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Abstract. The research relevance is determined by the need to determine the spatial transformations of post-
industrial territories in the context of cultural dynamics and aestheticisation of marginal artistic practices. The
study aimed to analyse art clusters as fluctuating post-industrial spaces that exist between marginality and
aestheticisation, to reveal the mechanisms and stages of their transformation from countercultural initiatives to
cultural and commercial objects. The methodological basis of the study included an interdisciplinary approach
that combines philosophical, cultural and urban methods of analysis, as well as the case study method and visual
and semiotic analysis. The study combined the concepts of Foucault, Lefebvre, and Baudrillard to analyse the
cultural transformation of art clusters as post-industrial spaces, which not only described changes in the urban
environment but also critically reflected on the processes of legitimising marginal cultural content. The author's
typology of art clusters was presented based on the peculiarities of the formation. The analysis has revealed that
art clusters of the 1 type “underground transformations” (according to the author's typology of art clusters)
function as dynamic spatial constructs in which marginal initiatives are transformed into legitimate cultural
practices. Spatial interventions, in particular street art, serve as semiotic markers that form a new identity of a
place and contribute to its aesthetic redefinition. At the same time, the study established that the processes of
commodification and symbolic appropriation lead to the loss of authenticity of protest practices, transforming
them into simulacra. The practical value of the study is determined by the possibility of using the results for
critical analysis of urban development policies, cultural planning and reconceptualisation of public space in the
context of post-industrial transformation

Keywords: artistic environment; gentrification; street art; semiotics of space; commodification of culture;
simulacrum

INTRODUCTION

In the second half of the twentieth and early twen-
ty-first centuries, cities saw a growing number of cre-
ative formations emerging on the territories of decay-
ing industrial sites. Art clusters have emerged as urban
phenomena that combine marginal cultural initiatives,
street art, and tools for aestheticising post-industrial
space. As O. Ivashko (2021) noted, the emergence is
driven by the activities of informal movements (includ-
ing squatting) and is at the same time accompanied
by gradual legitimisation within urban development
strategies, which indicates a complex dynamic between
counterculture and official cultural policy.

Suggested Citation:

Contemporary studies, such as the study by
T. Tunali (2021) on the policy of cultural regeneration
in urban spaces, have focused on the contradictory na-
ture of art clusters. On the one hand, they function as
spaces of free creativity, where new forms of cultural
communication are unfolding. On the other hand, their
integration into the city’s cultural economy leads to
gentrification processes that displace authentic initia-
tives and turn the space into an aestheticised commer-
cial product. The need for rethinking such spaces as
unstable, fluctuating environments was substantiated
by M.N. Marino et al. (2023). The concept of heteroto-
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pias by M. Foucault (1986) provided a methodologi-
cal framework for considering art clusters as “other
spaces” that have the potential to transform social
and cultural meanings through spatial organisation.
It is also worth highlighting the modern adaptations
of this concept, in particular the analysis of spatial
hybrid practices in post-industrial cities by U. Gult-
mair (2021).

In the context of rethinking the role of street art,
the study by P. Bengtsen (2019), where street art acts
as a marker of the identity of a place, contributing to
the formation of an “urban narrative” that affects both
the perception of the environment and social practices
in it, is noteworthy. The study by M. Kalashnyk (2024)
showed that street art has become a powerful means
of visual expression of social and political issues, influ-
encing public opinion and stimulating social change. In
addition, the researcher noted that the integration of
street art into the gallery space can help preserve its
cultural value and enhance its social impact. In turn,
A. Zbarazhska (2020) studied the artistic life of the
squats of the 1990s, which is also important for under-
standing the origins of modern art clusters.

The problem of commodification of cultural protest
was analysed by T. Tunali (2021), emphasising the risks
of turning authentic marginal practices into elements of
commercial attractiveness for urban tourism strategies.
The issues of social justice and cultural gentrification
also remain relevant. The critical analysis of the visual
environment of the post-industrial city presented in the
studies by A. Baldini (2020) on the analysis of the décor
and marginal landscapes as spaces of aesthetic conflict
and symbolic violence are notable. Thus, the space of
art clusters functions as a polyphonic field of struggle
between marginality and commercialisation. Similar
observations were also made in the study by C. Yang &
Q. Zhu (2023), who analysed the social conflict associ-
ated with cultural gentrification in China.

In this context, it is worth mentioning the study by
S. Zukin (2020) on the analysis of the “culture of cities”
as a process of symbolic and economic control over
space. The study emphasised that cultural industries,
in particular art clusters, are becoming a tool of soft
power, which forms the image of the city as a creative
centre, while deepening social hierarchies. The creation
of an attractive urban facade is accompanied by the dis-
placement of less privileged communities, which indi-
cates the ambiguous role of creative spaces in urban
development processes. As noted by S. Zukin (2020),
in this case, culture in the city turns into a commodi-
ty that serves the interests of capital, while marginal-
ising local practices. M.K. Demessie (2024) confirmed
the important role of art objects in shaping the archi-
tectural environment of a modern city, in the context
of the interaction between public space and residents.
The study emphasised that combining art objects into
conceptual groups creates a recognisable image of the

city, reflecting its cultural identity and promoting the
development of public space as a space for communica-
tion and interaction.

