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Street Artists in Europe

Executive Summary

Content

This study’s main objective is to analyse the situation of street artists in Europe, taking into
account as much as possible the 27 Member countries. It evaluates the importance of street arts
and the characteristics of this artistic sector. This study’s results are based on still confidential
aesthetic and social research, enriched with surveys and interviews on the economic, political
and cultural context of these practices, considering the multidisciplinary nature of these forms,
their social and urban involvement as well as the publics that have access to them. Based on the
specifications of the European Parliament, the study focuses on factual information, when it is
available, and on analysis; it reflects the viewpoints of the professionals queried.

Introduction

The development of street arts in Europe is part of an old tradition of expression in the public
space. In the 1960s and 1970s, the artistic and political contestation movement was at the origin
of a profound renewal of these forms of expression in many countries. At the time, Europe was
undergoing a large number of historic configurations: a return to democracy, the development of
artistic practices outside “official art”, a reaction to the industrialisation of the art market and so
on. More generally, the 1980s and 1990s were marked by strong growth in this sector in terms
of number of companies, shows and festivals, as well as in terms of attendance by the publics.
Street arts now constitute a very vital composite artistic movement characteristic of Europe and
its cultural identity.

Chapter 1: What are street arts?

The aesthetics of street arts are founded on a great wealth of artistic professions and disciplines.
They bring together directors, interpreters, plastic artists, scriptwriters, video-makers and
technicians who work on inserting an artistic project into the heart of the public space. Street
arts call on theatre, prowess arts, urban plastic arts, music, dance, pyrotechnics and multimedia.
They demonstrate great inventiveness in the blending of disciplines and the renewal of
conventional forms, in particular in the area of non-textual writings. They present all sorts of
shows outdoors, stationary or itinerant, ranging from gigantic forms to the most intimate
proposals. The artists adapt to the performance venues, from city centres to peri-urban and rural
areas. Lastly, the original relationship to the public via interactivity and the questioning of the
spectator remains an essential springboard for the creation of shows.

The richness of these aesthetics refers however to an artistic quality that is very heterogeneous
from one show to another, from one region to another. If certain forms are innovative and
polished, others still suffer from weaknesses in terms of stage direction and dramaturgy or are
more the province of entertainment than artistic creation.

Chapter 2: What is a street artist?

Street arts professionals hold the same status as that of live performance artists in their
respective countries. Their income primarily comes from the performance of their shows, and is
mostly earned during the summer period. Their works devoted to the development of writing
and to rehearsals is rarely remunerated. They sometimes generate intellectual property rights
(e.g. royalties), but their income is irregular and unpredictable. Like most artists, the unique and

il PE 375.307



Street Artists in Europe

fleeting nature of their works and the discontinuous nature of their working periods that is
associated with it create problems in terms of social security benefits and taxation.

Most artists structure themselves through companies in order to create, produce and programme
their creations and have de facto expertise at all levels of the market. The composition of the
companies ranges from just a few artists to groups of over 20 people who share an artistic
project over the long term. Their activity is characterised by a high degree of geographic
mobility: street artists are dedicated to European, even international mobility, a guarantee of
fame and economic development.

Street artists are distinguished by a very reactive stance vis-a-vis their spatial, political and
social environment. Their great attention to traditions and to certain types of popular knowledge,
the bridges they build between the various disciplines, their determination to broaden the access
of populations to culture are associated with the needs for entertainment, exchange, free
expression and belief in myths.

Mobility is a key word for street artists. This idea refers to an artistic dimension (training,
creation, inspiration) and a commercial dimension (visibility, being hired on the market,
appreciation by professionals).

The recent structuring of their profession, through the creation of regional and national
federations, demonstrates the current maturation of street arts. The Fédération des Arts de la Rue
(Federation of Street Arts, France), the Fédération Flamande des Arts de Rue (the Flemish
Federation of Street Arts, Flemish Region of Belgium), the FAR or Fédération des Arts de la
Rue (Federation of Street Arts, Walloon Region of Belgium) the FNAS or Federazione
Nazionale Artisti di Strada (National Federation of Street Artists, Italy), ISAN or the
Independent Street Arts Network (United Kingdom), NASA or the National Association of
Street Artists (United Kingdom) and the Bundesverband fiir Theater im 6ffentliche Raum or
Federal association of street artists (Germany) contribute to better representation vis-a-vis the
public authorities.

With the exception of France and its FAI AR or Formation Avancée Itinérante des Arts de la
Rue (Advanced Itinerant Learning Programme for Street Arts), there is no specific initial
training in this field. The majority of artists have taken a programme in theatre or circus training
and the transmission of specific know-how is generally done informally in the companies
themselves (on tour or in a residence).

Chapter 3: Intellectual and institutional recognition

The extreme diversity of street arts is multiplied by a host of different definitions: street theatre,
itinerant or travelling theatre, fairground arts, in situ theatre, urban arts, public animation, urban
cultures, arts in the public space, outdoor shows are some of the designations that circulate in
European countries. The absence of a common definition (on the national as well on the
European level) complicates this sector’s identification (and therefore the production of
exhaustive and reliable statistics by the different Member States).

Despite a dynamism of known territory, street arts suffer from a timid institutional recognition
in the different European countries and a low level of consideration by public funding and
cultural policies. States like France, Belgium, the United Kingdom and the Republic of Ireland
and regions such as the Piedmont (Italy), Catalonia (Spain) and Nordrhein-Westfalen (Germany)

v PE 375.307



Street Artists in Europe

recognize the artistic value of street arts and build their support policy through dedicated
funding systems. The level of this funding is extremely low. These funds often come into play
when faced with an economic emergency situation that the sector is familiar with and in
proportions very much lower than the support given to other sectors such as opera, conventional
theatre, dance and architectural heritage. The regions or the cities, interested in street arts for
their cultural and tourism-oriented influence, become, on the other hand, major partners in
funding and welcoming artists and events.

In Portugal and most of Italy, Germany and Spain, street arts are considered more as
“spontaneous entertainment” and rarely benefit from direct financial support. In the countries of
Eastern and Central Europe (Hungary, Croatia, Romania, Slovenia), street arts are occasionally
aided through funds open to all the arts or those dedicated to emerging cultures. The rare
support that exists is granted through non-specific aid systems. As for the countries of Northern
Europe, they currently give considerably more recognition to circus arts than street arts, which
remain barely developed in these countries, as well as in the Baltic states.

