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The off artistic venues’ trigger effects

in urban regeneration project

Off artistic spaces are flourishing in cityscapes. &ample, in many
cities, off artists are squatting empty building in orderr@ate underground
cultural venues. If some people could consideretintlas dangerous and
marginal off venues could catch a wider audience than outskiddreaks. In
a context of creativity's rising (or even diktad)large urban neobohemia is
supposed to be deeply interested into all kind reftivity and artistic
expression (Florida 2002; Lloyd 2002). Moreover, avgue that theseff
venues could be used as tools in city’s culturdicfs. To understand this
interest, it is necessary to review changes indfraities’ involvement in
cultural policies for the last thirty years. Actlyabolicies’ goals are moving
from residents-oriented cultural services supplymgard new comers and
visitors needs’ matching. This shift implies a ojpaim policies’ patterns too.
The city, as a built environment and a social fabs well, is becoming the
cultural policies’ playground. Especially, cultupallicies are now embedded
into cities development strategies, as we are shgwi the first part of this
article. Then, we will explain further what we cales asff culture and how
is it related to mainstream culture. We will pubinelief the current shift that
IS occurring in/thoughout planners and authoriéiggude toward theseff
spaces. The example on the regeneration projdch Ghapelle Stalingrad
area in Paris will illustrate it. Moreover, it iset opportunity to discuss more
controversial issues. For whose sake are culturegdgeneration projects
planned? Is there any alternative to culture immilag policies?



New goals of cities’ cultural policies

In France, cities started to be involved in culty@licies by the sixties,
through the Maison de la Culture program. Neveedsl it was a national
program (ie state centralised), based on a newddimértnership with city
authorities (on a half-half fundraising scheme)jsTinogram was thought as a
national planning policy for arts and culture, feed on medium-sized cities.
It aimed to spread highbrow culture throughoutatwentry, by building new
highbrow cultural amenities that hosted all thg’'sitmain public cultural
institutions. But even if cities had to fund hdlitlee construction costs, it was
still a national public policy (Urfalino 2004). Blye late 70s, especially where
city councils were directed by the opposition (@bst Party), local
authorities started to implement their own cultupalicy. It implied to
increase the cultural budget, to create new adtraiige departments, and to
develop partnerships with both national public uat agencies and local
artists and cultural entrepreneurs.

At this time, several urban changes leaded citestd cultural policies.
Mainly, the population of cities was changing. Urbsocial movement
activists, rising artistic-related population arevnurban middle class had a
deep interest into culture. As well, some citiesamee students districts, for
whom entertainment and culture are part of thestijfie. Thus, needs for
cultural amenities and events increased dramaticitle cities’ first aim was
to supply a wide range of cultural facilities irder to satisfy tastes and needs
of the whole community. Most of them playedadalogue gamby offering
basic facilities, such as libraries, art trainiegtes or local history museum
(Friedberg and Urfalino 1984). Nevertheless, it dit mean that cities
developed a specific offer in order to differergittiemselves. More or less,
all of them offered the same kind of amenitiesth&t same time, culture was
a tool of the “politique de la ville”, as are call@ublic policies in poor
neighbourhood, such as public estates. Besides ueln@wal, sociocultural
activities occurred in new community centers (chMaison des Jeunes et de
la Culture) (Chaudoir and De Maillard 2004). Sctjiluhe late 80s, French
cities’ cultural policies were focused on art trag(music school, dance
academy), library and amateur artistic practicesulier 2005; Poirrier
2002; Saez 2005).

But, little by little, local authorities realizeldt a cultural policy could be
more than a supply chain. In a context of devoluttmd of liberalism-
oriented thinking spread, culture tended to be idened as a competitive
advantage for cities. Since the beginning of the, ®@dltural policies are
driven by several beliefs. Cultural (and creatine)ustries are major locally-
based economic forces (Scott 1999). Supportingadsulture is supporting