The study aimed to examine art clusters as dynam-
ic spaces on the verge of marginality and aestheticisa-
tion, as well as to explore the processes and stages of
their evolution from countercultural practices to cul-
tural and commercial phenomena. The objectives of
the study were to identify the theoretical foundations
of the conceptualisation of art clusters in the context
of philosophical and cultural approaches; to identify
signs of commodification and simulacra in the space of
art clusters; to explore the role of artistic interventions
(including street art) in shaping spatial identity; to an-
alyse the impact of gentrification on the transformation
of marginalised environments.

MATERIALS AND METHODS

During the study, the case studies of art clusters located
in the post-industrial districts of Kyiv, Kharkiv, Warsaw,
Lodz, and Berlin were selected using the case study
method. The key criterion for selecting the cases was
the presence of spatial transformation of former indus-
trial sites into cultural centres that demonstrate signs
of both marginal and institutionalised cultural space.
The analysis of these cases was used to trace general
patterns and differences in the functioning of art clus-
ters in different socio-cultural contexts.

A set of qualitative research methods was used to
collect and analyse the material. An in-depth visual and
semiotic analysis of the spatial elements of art clus-
ters was conducted, with a special focus on street art,
architectural solutions, graffiti and temporary instal-
lations. This identified the mechanisms of forming the
symbolic identity of a place and the spatial redefinition
of the post-industrial environment. The research also
involved the analysis of documents from open sources:
official websites of art clusters, social media pages, pol-
icy documents, curatorial manifestos, as well as publi-
cations in local media and academic journals. This ap-
proach traced the narrative construction of clusters as
part of urban cultural policy.

Theoretical sources on urban transformations in
post-industrial contexts were studied. The research
strategy involved a chronological and comparative
analysis, which was used to reconstruct the dynamics
of the transformation of a marginal environment into a
legitimate cultural space. The findings were interpreted
within the framework of critical urban studies, empha-
sising the mechanisms of cultural appropriation, com-
modification of protest practices, and aestheticisation of
marginal space. This approach presented art clusters as
fluctuating spaces that manifest an ambivalent interac-
tion between alternative culture, institutional recogni-
tion, and the socio-economic pressure of gentrification.

The methodological basis of the study was an in-
terdisciplinary approach that integrates philosophical,
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cultural and urban analysis methods. In particular, the
research was based on the philosophical concepts of
heterotopia by M. Foucault (1986), production of space
by H. Lefebvre (1991) and simulacra by ]. Baudril-
lard (1994), which were interpreted in the context of
spatial transformations of post-industrial territories.
This revealed the contradictory nature of art clusters
as fluctuating spaces that balance between marginality
and aestheticisation.

RESULTS AND DISCUSSION

Dynamics of transformation of art clusters as fluc-
tuating post-industrial spaces

Art clusters that emerge in post-industrial areas are
not only spaces for artists’ self-expression, but also
complex cultural and economic entities that interact
with social, economic and architectural processes (Or-
lenko & Ivashko, 2017). An art cluster is a post-indus-
trial space adapted for cultural and creative activities,
often based on abandoned industrial facilities, which
combines art studios, galleries and other functional
areas for the development of creative industries. The
specificity is determined by the ability to operate on
the borderline between legality and illegality, cultural
autonomy and institutionalisation, protest and com-
mercialisation. They are defined as creative spaces that
emerge in converted industrial buildings or underuti-
lised areas, often under the influence of artists looking
for affordable places to create. Artists often squat in
abandoned industrial buildings, creating the phenom-
enon of industrial squatting, an informal use of space
without official permission (Fig. 1).

Figure 1. Artists in the Kyiv squat “Parkomuna”
Source: A. Zbarazhska (2020)

They usually occupy studio space, and over time,
these spaces transform into structured cultural centres
that influence urban renewal. In this process, succes-
sive stages of development can be identified, but not all
art clusters go through them. Therefore, the study iden-
tified two main types of art clusters according to the
way they are socially and culturally formed. The first
type of art cluster is underground transformations that

emerge through industrial squatting. The formation be-
gins with the unauthorised occupation of abandoned
industrial spaces by artists and creative communities,
who gradually turn these territories into informal cul-
tural centres. Over time, such clusters can become in-
stitutionalised and partially commodified. Examples
include the Artzavod Platform and Ostkreuz in Berlin.
The second type is managed creative zones, which are
formed with the support of city authorities or cultur-
al institutions. Their creation is part of urban recon-
struction and cultural development strategies, and the
art clusters themselves have institutional support and
clearly defined functionality from the outset. Examples
of such clusters include the Dovzhenko Centre in Kyiv
and the Shoreditch area in London.