Chapter 4: Street artists in the urban space

Since the 1960s, the integration of street arts as an element of urban development has gone hand
in hand with the growth in the role of culture in the cities’ economic development. Today, there
is a real correspondence between the artistic approach of street artists and the cities’ new
concerns: insertion of cultural programming into a strategy of attracting tourism, institutional
communication of social action in disadvantaged neighbourhoods and the redynamising of the
local economy. Major events that are capable of developing street arts attract impressive
crowds. They also contribute to the success of the European Capitals of Culture. Street shows
have thus drawn over 100 000 people in Brussels, Porto, Graz and Copenhagen, while Lille
recorded more than 600 000 participants, altering the conception that cities might have on the
circulation of the public and the use of its spaces. Concentrated mainly in the city centres, but
also in outlying areas and rural zones, street arts performances have a strong calling in social
and spatial integration. Street artists often establish their work place in abandoned districts or
those experiencing problems (former factories, disadvantaged areas, etc.) and participate in
linking territories, making possible the development of projects with populations that have very
little access to cultural products.

Chapter 5: The street arts publics

The street arts publics are primarily festival-going publics. Street arts have not escaped the
determinism of socio-professional and educational factors, but they succeed in uniting more
diverse and popular publics. All age brackets are represented in them, as well as all the socio-
professional categories. If the breakdown of these categories does not exactly reflect national
averages, the most under-represented, even ordinarily absent classes in live performance publics
are very much present in street arts publics.

This heterogeneity of street arts publics is conveyed by a cohabitation between publics with
cultural practices and plural attitudes. Spectators who are veterans of the conventional theatre
rub shoulders with exclusive street arts fans and novice spectators.

Street arts therefore work modestly but surely at the democratisation of culture. The publics are

in fact responsive to free access, performances in the public space that permit sharing, free
admission (when it is practiced) and the festive atmosphere. The most attractive phenomenon
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remaining that special relationship that street artists create with the publics. Whereas many
studies call on the involvement of the populations in artistic and cultural projects, street arts
demonstrate their potential to be a driving force for social cohesion.

Chapter 6: Means of production and diffusion of street arts

Approaching the question of production and programming in the street arts field at the European
level leads first to the exploration of the festival activity. There are nearly 600 festivals that
open their programming to street arts in Europe, of which about 250 are in France. For the most
part, they are organised by not-for-profit associations, either independent or funded by
governments or local authorities.

Their festival budgets range for 50 000 to 1.5 million euros. The most frequently programmed
companies are in France, Belgium, Germany, the United Kingdom, the Netherlands and Spain.
Programming is composed of either shows that have been running for some time and have been
on tour, or installations specially created for the occasion and the festival site, which highlight
the architecture or local landscape. To these may be added new creations that may be co-
produced with other festivals or other cultural structures whose aim is to go on tour afterwards.

The festivals propose different types of contracts to the artists, who are either covered 100% or
only for a part of their fees and technical costs. The number of spectators expected can have a
major influence on the show’s purchase price. Nonetheless, the artistic budgets of street festivals
remain very low in comparison to those of the other live performance sectors (theatre, music,
dance, etc.). Apart from the “Off” festivals where acting conditions are difficult and competition
fierce, certain festivals organise showcases, fairs or markets (United Kingdom, Italy, Spain) to
permit artists to present their creations to programmers.

Cooperation between European partners, important for the artists’ creativity and the circulation
of their works, makes it possible, among other things, to share production and programming
costs. Co-operation platforms (co-production and co-programming) such as Meridians (ex-
Eunetstar), In Situ and PECA expect a great deal from Europe in order to durably sustain their
actions.

Despite the vitality of this programming channel, artists and organisers greatly regret the very
limited budgets and low public funding dedicated to these events. The concentration of festivals
during the summer period (over 70% are held between May and September) brings about a high
degree of seasonal work for the companies. There are still too few programmers who propose
programming all year long whereas live performance structures only very rarely propose street
shows during their cultural seasons.

Conclusions and recommendations

It seems essential to stress that street arts take part in the great challenges that are currently
raised at the European Union level in terms of economics, social issues, the environment and
citizens.

The strong growth in street arts, through this sector’s economic activity, and notably the
festivals that symbolise them, attests to their place in the live performance economy. Their close
relations with the cities bear witness to their role in the cultural and tourism-related vitality of
Europe’s regions.
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This sector moreover contributes to the development of innovation and creativity throughout
Europe. Street arts offer a gamut of artistic expressions likely to renew the writings of popular
shows. They favour inventiveness in the blending of disciplines and the renewal of conventional
forms, all directly connected to the public space. This diversity brought to creation spaces takes
part in the development, in European societies, of an intercultural and creative capacity that is
essential to a knowledge society and an innovative society.

A sector characterised by the specific nature of its action field (the urban and rural public space)
and its public (de facto broader that the traditional cultural public), street arts participate in the
implementation, on a Europe-wide scale, of a new solidarity (professional, social and regional)
and the construction of a cohesion space. Their involvement in the heart of the cities, in the
countryside or intermediate areas makes them non-negligible partners in the economic and
social renewal and development of countries, regions and localities.

Through their engagement with the populations, they are also genuine tools in the development
of a European citizen and in the construction of a common identity in Europe. They are
notably characterised by the great visibility of their European actions (number and variety of the
public reached, free admission/access to culture without the socio-cultural barrier).

Lastly, street arts constitute a European specificity that can contribute to the cultural influence
of the European Union in its relations outside its borders.

In this framework, the European Union can find an important track for its policy in the support
of street arts. Such support requires taking into account the sector’s specificities and needs, and
notably: the specific nature of production, programming and transmission modes, disparities
between the recognition of the sector itself at the level of the different Member States of the
European Union (absence of a common definition of this sector on the European scale, lack of
expertise, etc.) and disparities in the very development of the sector, most particularly between
the new Member States and the countries of the West.

Thus, taking into account the challenges raised by street arts on the European scale, and the
particularity of this sector, and respecting the subsidiarity principle, the conclusions of this study
lead us to formulate the following recommendations to the European Parliament.

Recognition of the sector as a full-fledged artistic form on the European scale

The street arts sector would have a great deal to gain by political and institutional recognition
of its existence as a full-fledged artistic form. In this framework, the European Union could
decide to establish a “European Year of Street Arts”, a time for reflection and spotlighting of
this sector in the 27 countries of the European Union, by following the example of a “Year of
Circus Arts”, which was established in the Netherlands, the Flemish Region of Belgium and
France or the three-year “Temps des arts de la rue” (“Time of Street Arts”) in France (2005-
2007).

Favouring a scientific study of the street arts sector

The street arts sector would have a great deal to gain by being scientifically studied. To do so,
it seems essential to have, on the European scale, in-depth and comparative knowledge areas on
this sector through: rigorous statistical elements on professionals and publics, and content
elements, most particularly on the aesthetics of street arts.
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In this framework, the European Union could integrate the street arts sector as a full-fledged
sector into the studies and statistics that it commissions or carries out on the live performance.
It could also propose specific studies on this sector. For instance, given the absence of
quantitative and qualitative data on the spectators who attend these events, the European Union
could commission a study of at least 200 days on street arts publics in Europe. This could be
founded on the study conducted by Eunetstar on the basis of nine European festivals, as well as
on the surveys carried out locally during events (Belgium, the United Kingdom, etc.).