local economic (re)development. For example, sotiesalevelop creative
industries clusters, such as Manchester and mBsavh et al. 2000), or
Hamburg and medias (Brito Henriques and Thiel 20@)lture (and
entertainment) is also the main engine for urbarigo which contributes to
local economy. A strong and dynamic cultural frarogkvprovides many
entertainment opportunities for the inhabitantstaedourists(Gravari-Barbas
2006; Judd and Fainstein 1999). Culture is theeta$turban lifestyle.
Symbolic revalorisation through culture is one th&planations of
gentrification process (Cole 1987; Ley 2003; Mele0@ Solnit and
Schwartzenberg 2000; Zukin 1982; Zukin 1991; Zuke®5). Cityscapes,
especially consumption (land)scapes, tend to bie twicultural industries
(Hannigan 1998; Sassen and Roost 1999; Zukin 189in 1995). Thus,
cities cultural policies shifted toward new kind ioterventions such as
supporting local cultural entrepreneurs, organisange cultural events, and
building new cultural amenities. New goals for awdl policies are now to
build a positive and attractive city image and torpote local economic
development. Culture is a communication tool faurtem development,
quality of life improvement and competitivenessmiarkets the city as an
innovative and creative place, two fundamentalitjgalessential to success
in the global inter-city competition (Florida 200 ultural policies are
therefore increasingly becoming a marketing strategattract firms and
people(Bianchini and Parkinson 1993; Evans 200;&bal. 2002; Keating
and de Frantz 2004; Mommaas 2004; Strom 2002; \feewiand Lehtovuori
1999). A shift occurs into cultural policies in erdto attract firms, high-
valued industries, educated and wealthy inhabiiastead of supporting the
local community. Actually, cultural policies seem become settlement
policies.

Few cities succeed to develop a cultural nichenaftarted with a festival,
such as comics (Angouléme), photography (Arlesestheatre (Aurillac) or
circus (Chalon). But, main cities are looking fordi&o build what G. Saez
called a “Tres Grand Equipement” (a very large eseahenity), which may
lead city image changes, as TGV (high speed trais)ipposed to do (Saez
2005). This last point is becoming an importantiésir urban planning. A
new belief sprawls in urban planning circles coesitg that culture is as a
magical tool for development. Cultural amenities becoming flagships in
major urban regeneration projects. Most plannepsebthat these amenities
increase the project’s success: they attract vessaad tourists, build a new
city image though architectural radicalism (Sydn@pera House or
Guggenheim Museum are the most famous examplegingBini and
Parkinson 1993; Evans 2001; Keating and de Frad@z;2Strom 2002;
Verwijnen and Lehtovuori 1999). Is it possible tarpa new urban project
without culture? Nevertheless, we should wandethdse new cultural



flagships are not becoming a part of datalogue In other words, is it still
relevant to build a cultural flagship in order teate a distinctive image while
every city does?

At the same time, it sounds to be more and mofiedlifto intervene into
the built city. According to many local organisaisp every building seems to
be a part of the community heritage, that shoutdralestroyed. The claim
for history and heritage is an argument in a lagahtity building process.
Especially, it is a way for new comers (i.e. gdi@rs) to legitimize their
implication into local politics (Bourdin 1984).ift also the consequence of a
rising suspicion against contemporary architectiregenerate the city
without destruction is one of the contemporary arparadox. As we will
explain later, this heritage diktat is no longentrtoversial because planners
and politicians are basing consensus on heritagseceation.

Thus, nowadays, culture is one of the key elemeaities’ strategies in
globalization era and international inter-city caetipon. Culture is
considered in cities policies as :

- A symbol : culture is a part of local history.

- Alifestyle : artists as pioneers in gentrificatiprocess, create a
bohemian and artistic urban atmosphere.

- A space: tourism depends on cultural spaces (lilezeg,
atmosphere, customs or events)

- An image : cultural activities market the city asianovative,
creative and dynamic place.

- An industry : cultural activities are becoming aofethe most
important economic activities in the city, bothdrgating direct
value and employment and by attracting visitorswadl as
improving the tourist industry.

- A tool : cultural facilities are often flagship imrban
redevelopment projects.

These trends should appear quite cynical. Buteaséime time, it should
not be forgotten that in France the cultural prdidwds mainly supported by
the state through different social policies towartsts (“intermittents du
spectacles” welfare system, artistic social hoysipgptectionist legislation
on cultural products, and a very strong public supfor performing arts.
Moreover, with few presidential large scale prge@Euch as the National
Library, Opera Bastille, Musée du Quay Branly) rfeéfecultural policy seems
to be driven by a monarchist vision of the artst Between the business-
oriented model and the central state policies,ethee plenty of space for arts
to flourish.