The study addressed the art clusters of under-
ground transformations, for which specific stages of
their socio-cultural development have been identified.
Thus, an art cluster is located only on the post-indus-
trial territory and goes through certain stages of so-
cio-cultural development that affect further scenarios
of its transformation. The first stage of art cluster de-
velopment is abandonment when former industrial fa-
cilities (factories, warehouses, etc.) are no longer used
for their intended purpose and are in poor condition
due to prolonged decay. This is followed by the stage
of industrial squatting, when artists illegally occupy
these spaces, setting up studios and organising cul-
tural events. Thus, the formation of art clusters usu-
ally begins with illegal artistic interventions by artists
looking for accessible spaces for creativity, taking over
abandoned industrial facilities and turning them into
centres of artistic experimentation and alternative
culture (Hnatiuk, 2020). Such space becomes margin-
alised, but continues to develop, passing through the
next stage of spontaneous cultural colonisation, when
art space attracts the attention of creative communi-
ties and becomes a place for informal initiatives, which
contributes to the organisation of the first cultural
events. Although this space remains marginal, it begins
to interact with a wider audience. The next stage is the
aestheticisation of the space, where the art cluster is
transformed into a well-organised cultural environ-
ment with improved infrastructure and artistic design.
This process contributes to the renewal of abandoned
areas and objects, which attracts wealthier residents
and businesses but can lead to the displacement of the
original residents. Gentrification is the next, and most
fundamental stage, which transforms a space into a de-
sirable area through artistic and architectural chang-
es. It is key in transforming art clusters from marginal
countercultural spaces to legalised cultural centres.
At this stage, according to L. Hae (2011), art clusters
can “balance between alternative practices and the
onslaught of capitalist commodification”. For instance,
the Florentin district in Tel Aviv (Fig. 2), which became
a centre of alternative culture thanks to artists and
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squatters, gradually went through a process of gentri-
fication and transformed into a commercialised space
with cafes, galleries and boutiques aimed at a wealth-
ier audience.

Figure 2. A fragment of the exterior of a building
located in the Florentine district of Tel Aviv
Source: M. Weiss (2022)

Gentrification also changes the architectural ap-
pearance of space. Spatial interventions by architects
create the effect of an “aestheticised ruin” of industrial
heritage that retains its historical authenticity but at
the same time becomes commercially attractive. Ac-
cording to A. Baldini (2020), this aestheticisation of
ruin can turn a protest space into a commercial object.
This is present in Berlin, where the Kreuzberg district,
known for its alternative culture, has gradually turned
into a space of galleries, cafes, and designer shops, dis-
placing the artists who formed its original identity. The
architectural elements of the history - brick facades, in-
dustrial windows, metal structures - serve as markers
of memory, but at the same time acquire new meanings
in the context of contemporary urban design. Ricardo
Bofill’s La Fabrica (Fig. 3) in Barcelona is an example of
the changes in historical space at the stage of gentrifica-
tion. The project combines industrial heritage with new
functions, which shows how industrial architecture can
be transformed into a multifunctional art space that
combines cultural heritage and the latest trends in con-
temporary art and architecture.

Figure 3. A fragment of the exterior
of the current state-of-the-art cluster “La Fabrica”
by Ricardo Bofill in Barcelona
Source: La Fabrica (n.d.)

The gentrification stage is followed by the cultural
capitalisation of the art cluster, a process in which art
spaces and events begin to acquire economic value, be-
coming part of economic activity. For example, in the
case of the Station Nord art cluster in Copenhagen, the
first art events in abandoned industrial areas were ille-
gal, but gradually cultural institutions and businesses
became interested in these spaces, which led to their
legalisation and gentrification. Marginality, which ini-
tially appeared as a sign of radicalism and alternative,
is becoming a marketable commodity. Thus, artistic
initiatives in post-industrial areas often become cata-
lysts for urban change, despite their initial marginality
(Hae, 2011). For instance, former squats turned into
galleries or cultural centres are integrated into the
tourism sector, and their graffiti-covered walls become
part of sightseeing routes. In this sense, gentrified art
clusters become a kind of “museum heterotopia” where
the authentic spirit of marginality functions as a sym-
bolic resource for tourists but loses its original meaning
as a protest gesture.

All of this leads to a change in the socio-cultural
scenario: artists and alternative cultural groups that
contributed to the creation of the art cluster may be
displaced by rising rents and commercialisation. Ac-
cording to the study by L. Lees & C. Melhuish (2013), art
clusters often face the risk of institutionalisation and
loss of authenticity, which can be observed at this stage
of development. As a result, the art cluster goes through
the stage of social marginalisation of its original inhab-
itants, but retains its symbolic importance, moving to
the stage of stable functioning. For example, in the case
of the aforementioned Florentin district in Tel Aviv, the
process of gentrification has led to artists being forced
to leave the area due to rising rent prices, which char-
acterises the phenomenon of social marginalisation of
the original residents.