The European Union could also, in order to favour university research on street arts Europe-
wide, pay particular attention to the accessibility of such research in the framework of FP 7 (in
its section on research in the social sciences). Comparative research between European countries
related to the aesthetics of street arts would permit, for example, their specificities on a
European scale to emerge. Moreover, it would be very interesting to develop interdisciplinary
research on the challenges of the place of art in the public space.

Lastly, in order to ensure a scientific valorisation of this knowledge, including, for example,
the development of criticism (a basic element to permit a discipline to improve or to take an
objective look at its productions), the European Union could favour the networks of critics,
journalists and specialized reviews in the live performance sector in order to improve
knowledge of the specificities of street forms (history, genealogy, aesthetics, creation process,
performance modes, etc. The European Union could notably re-establish the place of magazine
and art critic networks in the “Co-operation Action” of the Culture Programme.

Favouring better knowledge of the sector through the actors themselves

The European Union should, in parallel, pay particular attention to the creation of efficient
communication means that would facilitate access to professional information (financial and
material aid, visibility of artistic companies and programming, exchange and meeting spaces for
programmers and artistic companies and for “employers” and “employees”).

In order to help artists developing their own aesthetics, it would also be important to permit
them to access: the heritage of street arts, as well as works, theoretical as well as technical,
dedicated to these artistic forms. The European Union should therefore support the development
of resources available on the European scale (creation and/or networking of resources centres,
support for trans-national exchange programmes and digitizing of show videos, support for the
translation of specialised works, support for the dissemination and accessibility of this heritage
through new technologies).

Favouring the development of infrastructures that integrate street arts

As the means of production are very limited in most European countries, and most particularly
in the new Member States, the European Union could support the construction of such
infrastructures, notably with a view to development and regional cohesion. The European
Union could therefore pay particular attention to infrastructure projects that integrate street arts
(dedicated production centres, creation centres, residence spaces, etc.) in the framework of its
cohesion policy and its rural development policy and most especially in the regions benefiting
from Objective ‘Convergence’.
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Favouring the professionalisation of the sector on the European scale

The European Union could at the same time be particularly attentive to projects concerning
initial and ongoing training for street artists and specifically: multi-purpose trans-national
training projects for street arts and flexible and temporary training projects in the framework of
seasonal events (workshops or training sessions for instructors, for example). The European
Union could, for instance, reflect on a particular awareness-raising programme for actors in the
street arts in order to encourage professionals’ participation in education and training
programmes supported by the European Union (European Voluntary Service, Socrates and
Leonardo Da Vinci programmes, etc.) It could also make actors in the street arts sector aware of
existing funding possibilities in the framework of the employment section of the cohesion policy
(European Social Fund).

The professionalisation of the sector also is accomplished by supporting operators in obtaining
information on and integrating public regulations that restrict their activity (safety of the
public, noise pollution, pyrotechnics, large number of contacts required to obtain all the needed
authorisations for the smooth running of the event, etc.).

The European Union could encourage projects that favour the dissemination of “good practices”
concerning respecting safety rules and preventing risks and working at raising awareness in
these areas of the project’s different actors — authorities, technicians and artists. Such projects,
implying the co-operation of partners from two or more European states, are likely to spread the
idea that respecting regulatory constraints does not necessarily hinder creation in public spaces.

Projects favouring a better readability of European regulations must equally be actively
supported: for example, guides proposing methodologies and implementation procedures for
artistic projects in the public space and presenting a comparison of rules in two or more
countries. In this regard, the European Parliament could itself commission a reference paper that
would treat these questions throughout Europe: regulatory reference points, measures to be
taken, methodologies.

Favouring the development of professional practices on the European scale

It would be desirable that these new writings be developed during residences or specific
workshops. The European Union should ensure that writing stipends and support programmes
for creation professionals be accessible to them. It should equally see to aiding exchange and
collaboration projects between street artists on one hand, and actors in the live performance
sector such as writers, playwrights and directors, on the other.

The European Union could see that a larger place is granted to street arts programmes (annual
and multi-annual) presented in the framework of the Culture Programme (as of today, only the
In Situ project carried out by Lieux Publics in Marseilles, France, has benefited from Culture
2000, section 1, credits). It could also call on experts aware of the value of these projects and
their capacity to transform the cultural environment to evaluate candidatures filed in the
framework of the Culture Programme.
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Supporting the structuring of the sector on the European scale

As street arts are a professional sector in the process of being structured, notably through the
emergence of national collective groups and federations, the European Union will in all
likelihood be led to valorise the permanent work of these representative bodies. The latter work
on the establishment of standards and good practices on the European scale and on the
emergence of national federations in the Member States that are not structured at this level. So
that the mobility of street arts professionals and co-operation projects can take place under good
conditions, it is necessary that existing European networks be recognised and financially aided
in the long term by the European Union. These networks participate in the broad dissemination
of information provided by the European Union and reflect the invitations to tender and the new
directives that concern street arts to a greater or lesser degree. These platforms, such as the
Circostrada network, work, often by means of the new technologies, at making useful
information available to the production and circulation of works (programming, professional
directories, etc.). The level of development differs greatly among the 27 Member States and is
lowest in Eastern Europe.

The European Union could see that a larger place is granted to street arts networks in the
framework of co-operation support programmes, whether they are trans-border, trans-national or
European (Culture Programme). No operator working for street arts was selected in 2006 in the
framework of section 2 of this programme (“Support bodies active at European level in the field
of culture™). Support given to the permanent work programme of a structure capable of uniting
and representing this sector on the European scale would make it possible to professionalise
practices and establish their European potential.

Contributing to the development of a space for free artistic circulation

In a more transversal manner and in a more regulatory framework, the development of the street
arts sector is undergoing an improvement in the regulatory framework of the circulation of
works and artists. It is therefore cardinal that the European Union continues to work on
harmonising national regulations that considerably hamper the free circulation of works and
professionals. As many studies have already stressed, it is necessary to encourage reflection on
the artist’s status throughout Europe and on related legislation (social protection, labour
law, coverage of unemployed periods, etc.). It could for example encourage the Member States
to facilitate, even harmonise when possible, the procedures artists (and therefore street artists)
must deal with by envisaging, for instance, making administrative steps free of charge and more
rapid; simplifying, for equipment required for artistic services, going through customs and
security barriers, and so on.