In culture - off culture: a new semantic scheme

Nowadays, a lot of cultural activities takes placgside the mainstream
sphere. Community radios play DiY rock bands, iraefent documentaries
are shown by students cineclubs, local Tv charmeebeoadcasted in cafes,
visual artists and performers occupy empty spaeebno-travellers squat
fields for party, circus settle down in wasteland§hese underground culture
scenes are not subsidized and have no commerdti@. Vichey are typically
precarious on an economical side (no subsidiesegalar incomes), legal
side (by squatting, organizing unauthorized eveats) material side (second
hand art craft material, ....). They could includeamtvgarde artistic
production or mass subcultural activities, legahat, isolated or collective.

Nevertheless, underground cultural activities stiowat be considered as
separate from the mainstream cultural world. They a part of the “art
world” (Becker 1983). Considering the creativeqass (in art, technology or
science) and the relationships between mainstredmderground culture,
and following Gresillon (Grésillon 2002), we aréngsthe semantic scheme
of “in culture -off culture”. This scheme is based on the descriptiote
major art festivals such as theatre festival inghain. Then is organized and
planned, while theoff is spontaneous and opportunist; tféis free of
commercial, academic or trend constraints, so fit lba a creative and
innovative space; tha draws from theff new ideas and new talents; tfé
needs the in to build its legitimacy; and, littkeliitle, theoff becomes the real
festival: the place to show and to be, the realrengf the festival which
attracts more people and more artists until a offwf theoff appears... In
much the same way, we will consider undergrountlioes as 6ff culture”,
and mainstream culture ais ‘culture”. Even ifoff is a creative symbol, it
should be noted thaff does not always mean quality and innovation. ejth
it should be consider as subculture: it is a pathe cultural production
framework wherén andoff are embedded and are working together. Tihis “
off” scheme puts into relief the systemic and cydlinavement of creation.

The rise ofoff cultures should be considered within a wider pseasf
cultural changes in both consumption and productiimthe one hand, the
access to the “art world” is going to be more deratic and massive. For a
long time, being in touch with the art world wadistinctive practice, only
reserved for the leisure class (Veblen 1899). Eivgnwas still driven by a
strong sense of social distinction, access to milhas been democratized
during the 20th century. Nowadays, more peoplebmactors in the “art
world”: as producer, creator, spectator, or consuf@ example, with new
medias and technologies, most of us can easignlistusic or watch movies.
As a result, cultural tastes and practices are nigeand are moving from



elitism to eclectism, characterized by the embegidftnighbrow and popular
culture and the mixing of different cultural tyg@&onnat 2004; Peterson and
Kern 1996). Cultural consumption becomes eclelrtaeed, while culture is
consumerized, cultural or artistic choices are bésmming more reflexive, as
a tool for personal identity building (Lash and yJi994).

On the other hand, hybridation is the current tienclltural production.
Breaking barriers is the way of artistic recogmiti¢leinich 1998). Barriers
could be moral, aesthetic, technical, territoriad ao on. Barriers also existed
between high art and popular culture. Pop’ artéelat break these ones by
mixing mass culture icons and contemporary artnéhecultural scene is
leading other hybridation processes. For examplayg, which was the most
popular familial cultural venue, is becoming a rtéghbrow artistic practice
by adding contemporary dance, theatre, experimantadic or artificial
intelligence in shows, toward “contemporary circudh the contrary, few
companies play Opera (the highbrow Excellencyhim dtreet, in order to
catch a wider and popular audience. Besides, #irec@0s and the Jack Lang
cultural policies, subculture such as hip-hop, rmrakomics are recognized by
cultural authorities as part of the artistic pratitut. Cultural industries and
the cultural production economic system need intimvand variety to match
the taste of a picky and diverse audience, towandltitude of niche markets
(Benhamou 2004). Lastly, urban cosmopolitanism dedd cultural
hybridation both by valorizing others’ cultures angdmixing and creating
new styles or subcultures.

These changes occur in a context where innovatohcaeativity are
becoming new contemporary paradigms. These paradigrolve new
economic and geographic patterns as well as st@abes. R. Florida argues
that all of these changes are reflected by the afsthe creative class.
According to him, high tech industries are clustgiin cities where there is
high concentration of bohemia, artists, and gayroonity. Then, he claims
that a new creative class is born whose membeisagador their creativity,
whatever the economic sectors (culture, medidim@nce, engineering,
research...) (Florida 2002). R. Lloyd explains thatnbohemiais not only a
way of life for artists and marginals, but it iscbening a resource for urban
economy, based on creative industry (such as meelsgn, adversting...).
The neobohemia is involved in both arts and creakiusinesses (Lloyd
2002).

