIL_cityleaks: counter event

UTIL_cityleaks: development

“_ZUTIL_bureaucracy: lengthy

process

JUTIL_bureaucracy: many
stakeholders
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Appendix D: Types of urban art

Graffiti

Graffiti tag Throw up Sophisticated grafiiti

Street Art

Stencil street art Paste up

Artistic mural Commercial mural
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Appendix B: Urban art magublished by KéInTourismus GmbH
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