Thus, art clusters are constantly in a state of trans-
formation and adaptation to changes in the cultural and
social environment. Sometimes they can remain at the
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stage of industrial squatting and act as countercultural
spaces of underground art. In most cases, art clusters
reach the stage of gentrification but do not develop fur-
ther to the stage of cultural capitalisation, playing the
role of “threshold” places between underground and
mainstream culture. Sometimes art clusters develop
rapidly, passing through all stages of development up to
the stage of social marginalisation of the original inhab-
itants, where a period of stability begins, which does
not last very long. Economic problems and “decline”
can occur, which brings the art cluster back to decline,
and then the area becomes attractive to squatters again.
For example, the Metelkova art cluster (Fig. 4) emerged
in the early 1990s as a squat on the territory of former
military barracks. Artists and activists occupied the
abandoned buildings, turning them into a centre of al-
ternative culture. Over time, the space became popular
with tourists and underwent gentrification. Howev-
er, despite its institutionalisation, Metelkova retained
its countercultural identity. At the same time, another
squat in Ljubljana, Rog, was closed by the authorities,
which shows the different fates of similar initiatives in
the context of urban transformation.

Figure 4. A fragment of the exteriors
of the Metelkova art cluster in Ljubljana
Source: Metelkova (n.d.)

Such dynamism, rhythmicity, as well as variability
and dialecticity of art clusters, were used to address
art clusters as fluctuating spaces, i.e. those that are
constantly changing, being in a state of transforma-
tion, adaptation and fluctuation. They are not static
but are characterised by dynamism, in which their
content, functions, use and social roles can change de-
pending on many factors. The fluctuation of art clus-
ters is a concept that describes the unstable, changing
and transient nature in the context of urban and so-
cio-cultural transformations. From the initial stage of
marginalisation (industrial squatting, in this case) as a
place for alternative and countercultural initiatives to
the stage of legalisation and commercialisation (gen-
trification and cultural capitalisation), art clusters are
constantly changing, which preserves the relevance
and attractiveness for different social groups.

In this context, the marginality of art clusters is
manifested through interaction with illegal artistic
interventions such as squatting movements, namely
industrial squatting, the occupation and use of aban-
doned or disused industrial buildings and areas that
have no official owner or remain empty, to create
alternative cultural, social or artistic spaces, often
in protesting commercialisation or urban change.
An example of an art cluster as a fluid space is Villa
Road in London, which became a place of alternative
culture in the 1970s and was initially inhabited by
artists, musicians and other creatives illegally. The
marginality and protest nature of art clusters are
also expressed through street art and graffiti, which
has become an important expression of this margin-
ality, as it articulates protest sentiments, political
messages, and alternative narratives. Graffiti and
street art not only emphasise the alternative nature
of such spaces but also serve as a means of communi-
cation addressed to both the internal audience of the
cluster and the external society. For example, in Lon-
don’s Shoreditch district, graffiti has transformed the
space from a neglected industrial area into a popular
art tourism destination, where commercialisation
has gradually replaced the spirit of protest. In this
context, examples of the integration of marginal art
into the art cluster space should be highlighted. In-
formal exhibitions in non-traditional spaces, such as
abandoned warehouses or temporarily vacant build-
ings within an art cluster, can be used to organise
informal exhibitions of marginal artists, providing
an opportunity to see art that rarely comes to the at-
tention of the public. In addition, owners of studios
or workshops in the art cluster can use elements of
marginal art in the design of their workspaces, paint
walls, use found objects as decorative elements and
display the works of original artists. Another exam-
ple of integrating marginal art is the creation of art
objects from recycled materials and the creation of
‘art courtyards’ with elements of naive art, which add
a sense of informality to the space.

However, along with being marginalised, art clus-
ters also attract official cultural institutions such as
galleries, museums, and educational institutions. This
leads to an internal conflict between the autonomy of
artists and institutionalisation, where independence
and alternatives can be partially lost through integra-
tion into formal cultural structures (Orlenko & Ivash-
ko, 2017). An example of this is the Christiania art
cluster in Copenhagen (Fig. 5), which initially existed
as an illegal space for self-expression but later turned
into a tourist attraction, causing conflicts between art-
ists and the local administration (Shkoliar, 2021). This
balance between marginality and integration into the
official cultural space is crucial for determining the
phenomenon of art clusters as specific post-industrial
heterotopias.
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Figure 5. A fragment of the building on the territory
of the Christiania art cluster in Copenhagen
Source: M. Hesp (n.d.)

In general, the processes of abandonment, indus-
trial squatting, cultural colonisation, aestheticisation,
gentrification, cultural capitalisation and social mar-
ginalisation of industrial squatters reflect the complex
dynamics of the transformation of art cluster spaces.
They demonstrate how marginal countercultural spac-
es gradually lose their original radicality, becoming
objects of cultural capitalisation and commodification
(Shkoliar, 2021). The commodification of culture is a
process in which cultural objects, ideas and symbols
that may have previously had social, spiritual, symbol-
ic or aesthetic value are transformed into goods or ser-
vices that are bought and sold on the market for profit.
The main aspects of the commodification of culture
are highlighted:

1) The transformation of the intangible into the
tangible is when ideas, traditions, knowledge, artworks,
symbols, and even identity can be packaged and sold as
commodities (books, music records, souvenirs, tourist
packages, etc.).