Furthermore, theff culture can take place in specific space thatalleft
spaces. They addf cultural space anadff culture’s space at the same time [or:
space of theoff culture andoff spaces of culture] (Raffin 1998;
TransEuropeHalles 2001). In his study on BerlinésBlon shows that a



major part of the Berlin cultural life is takinggae in sucloff spaces like
artistic squats or private flats customized intaBrheatres. According to
him, the Berlinoff culture is characterized by a search for newtartisodes
of production that occurs iff spaces. Becauséf spaces are temporanoff
scene are constantly moving throughout the ciynfone place to another.
Gresillon shows that, in Berlirgff cultural spaces are working in urban
redevelopment as symbolic spaces and value. Morgmyshows that Berlin
is currently becoming an international creativgy citainly because of the
dynamismoff spaces andff scenes, considered as part of the city image and
identity. Thusoff is participating to Berlin’s image and is gazedidmyrists
(Grésillon 2002; Vivant 2006).

Towards new cultural policies ?

How could planners and local authorities deal witeseoff spaces?
Currently, it seems that in several cities, theyeha new approach twff
cultural centre (as artistic squats). Indeed, teeetbpers’ attitudes have
changed from an opportunist attitude to a strateigec Until recently, public
authorities and urban developers accepted artjgtng or using wasteland
while they were waiting for development projectbéamplemented, because
it was a way to avoid the dereliction of the builgliand to satisfy a social
demand, free of charge. Nowadays, a new urbanal@wveint strategy seems
to have materialized. Artists who settle down irsigand are now considered
part of a long-term strategy framework whose oljestare to upgrade and
revitalize the space. The presence of artistsrisidered as meaningful, and
gives a semiotic as well as an economic value égpthce. In fact, public
authorities are now asking artists to occupy centezstelands where new
cultural facilities are being planned. Some artistge even participated in the
revitalization project by proposing new ideas oftual engineering in
wasteland improvement projects (like Usines Ephes)jéiSomeff spaces
are now fully integrated in urban redevelopmenjgots. Les Frigos in the
ZAC Paris-Rive Gauche or La Friche de |la Belle de i Euroméditerranée
project in Marseille are but only two examples lmstnew phenomenon.
Moreover, someff space are used as a tool in urban regeneratigeciso
How do planners integrate thes# spaces in urban projects? What does it
reveal about the change in cultural policies aésif

Make regeneration easier withOff culture

The case of La Chapelle-Stalingrad regeneratige@ntiustrates howeff
culture could be use as a tool for planning and bff\artists are becoming



planners’ pathfinder, as symbolic shifter from detmaglamout. Moreover,
this example puts into relief the role of inhabigsaorganizations in culture-led
regeneration planning. Indeed, culture appearshasuhique acceptable
feature for urban projects. What does the cultuiented planning claim
mean ? For whose sake are cultural amenities d2ate

La Chapelle Stalingrad: the most decaying area down Paris.

The La Chapelle-Stalingrad neighbourhood is locatele frontier of the
18th and 19th district, enclosed between Gare dd Nolways and Gare de
I'Est ones. Even ifitis a part of the centraycit is considered as an outlying
area. For along time, it has been neglected bipta authority. Housing is a
dramatic issue here. Besides the public estatdgirig a poorer population
than the Parisian average, private housing host pwerer and desperate
population. Most of the building are decaying, togninto slums. Some
ceilings are falling down. Fire risk is high. Flaise overcrowded. Some
places do not have water or energy supply. Ownerge ot done
refurbishment works for a long while. Actually, texg slums is real business.
Indeed, most of the residents are illegal immigsario have difficulties in
finding a flat. Unfair landlords take benefit ofby overpricing rents for
deprecing places. As a result, some immigrantsli@snjmainly Africans)
have to share a 10square meter room with morefivepeople, for a rip off
rent (sometimes near 1500euros/month). At the siime some empty
building are turned into crackhouses. Drugs dealimdjconsumption cause a
lot of trouble to neighbours, who organise selfethele residents patrols to
push out drugs dealers. This area also sufferslagkaof public amenities
such as parks and kids gardens. It is not necessaay that it is the cheapest
area on the real estate market.