Action permitting the participation of street arts in European objectives to be valorised

Valorising the considerable contribution of street arts to the success of European Capitals of
Culture (ECOC programme): the European Union could, for example, stipulate in the next
invitations to tender for this programme that street arts must be an integral part of the candidate
city’s proposal and that the evaluation of the candidatures filed will be done according to the
place given to street arts and the support measures that will be proposed for them once the
programme is ended.

Moreover, thanks to the installation of artistic teams in peri-urban, rural or socially
disadvantaged contexts, street arts have greatly increased the number of positive experiences in

X PE 375.307



Street Artists in Europe

the social field): it would be legitimate for the parliamentarians to support European projects
concerning the exchange of experiences. The wish of many street artists to work more with
disadvantaged publics must be heard and supported on the European level (better access to
European Social Fund credits).

Lastly, in the framework of building the European Union’s exterior policy and asserting
European cultural influence internationally, street arts should unquestionably hold a special
place. Likewise, they could take part in pre-adhesion, neighbourhood and co-operation
operations in development actions.
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INTRODUCTION

European theatre was unquestionably born in the street. The non-exhaustive itinerary of the
history of the theatre® preceded by the necessary evocation of the Greek theatre permits us to
become more aware of these ancient practices which are commonly held to be the roots of
contemporary street theatre. Street artists themselves lay claim to this past and demand this
connection. Filiations in the artistic form already exist: ambulatory performances, fairground
theatre, prowess... but up to what point are they probable?

Nothing is less certain than the dramatic filiation between Greek actors or mimes of the Lower
Roman Empire and the clergymen or jugglers of the Middle Ages. Between the fifth and ninth
centuries, buffoons and entertainers were present at the court, but they were not actors. It was
the emergence of the farce, performed by brotherhoods that would really give birth to the theatre
with characters. Henceforth, the Middle Ages entered the era of the theatre on the échafaud (a
platform or planks). But this form of theatre can only be a very distant relative of street theatre:
the medieval theatre was held outdoors but aspired to enter an indoor theatre and invented ways
to establish a physical distance from the crowd, notably by the invention of raised boards
prefiguring a stage.

From the Passion plays to the Fétes of Fools, from Carnival to the itinerant storyteller-juggler,
the points in common with today’s street theatre prove to be evanescent. The religious context
of the emergence of the theatre is one of the principal divergences. Moreover, the elements of
true theatre in these medieval practices were still embryonic and were more like imitation than
genuine acting.

Lastly, isn’t this filiation that would make street arts the heir, simultaneously, of jugglers,
barkers, puppeteers and practical jokers, a way of attributing a historical identity to street arts by
including it in the long history of live performance? French researcher Philippe Chaudoir
believes that this filiation would remain of a mythic nature because a crucial point of divergence
remains in the nature of the public space in which the artists of these different periods evolve”.
The public space in which the Féte of Fools, Carnival, then the fairground theatre, were held has
nothing to do with the public space that street artists chose to invest starting in the 1970s.
Today, this space is envisaged as a communication support for exchange and the creation of
public opinion. For these artists, it is a space to be transformed in order to create a common
place. Their ambition is the re-appropriation of the public space by the community.

The choice of the street proves therefore to be fundamental: (street) arts go “outdoors” because
they refuse to remain “indoors”. Against the institution, for the conquest of the popular public,
seeking new aesthetic experiences and a community life, street artists have nothing in common
with the travelling entertainers of the Middle Ages. They are, on the contrary, deeply anchored
in their period. They recycle in an infinite manner this past that they lay claim to not

* See the synthesis note “Back to Ritual — Back to European Traditions” by Stanislav Bohadlo in Annex 2.

? By “street theatre” I am understanding, specifically, performances that are markedly theatrical in nature and that
are staged in the street. I am not taking the phrase to include street parades such as Carnival, nor popular religious
feasts that take on the form of outdoor ritual celebrations which include band marches, religious processions and
organized firework displays. Neither am I including political manifestations that take the form of big mass
meetings, attended by crowds of scores of thousands and which may take on a festive air. To my view, these do
not qualify to be called by the name “street theatre”. (...) And these exclusions are very important where street
celebrations are concerned, in Malta.” (Researcher, Malta — interview).
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nostalgically and with the idea of going back in time, but with a syncretic approach that tries to
get the best out of the past in order to go forward®.

4 See Gonon, A., Qu’est ce que le théatre de rue, thesis, Institut d’Etudes Politiques de Lyon, 2001.
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CHAPTER 1: WHAT ARE STREET ARTS?

1.1. Background

Street arts have all around Europe a lot of names: street theatre, in situ theatre, urban cultures,
art in open space, art in public space ... In the Street Arts Healthcheck, David Micklem remind
us the definition adopted by Arts Council England: ‘Street arts is a broad term that comprises a
variety of forms including theatre, music, circus, dance, carnival, mela, installation,
pyrotechnics and spectacle. Street arts:

is presented outdoors, usually in non-traditional performance spaces, and is often free to
the public;

can be presented in a range of urban and rural contexts — on streets closed to traffic, in
shopping centres, parks, village greens and town squares;

ranges from the epic to the intimate and can be presented across the widest range of
scales of audience size;

enjoys a democratic relationship with its audience with people free to engage with work
for as little or long as they wish™”.

We could add that street arts deal with the preservation and renewal of the popular cultural
heritage. They keep the traditions linked to fé€tes and certain popular know-how alive.
Furthermore, street arts decompartmentalise the academic codes of the fine arts by creating
bridges between the different disciplines, and therefore very produce innovative creation forms.
Street arts help broaden access of the populations to culture by positioning themselves in the
public space, open to circulation, and by setting up in isolated or poorly equipped areas. Street
arts mobilise the social fabric of the city and help forge or strengthen a sense of belonging
among the city’s inhabitants. Street arts are a communication vector for the cities and help
dynamise the local economy. The following has been noted on a recurring basis: the need for the
féte, the party, the need for exchange, the need for free expression, the need for a belief in myths
(‘Street theatre is often the “voice” of society, is speaking about the matters important for that
society’®). Street artists propose themselves to reinvent myths for the contemporary society
whereas the latter, at least in the West, has practically destroyed them'.

1.2. Framework

1.2.1. A dominant form

In the diversity of forms of street arts, we can nevertheless set out two categories: on one hand,
the arts that come under the circus, aerial practice, travelling entertainers and the theatre; on the

other, the plastic arts, special effects (pyrotechnics and explosives specialists), sound and music.
Philippe Chaudoir, in his “general typology of the field”® brings out the primacy of the theatre

> Micklem, D., Street Arts Healthcheck, Arts Council England,
www.artscouncil.org.uk/documents/publications/php Y fKdx Y .rtf, July 2006.