2) Standardisation and mass production for the
sake of achieving higher profits, can lead to the loss of
uniqueness and authenticity of cultural products.

3) Marketing and branding to promote cultural ele-
ments in the marketplace, influencing their perception
and value.

In other words, in the last stages of its develop-
ment, an art cluster radically changes due to commod-
ification, which once again illustrates the fluctuation of
objects of this type. Thus, from an artistic and urban
point of view, art clusters may well form a fluctuating
space. From an urban point of view, this is manifested
as a change in the functional purpose of the industrial
zone, as well as the presence of informality and flexi-
bility in the use of urban space. Informal galleries,

street art, and temporary installations appear, which
can come and go, creating a fluctuating visual and func-
tional landscape. From an artistic point of view, fluc-
tuations in this type of space can be attributed to the
fact that art clusters often emerge organically rather
than according to a clear plan, and their development
can be non-linear and difficult to predict, characterised
by periods of rapid growth, stagnation or even decline
of individual elements. In addition, art clusters usually
unite different types of art, artists with different styles
and approaches, as well as different types of creative
institutions (galleries, workshops, studios, informal
spaces). This internal diversity is constantly changing,
with new players emerging, old ones disappearing, and
new collaborations and conflicts emerging, leading to
fluctuations in the artistic landscape. Moreover, some
of the artistic initiatives within the cluster may be tem-
porary, such as seasonal exhibitions, performances, and
workshops, which adds an element of fluidity and fluc-
tuation to the cluster space.

For a broader determination of how these fluctu-
ating processes affect the spatial identity of art clus-
ters, the philosophical concepts of space by M. Fou-
cault (1986), A. Lefebvre (1991), ]. Baudrillard (1994),
in particular, Foucault’s concept of heterotopias, is no-
table. These approaches can be used to view art clus-
ters not only as physical territories but also as complex
social and cultural constructs that are in a constant pro-
cess of fluctuations between marginality and the aes-
thetics of the dominant culture.

Philosophy of space in the context of art clusters
M. Foucault (1986) described spaces that are alternative
to conventional social environments and can change
their functions depending on socio-cultural transfor-
mations. The study coined the term heterotopia to
describe places that go beyond the usual social norms
and offer alternative forms of existence and interaction.
According to M. Foucault (1986), several types of heter-
otopias can be distinguished. Heterotopias represent-
ing other places are spaces that reflect real or fictional
places, creating certain conditional or mirror images
of the world (for example, museums, libraries, parks).
Time heterotopias are spaces that change or distort
human perception of time. These can be buildings that
have gone through several stages of change, or places
for meditation and relaxation that interrupt the usual
rhythm oflife. For example, in the La Fabrica art cluster,
Bofill used industrial elements of the complex, such as
concrete towers, pipelines and huge brick facades, to
create interiors, and instead of completely reconstruct-
ing the building, the decision was made to preserve its
ruins, providing them new functions and meanings.
In 1973, the Spanish architect Ricardo Bofill came
across an abandoned cement factory near Barcelona, a
giant industrial structure with concrete towers, pipes
and the remains of huge machines (Fig. 6). Instead of
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demolishing the ruins, Bofill saw the potential to trans-
form them into an artistic space that exists outside the
usual concepts of architecture (Fig. 7).

Figure 6. The state of the abandoned La Fabrica
cement factory in 1973. Exterior
Source: Architectuul (2014)

Figure 7. The state of Ricardo Bofil's La Fabrica art
cluster after revitalisation
Source: ArchDaily (2023)

The architect preserved some of the factory’s
brick facades, concrete towers, and metal pipes and
redeveloped them into living quarters, studios, offices,
libraries, and exhibition halls (Fig. 8). Some of them
remained intact, covered with greenery as a kind of
architectural palimpsest. This created the impression
of being suspended between times: the space was nei-
ther fully modern nor historical, but rather timeless.
The factory lost its industrial function but retained its
traces as an architectural memory. Thanks to this ap-
proach, La Fabrica is not only an artistic cluster but
also a heterotopia of time in Foucault’s sense, where
different temporal, spatial and cultural layers inter-
sect. The next type of heterotopia is crisis heterotopia,
spaces that provide shelter to people in exceptional
situations, such as hospitals, prisons, shelters or even
bars, where people seek temporary help or a changed
social status. Heterotopias as countercultural spac-
es or heterotopias of illusion are places that emerge
out of protest against mainstream social norms. They
can be amateur cultural spaces that reject traditional

urban norms. According to the classification, art clus-
ters can be defined as heterotopias of illusion. They
change the urban space, create new opportunities
for cultural interaction, and act as alternative tempo-
ral-spatial structures that change traditional urban
dynamics. Thus, art clusters are both marginalised
in the context of gentrification and social change and
aestheticised through artistic interventions, gentrifi-
cation and cultural capitalisation.