In 2001, a political shift occurs at the Paris cibgncil. After 25 years of
conservatives supremacy, the new elected mayotraBer Delanoé, is a
member of the Socialist Party. This political tuvas translated into a new
urban policy. A particular focus was made on Lag&ie-Stalingrad, which
becomes one of the main urban regeneration arear@elifferent kind of
urban interventions are implemented. An housingrowgment program
occurs. Landlord may be subsidised in order torbéfh renting housing.
Another large housing renewal program leads toatismseveral buildings
and to build new ones. Some of them will becamésbousing, others will
be sold. Public spaces are redesigned to creatge@secure environment.

! This case study is based on several interviewth (Ménners, city representants, local
organizations leaders, artists), observationsnitgrand other officials documents, and
a press review.



Large public amenities are also planed. A new gaduld open in 2007. A
large empty warehouse will be refurbish and wikteeveral facilities such
as a high school, a sport facility, a public liyrand a youth hostel. And a
new cultural space is under construction. Howlaged projects related o
culture? Before (and while) the real planning pssceccurspff culture
stimulated it. Different empty spaces are turned dff cultural space<Off
artistic practices livened up the area. And fifsdll, off spaces influenced the
new cultural space project.

Fig. 1 The Chapelle Stalingrad area

1 Anciennes pompes funébres
(104, rue d'Aubervilliers)

2 Cour du Maroc
(futur jardin d'Eole)

3 Halle Pajol

4 OPAH La Chapelle

5 RHIll6t Caillet

6 RHI Passage Groix

Source: Elsa Vivant



But before going further, we should stop and expleaiy this area is as
much concerning by a large regeneration progranst Bf all, because it
needs it. Nothing has been done here for a long. tBo to invest in a mass
dose and to regenerate this area is a good syrhpolitical shift. Focusing
public action here is also a political duty. Indesmime of the most important
Parisian socialists people are elected in thisidis{the mayor, the deputy
mayor in charge of urban planning, etc.). They #haist for their voters.
Moreover, in this area, local organisations arg gttong, mostly due to the
previous government’s disinterest. Inhabitantstbadanage by themselves
some safety issue. Partnerships (or at least datisnl) with local
organisations is a part of the Socialist Party msion. Before Segolene
Royal and the “Participative democracy”, the saésigovernment acted for a
new “local democracy” based on consultation witighkourhood council
and local organisations. So, it seems necessamyatd positively to local
requests and needs. It does not mean that locahisagions gain power.
Actually, planning authorities deal with them inder to accelerate
implementation process. As it will be shown laseme concessions are made
to calm down other claims.

104: from cultural policy flagship to urban regeation flagship

The 104 is the new cultural amenity currently under impenation in the
area. It is plan to refurbish and to transform #h wunused mortician's
building, and to turn it into artistic studios, iimg places for artists,
exhibitions spaces, show rooms and a communityreefihis is a very
ambitious project: larger than 30000m2 buildingrerthan 100millions euros
of construction costs (Direction des Affaires Crdlles 2003). But the real
ambition of the 104 is somewhere else.

The new socialist local government uses culturktpas a symbol of his
victory (Delanoé& 2003). The two main new orientasicare to support
creation and to organise innovative events. Supmpcreation gets through
open up new places for creation. Actually, for fears, a quite large artistic
squats movement putted into the political agen@aitbue of the lack of
spaces for artists. They legitimized illegal squatsomplaining about the
artistic studio number fall, while artists need @pdo create. They also
developed a quite brilliant location strategy, iegdhem towards the most
valuable areas in the city. They became more @s@dpecially in the medias,
and question politicians about art support.

2 Also called Pompes Funébres.



More or less at the same time, in the French Mnist Culture (during
the socialist Jospin government) tried to undedstahat is happening in
cultural places that are not subsidized by the gowent, i.e off places. In
this way, a large research was pursued by Fabegérait (Lextrait 2001),
which ended with the organization of a large cagriee on the theme of the
“Nouveaux Territoires de I'Art” (“New Art Arenas®) He studied many
different and diverse cases of new artistic expegs taking place in new
kind of spaces. This meeting concluded that pudlihorities and planners
should now consider differently thest spaces. One of the objectives of the
research was to propose a framework for a newrelipwlicy toward these
spaces. Thus, as an heir of Jospin’s era, Parigigmntook into account
Lextrait’s work and try to innovate by creatingeankind of cultural space.
At least it is the 104 project’s goal. Insteadref tautological question: “how
to be creative in order to promote creativity?'gdton is the main issue
developers have to deal with. To create a largdigfunded cultural
amenity, mainly oriented toward artistic productrather than consumption
may be misunderstood by the local population. @noter hand, to attract
spectators and visitors in this unrepeated andstiged area seems to be a
real challenge. Precinct image should change armhteattractive, or at least
not repulsive.