® Festival Director, Poland — interview. See also “Street Arts in East Europe-The Polish Example” by Joanna
Ostrowska and Julius Tyszka and “Back to Ritual — Back to European Traditions” by Stanlislav Bohaldo in
Annex 2.

" These aims are analysed in “Ressources et limites dans une perspective de développement”, Dapporto, E., Matisse
— UMR CNRS 8595, University of Paris I, January 2000.

¥ Chaudoir, P., Discours et figures de [’espace public a travers les arts de la rue, Editions I’Harmattan, Paris, 2000.
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(26% of all companies claim they belong to this category’) and, more generally, reveals two
major sub-groups characterised by two practice methods: the one in which the body is the
principal tool of expression, the other in which expression is created through a technical
intervention.

1.2.2. An alternative approach

Street arts are not highly innovative because they propose forms that never existed before but
because they assert alternative approaches vis-a-vis the dominant codes and practices in the
other artistic sectors, like the choice of the urban space and a different approach to publics. To
these differences may be added: a rejection of traditional staging in which all eyes focus on the
same point, an absence of hierarchy and a fragmentary use of discipline-oriented or technical
languages. We may also add that street arts are now in sync with a new desire for
decompartmentalisation that is beginning to spring forth from other artistic sectors as well.

1.2.3. The encounter with the public

The encounter with the public is a founding element of the very existence of street arts. The
public has a critical role in the show and influences its very execution. In their desire to
deconstruct the traditional relationship with the spectator, artists wish to feel that the spectator is
active and reactive, at the risk of never being sure that the public is won over to their cause. The
delicate art of addressing the public entails the creation of a relationship through impromptu
intervention, the effect of surprise and amazement. The face-to-face encounter that street arts
create instils a distancing that is radically different from the indoor theatre and in so doing, a
new intervention.

1.2.4. The space as language

For street artists, the public space is a stakeholder in the show because the city, a physical,
social, ideological and political entity, encourages creation within its walls. They consequently
forge a customised writing that is connected with architecture, nourished by a multi-sensorial
attention to the urban and rural worlds. This political, social and ideological confrontation with
the invested place makes it possible to perceive the links of daily life from a new angle and
inserts the narrative into the memories and history of the city.

1.3. Operators

Paradoxically, street arts elude all live performance categories as they contain, in fact, all of
them. They are both heterogeneous and ephemeral in their manifestations and discourses,
existing in the margin. Margin is not to be interpreted here as marginal life but as related to
comments, precision, to a “more than the text”.

’ The Goliath, a directory-guide of street arts published by HorsLesMurs, a national resource center for the
development of street arts and circus arts subsidised by the French Ministry of Culture, lists street companies and
proposes to define their artistic genre.
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1.3.1. An ethic linked to the uses of the space

In her report'’, Franceline Spielmann explains that the ethical position of street arts operators is
a dominant feature shared by many. She notes: ‘Their intention on the occasion is to remove
from banal daily life any private or public space that can become, through the collective use that
is made of it, a place of artistic convocation. Moreover, these places would lose the singleness
of their function to become non-sacred places of dialogues between those who, at a given
moment, constitute a public and the street arts professionals.’

Henceforth, the questions of inclusion in the space are expressed in the creation processes as a
set of basic artistic problems and not as a group of technical questions to be answered.

1.3.2. Aesthetics that produce a diversion

We may assume that there is dissatisfaction (and not despair) in street arts creators and
protagonists as to the forms and contents: forms and contents of the public thing, the society,
forms and contents of the way to witness and take account of them''. Hence there is the
preoccupation with inventing a new language, a new writing. And here is where diversion
comes into play: it is not a question of staging public or social reality, or of proposing another,
diverted use of what constitutes the “subjects” of the creation. What is then born for the public is
not another reality, but a different view on a reality that is still not readable.

1.4. Tools
1.4.1. Specific nature of the writing

Street theatre is rarely a theatre of writing in the sense of meaningful words and a text existing
prior to the staging. The writing consists of the manipulation of the space, a dialogue with the
urban, a body language, etc. The “street director” composes a multimedia writing (he can
express himself through various communication channels): visual, sound and gesture. He must
place himself in a 360° landscape that he largely helps to create. Certain people prefer the term
“dramaturgy” or “scenography”.

1.4.2. Knowledge and values constantly updated

Street artists met by the street arts working group directed by French author Michel Simonot
readily describe certain specific aspects of their approach: “We work with interdisciplinarity, the
blending of genres, there are particular acting techniques, we practice experimentation, without
any regard for norms, we establish a direct relationship, without any barriers, with the public, as
opposed to places where there is a stage, our shows are designed to be adaptable to
circumstances (venues, commissions), solidarity is an essential value, in life as in the troupe,
and between the troupes, between ourselves, there isn’t any separation or hierarchy of functions:
acting, building, mounting-dismounting... we have a direct relationship with the material, with
the fabricatlizon, but also with time, the weather, street life, our spirit is nomadism and not being
closed in.’

Spielmann, F., Les questions de formation, qualification, transmission dans le domaine des arts de la rue,
DMDTS-French Ministry of Culture and Communication, January 2000.

Dapporto, E. and Duvauroux, D., Les Arts de la Rue: portrait économique d’'un secteur en pleine effervescence,
La Documentation frangaise, Paris, 2000.

“L’art de la rue: scéne urbaine, scéne commune”, report of the working group chaired by Simonot, M., Rue de
la Folie, no. 3, HorsLesMurs, Paris, December 1998.
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1.4.3. Resource centres

Aside from HorsLesMurs'® in France and the Internationaal Straattheaterfestival initiative of
Ghent in Belgium, there are very few organised, digitized video collections, accessible to artists
and the public. The access for former and contemporary aesthetics, by viewing videos or reading
books and studies, is an important matter for artists. Many culture operators stated that they
have show images and acknowledged the importance of the work to be carried out to set up a
common archive collection. Some organisations try to collect useful information on street arts
sector (e. g. local/national/European directories of artists, festivals, venues, etc.), as Circostrada
Network (European Union), Xarxa Teatre — review fiestacultura (Spain), x.trax (United
Kingdom), FNAS-Kermesse (Italy), etc. A lot of work remains to do, since the lack of money
does not permit to develop this work of “memory”. As resource centres and video collections
are still a rarity, street artists do not really have the possibility of stepping back from and taking
an objective look at the contemporary creation in their field. Moreover, the survey did not
permit to establish the cultural consumption of street artists.

1.5. Specific actions

1.5.1. Overview of aesthetics

The French journalist Thierry Voisin put into writing a first aesthetic approach; he attempted to
classify street art forms in eight themes. Of course, artistic productions may be classified in
more than one category:

Action/contestation:

Today, many street artists take on a militant attitude to show the world such as it is and
place the spectator in a critical position towards a society where the homeless, the
unemployed and those who are in a irregular position vis-a-vis the immigration
authorities have appeared.