Figure 8. A fragment of the interior
of an office inside Ricardo Bofil’s La Fabrica art cluster
after revitalisation
Source: La Fabrica (n.d.)

In the context of the philosophy of art clusters’
space, the approach of H. Lefebvre (1991) is also im-
portant in theoretical terms, as the study addressed
space not only as a physical reality but also as a social
construction that is formed through practices and in-
teractions in it. In the concept of “space production”,
art clusters can be seen as spaces where various so-
cial practices, including artistic ones, transform spatial
forms and functions. A. Lefebvre emphasised that space
is not only a place for activities but also an active agent
in creating social interactions and cultural identities.

The transformation of art clusters as fluctuating
spaces from marginal to aestheticised within the gen-
trification process is also explained through the con-
cept of simulacra by J. Baudrillard (1994). The simula-
crum is a concept introduced by Jean Baudrillard that
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describes the phenomenon when reality is replaced
by its reflection or copy, which has no connection with
the original. Baudrillard emphasises that in the context
of contemporary capitalism, cultural phenomena that
emerge in such spaces become not only signs or rep-
resentations but also independent objects of consump-
tion that are deprived of their original context. Graffiti
and other forms of street art, originally aimed at pro-
testing and criticising existing social structures, often
turn into elements of a “cultural brand” that lose their
radical nature in the process of aestheticisation and
commodification. Such a change in the social context of
a space leads to its “pseudo-reality”, where the authen-
ticity of protest practices is lost, turning into a symbolic
commodity. In the context of art clusters, simulacrum
manifests itself through fake identities and ideas, and
what was once an authentic expression of protest or
marginality becomes part of the cultural production for
tourists or part of the “fake” culture.

For instance, street art that protests against social
norms can be commercialised and simplified to meet
the demand for style and aesthetics. Protest practices
that were once aimed at criticising society are aesthet-
icised, turning into an aesthetic phenomenon that no
longer serves social criticism but becomes a commod-
ity. This creates the illusion of “authenticity” and can
refer to the perception that a certain place is an “alter-
native”, although in reality it is already commercialised.
An example is the Victoria district in Manchester, where
the initial illegal artistic activity has become a market-
ing tool to attract investors and tourists. In Shoreditch
in London, graffiti and street art, which began as illegal
acts of protest, have become part of the area’s tourist
attraction, losing their authentic protest character.

In this context, it is possible to define simulacrum
and marginality in the process of gentrification as an
important stage in the formation of art clusters, which
stands on the verge of the duality of the social func-
tions of an art cluster. As mentioned earlier, industrial
squatting, which is a marginal phenomenon, precedes
the gentrification stage, but given the fluidity of art
clusters, it is possible to conclude that marginality and
aestheticisation are invariably dualistic components
of an art cluster. Gentrification turns marginal spaces
into objects of cultural appeal, which leads to the loss of
their underground character. Paradoxically, art clusters
retain their aesthetic and cultural role in urban space
but are increasingly becoming simulacra, losing their
significance as places of social change and protest.

A significant contribution to understanding the
transformation of space was made by R.M. Balzarotti &
S. Moroni (2022) in an exploration of the political di-
mension of architecture and activism through design.
The study emphasised that architectural and visual
solutions are not only aesthetic but also political, mark-
ing the conflict between the spontaneity of marginal in-
itiatives and the controllability of cultural policy, which

directly relates to the communication of street art in art
clusters with visitors, as well as the impact of street art
on various aspects of culture.

Thus, art clusters, as post-industrial heterotopias,
function in a twofold dimension: on the one hand, they
are spaces where social and cultural practices express
their marginality, and on the other hand, in the process-
es of aestheticisation and commercialisation, they be-
come part of the cultural industry. In this context, art
clusters are fluctuating spaces that are located between
the poles of marginality and aestheticisation, creating
new opportunities for transformations of public space
in the post-industrial city. Commodification and simula-
cra in art clusters are manifested through the process-
es of transforming authentic, often protest or marginal
cultural practices into market products and cultural
images that lose their original meaning. This creates an
“illusion” of originality and counterculture.

Semiotics of space and the role of street art

in shaping the identity of art clusters

The semiotic analysis of art clusters described the com-
plex interaction between the aestheticisation of space
and its marginality in greater detail. As noted earlier,
in the context of M. Foucault’s (1986) heterotopias, art
clusters can be regarded not only as places of physical
interaction but also as symbolic structures in which
social, cultural and political meanings intertwine and
transform. Such spaces are multidimensional, where
each element has a unique cultural and social load, and
the transformation in the context of marginality and
aestheticisation is one of the important aspects of the
development of post-industrial territories.