Dance in the public space:

In the streets, squares, gardens, on horizontal as well as vertical, flat or uneven surfaces,
dance also has the place of honour in the public space. There, it frees itself from the yoke
of traditions, its elitist character and the technical constraints of the conventional stage,
inaugurating new spatial relationship with raw (architecture) and moving (the public)
material.

Urban fétes and tales:

One type of expertise of the street artist is to unite the population of a city or a
neighbourhood in one place to tell it a story and to carry it along in a tale to be shared
with everyone. At the end of the performance, the traces of a sensual and collective party
remain in a corner of each person’s imagination.

" Apart from its large video collection, HorsLesMurs also published in October 2006 a DVD Images de la
création hors les murs — Esthétiques des arts de la rue in the framework of Le Temps des arts de la rue (2005-
2007).
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The heritage of the fairground theatre:

Certain street artists are now using the popular forms of curiosities and sideshows from
the fairs of the seventeenth and eighteenth centuries, in autonomous and organic acting
spaces (big-top, yurt, hut, truck) in a very intimate relationship with the public.

The diverted city:

The artists transgress law and order, modify the circulation of cars and pedestrians,
divert the ordinary use of public space and buildings. The objective is not to create
disorder but to invent fictions in order to look at one’s familiar environment in another
way.

The actor spectator:

The spectator is fully involved in the performance, a willing or unwilling accomplice. On
certain occasions, he even becomes a ‘spect-actor’. Without him, the performance cannot
take place.

The visual arts:

Happenings, performances, ambulatory performances, installations: the street artists
intervene in an architectural context weighted with history (hi-stories) and symbols that
they enhance or divert using different media (calligraphy, lights, sound, video).

New urban poems:

Certain street artists prefer the ephemeral to the completed, the elusive to the constant,
the invisible to the immutable, poetry to the event. With fleeting images, they transform
the urban space to make the spectators lose their spatial and temporal points of reference
and, suddenly, reveal the mystery of another life, another city to them.

1.5.2. Breakdown of disciplines

Analysing the street shows integrated in the European data base of Circostrada/HorsLesMurs
between January 2002 and January 2007, we observe that:

Out of 8 772 spectacles enumerated, 80% of the shows do not mention a particular
discipline. Street arts shows are eminently multidisciplinary;

For the others, out of the 20% of shows described as having a discipline, the theatre
arrives in the lead with 842 shows (or 48,2%), followed by street music with 235 shows
(13,4%) and prowess arts with 218 shows (12.5%). As for puppet and object theatre,
they count 143 shows (8,2%), and are not far from street dance with 116 shows (6,6%).
Urban visual arts stand out as well with 74 shows, the parade with 57 shows, followed
by pyrotechnics with 40 shows. Magic is present in 12 shows. Much less frequent but
impressive forms, monumental constructions have 8 shows while street opera, a
miniscule category but one that is noticed, shows 2 shows'*.

" See in Annex 2 the study by Anne-Karine Granger for examples of companies in Europe that are devoted to
prowess arts, visual/urban plastic arts, monumental construction, dance, puppet and object theatre, clowns,
theatre, music, urban parades, stilts and pyrotechnics.
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1.6. Conclusions and problems raised

Street arts contain an enormous polymorphic movement in which directors, actors, musicians,
dancers, plastic artists, production designers and video-makers all have the same concern:
inserting an artistic project into the heart of the public space, as close as possible to the
populations.

The writing of street shows is therefore based on new types of know-how under the combined
effect of a desire to get away from the conventional and the financial constraints the shows find
themselves faced with. An ongoing work of reflection is therefore based on the mixing of
languages and the variety of writings, the artistic choices expressed by “unexpected collages”.
Rather than making another reality come into being for the public, the question is one of
providing another view, of looking into this reality for what is not yet readable or is masked by
1t.

There is a lack of academic research on a European scale on the aesthetics of street arts, research
that could draw their specificities. Every kind of creation needs to improve itself or to take an
objective look at its productions. Also, street arts sometimes suffer from the lack of knowledge
of the specific features of street forms: history, genealogy, creation processes — e. g. the cultural
consumption of street artists has not been the subject of any studies, performance modes, etc.
Few specific residencies or workshops are available to these artists: the access to writing
stipends and accompaniment programmes for creation professionals are not generalised.

Helping artists to develop their own aesthetics presupposes that they have access to the heritage
of street arts and the works, theoretical as well as technical, dedicated to these artistic forms.
Confrontation to other realities (mobility) is also a key element, we’ll develop this idea latter.
Lastly, as resource centres and video collections are still a rarity, street artists do not really have
the possibility of stepping back from and taking an objective look at the contemporary creation
in their field.
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CHAPTER 2: WHAT IS A STREET ARTIST?

2.1. Background

First of all, let’s remember that street artists ARE artists! Their creative work generates
intellectual property rights, flourish culture/creative markets, they are generally carried out in far
more precarious circumstances than other occupations. Several key words must be kept in mind:
casual employment, irregular and unpredictable income, unremunerated research and
development phases, accelerated physical wear and tear and high levels of mobility (elements
not taken account of in the existing legal, social security and tax structures).

As Suzanne Capiau and Andreas Johannes Wiesand remind us in their report to the
Parliament'”, artists (thus street artists), by ‘their working practices and motivations, must be
considered “atypical” in different ways:

Atypical logic: as a rule, artistic projects are not launched to get out of unemployment or
to simply earn money but, above all, to express the creative forces of a personality;

Atypical work status (multi-activity): the majority of creators easily switch from self-
employed status to that of salaried worker to that of company head or civil servant, all
the while being able to combine one or another status;

Atypical cross-border mobility: artists, more than other workers, are highly mobile
whether in Europe or internationally;

Atypical economic structures: there exists a myriad of small or even one-person
businesses which compete alongside very large multinational groups; the latter
dominating segments of the mainstream marketplace;

Atypical in their influence on economic cycles: the work of artists reaches way beyond
the culture sphere in the strict sense and influences the heart of large industrial sectors of
the economy such as fashion and other design-oriented consumer goods, property
development, tourism, electronics, software development, etc.;

Atypical in the assessment of results: artistic success and impact can not be measured in
the same manner as other marketplace achievements;

Atypical financing: artistic innovation and quality in the culture sector can not rely
solely on “returns on investment” but rather needs specific forms of public intervention
as well as private contributions. Public-private partnership is increasingly seen as a
solution to this problem.”'®

The artistic activity of street artists has long spilled over the authorised spaces, increasingly
nourishing sectors of economic life and the spaces of daily life, gradually destabilising the
historic forms and venues of the dissemination of works. This diffuse creativity is visible

'3 Capiau S. and Wiesand A. J., The situation of artistic creation professionals in Europe, Policy Department:
Structural and Cohesion Policies, European Parliament, August 2006.

McAndrew, C., Artists, taxes and benefits — an international review, Arts Council of England, London, 2002,
Capiau, S.; La création d'un environnement juridique et économique approprié pour les activités artistiques —
necessité et urgence d'une intervention publique, 2000, produced at the request of the Council of Europe,
Strasbourg; Menger, P.-M., Portrait de l'artiste en travailleur, Seuil, Paris, La République des idées, 2003.

16
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through the success street professionals encounter, through artists' residences, the blossoming of
small formats or commissioned large-scale parades and the multiplication of festivals. This
change affects the very figure of the artist himself who, under market pressure, becomes the
entrepreneur of himself. Many companies are in fact forced to include commercial plans in the
extension of their aesthetic approach, in order to live from their art. Moreover, the work of street
artists, whose contribution increasingly goes beyond the fields of traditional cultural
performance (going towards urbanism, the social sector), becomes difficult to define and to
frame in terms of labour law. It is often insufficiently valorised and remunerated, irregular by
nature and always much more involving than what their shows let the public see.

2.2. Framework
2.2.1. Activity conditions of artists
2.2.1.1. Status

According to the very good study The Status of Artists of artists in Europe, carried out by
ERICarts at the request of the European Parliament, it appears that the artist’s status varies a lot
from one country to the other. Consequently, the definition of the professional sector does not
have the same acceptance according to the countries and cultures. In point of fact, the French
definition of the “professional company”, and especially that of the professional artist, refers
above all to the administrative system of unemployment benefits for intermittent workers:
anyone who can make a living from his art can have an administrative status. In the countries
that do not have this status culture, the shift from amateur to professional is based on other
references and this distinction proves to be more vague.

The special intermittence regime in France appears privileged. Many interviewees underlined
the French system of support for artists where they may claim a form of stipend at quiet times of
the year. Two other European countries seem to stand out as well, Belgium and the Netherlands.
Since July 2003, Belgium artists can be considered salaried workers when they fulfil a
commission (some interviewees nevertheless observed the difficulty for artists to understand
this new system). In the Netherlands, since a law passed in 1999, artists can receive an
allowance for a maximum of four years over a 10-year period. In Germany, Great Britain,
Spain, Sweden, Italy and Austria, artists have problems receiving unemployment benefits
because their work as an artist alone is not sufficient to provide them with the right to
compensation.

2.2.1.2. Nature of the contracts

Most artists today share a structural instability in terms of hiring conditions, and this instability
is in generally not offset by any measures providing security.

Hiring through a contract per short-term project has become the norm in the European Union
and is accepted by the law (Belgium: contract for a clearly defined job; France: casual fixed-
term contract), whereas artistic work is sometimes treated as a temporary job (Italy; Belgium for
occasional employers)'’. For the last 20 years, the duration of contracts for intermittent workers
in the performing arts has continued to shrink. France is a perfect example: between 1987 and
2001, the average duration decreased by 72% (it went from 20.1 days to 5.7 days), while their

"7 Article 1, paragraph 6 of the Belgium law of 24 July 1987 on temporary work, interim work and making
workers available to users.
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number increased by 130%, but while the average remuneration diminished by 25%, like the
number of days worked'®.

2.2.1.3. Legal Security

It has been observed in all the states of the European Union that artists are aware of the various
hiring modalities that are constantly changing: a work contract succeeds or may be concomitant
to a royalties or performing rights contract, a civil law contract or even a government contract.
These work conditions create a multiplicity of social and fiscal statuses that are not taken into
account by most legislation and that increase the complexity and costs of social contributions
without raising the level of social benefits. Faced with this complexity, pressure from economic
actors pushes the artists who find themselves, however, in a position of real subordination to
become independent (up to 70 to 80% in Poland) or to create micro-companies to avoid having
to take in charge employees' social contributions (Belgium, France, Hungary)'’. Many artists are
then forced to take on complementary salaried activities outside the artistic sector (60%)>.
Quite often, hiring contracts are not in writing in violation of the law (Spain, Greece), and social
legislatzi?n is not always respected (Belgium, France, the new Member States of the European
Union)~.

2.3. Operators

We know almost nothing about the age, social origin, type of qualification and education of
street artists. The answers to the questionnaires did not make it possible to pool the information
on these questions, and there are no indexed data. The sole approach possible can only be in
terms of the values shared by these artists, as Elena Dapporto has noted in her study Ressources
et limites dans une perspective de développement.

2.3.1. Motivations and values

The street arts sector presents singular characteristics compared to other sectors of the live
performance, notably the indoor theatre, subsidised or private. When the public authorities
support the arts and favour their development in society, it is possible to decrypt which services
the State plans to provide to society by supporting artists: the preservation of the country’s
heritage, support for creation and cultural democratisation. A concern for the cohesion of the
nation may also be added, through the development of citizenship and the influence of the
nation’s image outside its borders. Street arts are part of these goals, but they also diverge from
them.

Generally, relations between the members of a company are based more on friendship and
companionship that on the norms dictated by the labour code or the hierarchy. Within the

'8 Guillot, J.-P., “Analyses et propositions des partenaires sociaux du secteur sur I'emploi dans le spectacle”, report

to the French minister of Culture and Communication, 20 October 2005,

http://www.culture.gouv.fr/culture/actualites/politique/intermittents/index-intermittents.htm).

PolaCek, R., Study Relating to the Various Regimes of Employment and Social Protection of Workers in the

European Media, Arts and Entertainment Sector in Five Applicant Countries: Czech Republic, Hungary,
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?l FIM-FIA-EURO-UNI-EAEA, Study related to regimes of employment and social protection of live stage
performance and audiovisual workers in the Member countries of the European Union, 2002. A German
independent producer specified in interview: ‘Here in Germany, most of street artists only perform for a few
years, then they get tired with travelling a lot, being paid too little and working in bad conditions, and they give

up.’
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company, solidarity allows individuals to deal with the ups and downs of daily life, on one hand,
and, on the other, the financial precariousness that threatens the company’s survival. The
members of a company do not hesitate to invest their own assets or to give up their
remuneration so that the company can continue to exist. Solidarity between companies is also
shown by mutual aid: the loan of equipment or tools, a helping hand provided free of charge to
assemble a set or make available rehearsal premises.

The vast majority of small companies have no grants, they create all their work and tour it in
order to make a living. Many do not live only from their role as street performers; they work in
education, in indoor theatre, in other professions entirely; some own vehicles or buildings that
they can rent out in winter and earn a small income from that. Some artists do not apply for
grants considering the administration is so arduous that they could spend more time than is
worth it for the money they could get.