Street art, in particular graffiti and street art, act as
the main semiotic tools in the processes of marginali-
sation of art clusters and subsequent aestheticisation.
In the marginalised context, graffiti functions as a form
of protest, expression of alternative views and struggle
againstthe commodification of space (Kalashnyk, 2024).
This type of art, according to Kalashnyk (2024), is an
effective tool of visual protest, capable of mobilising
social movements, broadcasting socially significant
messages and shaping cultural consciousness in public
space, and is the “visual voice” of those who are on the
periphery of the dominant culture and seek to express
their views through radical interventions in urban
space. An example of such use is spaces such as Tache-
les in Berlin, where graffiti served as a manifesto ques-
tioning the city administration and private developers,
acting as a powerful tool of protest (Hnatiuk, 2020).
V. Mehrotra (2021) highlighted that an important as-
pect was that graffiti in these spaces not only expresses
protest but also serves as an “empty” semiotic sign that
can acquire new meanings depending on the context.

Over time, with the process of cultural capitalisation
of art clusters, graffiti and street art may lose their orig-
inal protest essence, turning into an aesthetic attribute
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that supports the “cultural brand” of the art cluster. As
noted by V. Molnar (2018), the process of aesthetici-
sation and commercialisation of street art leads to the
fact that these practices become part of consumer cul-
ture, which in turn leads to the loss of original critical
function. This process can be seen in contemporary art
clusters, where graffiti becomes an element of the city’s
tourist image, transforming from a symbol of protest
into a symbolised aesthetic of the urban environment.

The duality of protest and commercialisation cor-
responds to the concept of Foucauldian heterotopias,
where marginal and institutionalised practices coexist.
Street art in art clusters can be regarded as a “thresh-
old practice” that lies on the borderline between radical
self-expression and an attempt to integrate into official
culture. In particular, the aestheticisation of marginal
spaces through street art contributes to the change in
the socio-cultural identity of art clusters. For example,
the Tacheles art cluster in Berlin (Fig. 9), where street
art is becoming an important tool for expressing local
identity, protesting against social injustice, and engag-
ing with marginalised groups (Tartari, 2019).

Figure 9. Staircase with graffiti
in the Tacheles art cluster in Berlin
Source: U. Gultmair (2021)

Thus, a semiotic approach to the study of street
art in art clusters has revealed the complex process-
es of transformation of marginal spaces into cultural-
ly significant and aestheticised environments. In this
context, street art acts as an intermediary between ille-
gality and legitimation, protest and commercialisation,
authenticity and marketing strategies. As a result, after
the stage of marginalisation, i.e. industrial squatting,
the development of art within the art cluster leads to
the stage of aestheticisation and cultural capitalisation,
which causes the transformation of the space from a
countercultural environment to a cultural centre, los-
ing its status as a heterotopia. For example, the Plat-
forma art factory in Kyiv (Fig. 10), which emerged on
the territory of a former industrial zone, has become
a venue for major festivals and exhibitions. Howev-
er, as 0. Ivashko (2021), this process has also led to

gentrification, displacing the original residents and
marginalised groups who were the first to make this
space culturally significant.

Figure 10. A fragment of the interior of the hall
of the Platforma Art Factory art cluster in Kyiv
Source: Artzavod Platforma (n.d.)

Based on the analysis of art clusters and the liter-
ature, it is possible to argue that street art performs
an important semiotic function, transforming from a
means of protest to an instrument of cultural capitalisa-
tion. It reflects the dynamics between marginality and
institutionalisation, playing a key role in shaping the
identity of post-industrial spaces. Art clusters emerge
as heterotopian environments where authenticity and
commercialisation coexist, and street art becomes a
marker of cultural transformation and rethinking of ur-
ban values.

CONCLUSIONS

The study analysed art clusters as fluctuating post-in-
dustrial spaces that simultaneously accumulate fea-
tures of marginality and aestheticisation. Using an in-
terdisciplinary approach, the study determined that
such spaces are not stable structures, but are constant-
ly changing under the influence of social, economic and
cultural processes. Art clusters go through a series of
stages from industrial squatting to cultural capitalisa-
tion, while their marginality is gradually aestheticised
and institutionalised. In this process, authentic protest
practices lose their original function, transforming into
simulacra that serve as elements of the cultural indus-
try. There are 2 types of art clusters: “underground
transformations” and “managed creative zones” that
emerge either as aresult of industrial squatting (type 1)
or support from cultural institutions (type 2).

Street art is crucial in the transformation of art
clusters, as it is both a tool for a semiotic redefinition of
space and a marker of its changing identity. Graffiti and
street art serve as “threshold practices” that illustrate
the dynamics of the transition from countercultural
to commercialised space. The philosophical concepts
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of Foucault’'s “heterotopia”, Lefebvre’s “production of
space” and Baudrillard’s “simulacrum” were used to
critically reflect on the mechanisms of cultural appro-
priation and symbolic redefinition of the post-industri-
al environment. Thus, art clusters can be interpreted as
heterotopias of a new type, fluctuating spaces that con-
stantly balance between the opposite poles of margin-
ality and institutionalisation, spontaneity and control,
authenticity and simulation.

Promising areas for further research include ana-
lysing the impact of art clusters on local communities
in the context of gentrification, studying inclusion/

comparative study of the fluctuating nature of such spac-
es in different socio-cultural contexts, and delving into
the essence of art clusters of the 2" type of “managed
creative zones” in the urban and artistic dimensions.
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MocTiHaycTpiasbHi reTepoTonii: apT-K/AacTepu
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AHOTaLiA. AKTya/lbHICTb JOCIIPKEHHSI 3yMOBJIeHA HEOOXiJHICTIO OCMHUCJIEHHSI TPOCTOPOBUX TpaHcdopMarlir
MOCTIHAYCTPia/IbHUX TEPUTOPIN Y KOHTEKCTI Ky/JIbTYPHOI AMHAMIKHU Ta ecTeTU3allil MapTriHaJbHUX MUCTELbKUAX
NpakTUK. MeToro cTaTTi OyB aHaJi3 apT-K/JacTepiB fAK QJIYKTyaLiHUX MOCTiHJAYCTpiaJIbHUX NMPOCTOPIB, 110
icHyloTp MiXX MapriHaJIbHICTIO Ta ecTeTH3alli€l0, PO3KPUTTS MexaHi3MiB Ta crTajii ix TpaHcdopmauii Bif
KOHTPKY/JIBTYPHUX [HILiaTUB /[0 KyJbTypHO-KOMEPIIiHHUX 06’€KTiB. MeTo/0/I0r{YHOI0 OCHOBOIO CTATTi OYB
MDKAMCHUIIIHADHUHN MiJXiJ, AKUK noegHaB ¢isocodcbKi, KyAbTyposioriyHi Ta ypbaHicTUYHI MeToAM aHAaJi3y, a
TaKOX MeTO/l Kelc-CTa/li Ta Bi3ya/lbHO-CeMIOTHUYHUHN aHauti3. Y po6OTi 3aMpONOHOBAHO MOEJHAHHS KOHIIENIiH
®yko, Jledpespa Ta bogpiiisipa s aHanizy kyapTypHoi TpaHcdopManii apT-kaacTepiB K NOCTiHAYCTPiabHUX
MPOCTOPIB, 1110 J03BOJIMJIO He JIUILE ONKUCATH 3MiHU B ypO6aHICTUYHOMY cepeJloBUILi, a 1 KPUTUYHO OCMHUCIUTH
NpoLecH JieriTuManii MapriHaJbHOrO KyJIbTYPHOTO KOHTeHTY. [lojlaHO aBTOPCbKY THUIOJIOTiIO apT-KJacTepiB
BiAinoBizHO 70 ocobsnBocTeld popMyBaHHSA. Y pe3y/bTaTi aHa/ i3y BUSBJIEHO, 1[0 apT-KJacTepu 1-ro tumy -
«aHAerpayH/iHi TpaHcdopmanii» (BigmoBifHO f0 aBTOpchbKoi TUmoJiorii apT-kyacTepiB) QYyHKIIOHYIOTh fK
JMHaMIiYHi MPOCTOPOBi KOHCTPYKTH, Y IKUX BiJI0yBa€eThbcs TpaHcpopMarliiss MapriHaJbHUX iHiL[iaTUB y JieriTUMHi
KyJIbTYpHI npakTUKU. [IpocTOpoOBi iHTepBeHLil, 30KkpeMa ByJIMYHE MUCTELTBO, BUKOHYIOTb POJIb CEMIOTUYHHUX
MapkepiB, 1110 pOPMYIOTb HOBY i/JeHTUYHICTb MiCIsl Ta CIIPUSIIOTh HOr'0 eCTETUYHOMY Iepeo3HayeHHI0. BogHovac
BCTAHOBJIEHO, 1110 TNpolecd KoMojaudikalil Ta cuMBoJiiyHOI anpomnpianii BeAyTh [0 BTPaTH aBTEHTHUYHOCTI
MPOTECTHUX NPAKTHUK, TPaHCHOPMYIOUYH iX y CUMYJAKpU. [IpakTH4YHA LiHHICTB [JOC/I[PKEHHS MOJISAraE B
MOXXJIMBOCTI BUKOPUCTAHHA Pe3y/bTaTIB AJid KPUTUYHOIO aHaJli3y MOJIITUK MICbKOTO PO3BUTKY, KYJbTYPHOIO
IJIAaHYBaHHS Ta peKoHIenTyasi3anii my6iYHOro NpocTopy B yMOBax NoCTiHAycTpia/ibHOI TpaHcdopMauii
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KoMoaudikalis KyJIbTypu; CUMYIAKP

92 Art and Design Vol. 8, No. 2


https://doi.org/10.4324/9781003056720
https://doi.org/10.4324/9781003056720
https://doi.org/10.4324/9781003056720
https://margaretweiss.com.au/florentin-tel-aviv-a-hipster-neighbourhood/
https://margaretweiss.com.au/florentin-tel-aviv-a-hipster-neighbourhood/
https://doi.org/10.1080/02723638.2023.2246846
https://doi.org/10.1080/02723638.2023.2246846
https://plomin.club/art-90s/
https://archive.org/details/culturesofcities0000zuki%5d
https://archive.org/details/culturesofcities0000zuki%5d
https://orcid.org/0009-0009-6598-9730