2.3.2 Four categories of artists’ strategies

Philippe Chaudoir, in his work®*, endeavours to define four categories of artists’ strategies: the
Passers, the Encyclopaedists, the Troupe and the Marginals:

‘The Passers seem to have the most adhesive discourse concerning marginal figures.
They consider the city as much a set as a social production. The action modes they
describe imply a return to the meaning of the city, work giving the city back its visibility,
a desire to produce a social link through artistic practice. The forms very often refer to an
absence of a narrative canvas. The Passers apparently completely adhere to the logic of
temporal continuity. They participate in a direct, almost reproductive filial logic.’

‘The Troupe plays, almost systematically, on oppositive categories. They believe that the
city is most often language. Their reference is theatrical. They show a distance, even an
indifference to the principal actions modes vis-a-vis the urban space. It is the public and
its different segmentations that they mobilise as a privileged social form. The figure of
irruption is central to it. On the other hand, they sometimes have a more projective
discourse.’

‘The role of the Encyclopaedists is more complex. One would tend to think that they are
marginal but in another way, not through disinvestment but, perhaps, through a kind of
critical over-investment. In this way, their discourse is systematically a type of reflective
distancing as to meaning, the social link or space. They have a critical view of the
illusion of a shared community, even if the sharing is fleeting, but recognise the
effectiveness of the flow. They play on provocation by stimulating the imaginary
dimension. They are, in fact, the ones who most provide a new reading of historical
narration and a feedback logic.’

‘As for the Marginals, they rather systematically settle into the most minority positions.
They participate very little in the global objectives of street arts and withdraw, in a
certain way, into their own logics of the artistic act.’

2 Chaudoir, P., Discours et figures de ['espace public a tavers les Arts de la Rue. La ville en scénes. L’Harmattan,
Paris, 2000.
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2.4. Tools
2.4.1. Mobility

The lack of support for street arts is a serious obstacle to the mobility of artists and companies,
to their specific education, to their artistic activity, etc. In practice, co-operation and networking
among professionals and festivals, at a national and international level, help overcome the
obstacles: European funds (in the first place, Culture 2000 programmes) and Foundations (e. g.
European Foundation for Culture) support artists for travel costs. They provide a chance for
confrontation among professionals from different countries, an exchange of opinions and
experiences, an artistic inspiration.

Concerning the tradition of street arts and consequently, the expertise of the companies, in
countries such as France, Germany, the United Kingdom, companies are more expert and have a
longer experience in working at an international level, compared to Eastern European countries
such as Romania, whose international work is just at its beginnings.

Artists are by their own definition open to new experiences and willing to grow, improve and
experiment, especially in such an ‘unconventional’ and creative field as street arts. Mobility
therefore is the keyword for street artists — and all artists — and concerns both the “artistic”
dimension (education, training, inspiration®, etc.) and the “market” dimension of their work
(Visi‘2b4ility of the company, appreciation of its productions and booking in foreign festivals,
etc.)”.

According to most of the operators, creators and street artists must travel, open their minds, have
experiences abroad and compare their own knowledge and practice to that of other professionals
in other contexts. ‘The mobility in the artistic field, the mobility of arts and artists, are thought
to accelerate the mobility of ideas, leading to the mobility of innovation and finally to the
stimulation of productivity’®. The Study on impediments to mobility in the European Union live
performance sector listed the difficulties faced by artists when travelling in the European Union.
Street arts professionals always confirmed these problems: employment of third-country live
performance workers in the European Union and then going on tour with them inside the
European Union, social security rights, double taxation and excessive taxation, management of
rights... As for all performing arts, administrative issues are a problematic aspect of
international street arts activity.

¥ ¢(...) the interaction and influence of cultural talents upon each other through mobility gives rise to new cultural

products which can significantly improve the quality of life. Therefore the mobility of talent should not be
viewed simply as a means to economic growth; it must also be seen as a contributor to human development
more broadly’. Addison, T., The International Mobility of Cultural Talent, World Institute for Development
Economics Research (WIDER), September 2006.

‘Successful touring and commissioning partnerships are the essential frameworks for the development of new
and existing work, the very building blocks of the street arts sector’, states the report from the Independent
Street Arts Network (ISAN) conference held in Winchester on December 2005, www.streetartsnetwork.org.uk.
Mobility and cultural co-operation in the age of digital space, On-The-Move and ECUMEST - Training of
trainers, Bucharest, Romania, November 2006. Yet the same work points out that ‘a mobility rate in itself may
not tell much. It is important to explore if it enhances the innovative capabilities and conditions of the ones that
have chosen to move and then, as a consequence, the rest of the society as a whole (and not only the host). If
mobility keeps on being a part of human character, policies should be supportive and possibilities should be
explored to enhance the positive effects of migration’.
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2.4.2. Education
2.4.2.1. Development of training / long life learning

Globally, in Europe, there are very few training centres in street arts that are institutionalised or
at least recognised by the state, and that would allocate funding to them?®. In general, for lack of
specific training programmes in the street arts, professionals turn to circus training programmes,
which are more developed and which respond to certain aspects of their needs, or to theatre
training programmes, which are much more commonly recognised by the state and lead to a
state diploma. Many interviewees observed a need of trainings/workshops and dedicated
education: ‘(...) we have no specific education centre. There are some education centres
providing certificates and educating in theatre and circus arts (for example a circus university in
Berlin), but there is nothing specific for street arts: only private workshops or classes given
within the companies.”*’

France, a pioneer on the political terrain of the recognition of street arts, stands out. It made
official, in 2005, a first national school of higher studies for street arts: Formation avancée et
itinérante des arts de la rue (FAI AR or Advanced Itinerant Learning Programme for Street
Arts). See section 2.5.2. for description.

2.4.2.2. Non-artistic skills for a successful career

Generally speaking, it seems to be very important to be able to put together the passion, which is
necessary to work in the street arts field, the somehow “philosophical” attitude which allows
keeping one’s mind open and some very practical skills which are necessary to carry on an
(international) activity. Operators recognize the need to acquire personal skills in management,
in order to better plan time (and save money) and not to be forced to rely on a specialized
support from consultants.

Several universities in Europe propose now street arts oriented Masters for cultural managers so
future professionals may be prepared to work with artists of this sector. We can give two
interesting examples: the Escola tecnica superior d’arquitectura de Barcelona (ETSAB or High
Technical School of Architecture of Barcelona) with the Universitat politecnica de Catalunya
(UPC or Polytechnic University of Catalonia) propose a Master program on ‘Arquitectura, art [
espai efimer’ (Architecture, Art and Ephemeral Space). The Universit¢é Paris I Panthé