In order to symbolise its willingness of urban negeation, the City putted
this area under the spotlights by organising spewients there. Especially,
most of the artistic performance during the firstitNBlanche were
concentrated here. Actually, Nuit Blanche, and otbeltural) events are the
second symbol of the Parisian political shift. Bgeare tools in urban
marketing. Firstly it is a communication tool towdocal inhabitants, as a
way to say: “see how the local authorities are waykor you”. But according
to critics, to focus on events is as a way to hter actions (or inaction).
Then, events are also a part of a tourist commtioitestrategy. It is a
marketing tool towards investors and new comersu‘should come here, it
is the place to be. Our city is so lively”. Thig#iof city image is seeked by
many urban managers, and some Parisian events &sudhit Blanche or
Paris Plage) are copied worldwide.

Nuit Blanche is an one-full-night event, occurrangnually since 2002. It
aims to provide contemporary art installations padormances in public
space$ for example: a light show in an art deco swimmpapl, a five

3“Wastelands, Laboratories, Factories, Squats,iMigtipline Projects... A New Era
of Cultural Activity”, www.culture.gouv.fr/culture/actualites/rapportstlait/eng.pdf
(English summary of the report is available online)

“ For many critics, it is becoming a kind of popufiair, where arts are just an excuse
for a long night out.



hundred guitars marathon in the Sacre-Coeur, omomemporary art
installation within an old church. It could takepé neither in the street or in
usual cultural places (such as Le Louvre, the Natibibrary) or non-cultural
places (like a train station). But the most inténgshere is that Nuit Blanche
is the opportunity to open the doors of under-wagkprocess places, such as
104. Actually, during the first Nuit Blanche, thevgere not so many
attractions. Partners were feebleness and dideadly helieve in this idea.
But, the 104 was the place where more performamecasred. During this
special night, Parisian were invited to come indddhapelle-Stalingrad area,
where they probably never came neither plannedriteeg whatever the awful
reputation of the area, in order to assist to angrot art performance. At the
same time, the public visited this amazing buildargd were informed about
the cultural amenity project. Actually, this is rast hazard. Local authority
planed this spotlights exhibition of the 104 areldiea. It is the first step of a
image remaking process. Art performances glamoasktelict building and
a decaying area before the real regeneration ppacesirred. For one night,
104 and La Chapelle-Stalingrad were the place to be

Make place safer witbff artists

Nuit Blanche takes only one night. It is an onetshant toward happy
few art lovers. But it is not enough to shift thigimata. It needs a longer term
strategy. Indeed, evendff artists should sound as dangerous or marginal for
someone, they should also be used as tool and cmeeus for urban
regeneration. Actuallyff art scenes are politically correct cleaning agehts
a decayed area.

First, as it was explained earlier, there are aflempty spaces in the area.
Lot of them were squatted, and few became cracldsueal nightmare for
neighbours, authorities, and landldtdBhe National Railways Compahy
who owns a lot of spaces there, implements andstiexg (and opportunist)
strategy to deal with it. While a building is emptithout any specific plans,
the company authorises non-profit organisations, O8Gor artists
communities to settle down in the building. Thiswgation is generally free
of charge. And demolition or sale is often the dhinig)’s purpose future. So,
the company do not pay for refurbishment. Herbédfirst issue: most of the
buildings are not catching safety norms. But theewis responsible in case
of accident. So, what is the interest for the lardiP Mainly, it is a way to

® Other places (such as Point P or the Theatre dgalté) that are new cultural
amenities projects, were also open this night.

® Landlords are responsible of any accident occgiirirtheir building.

’ Sncf then Rff.



avoid squatting and to control occupation (and paats§. In this area, two
main places are occupied like that. First, two keu®cated at the entrance of
the Cour du Mard¢ host the Secours Catholique (social and community
support activities) and a pool of independent ne¢lialated to Indymedia
network). The second place is a very large emptselause, Hall Pajol,
where a sculptor, an acrobatic company, an indegrégrideatre company and
two local organisations were settled down. Herdependentdff) local
organisations and artists permit to avoid squattingnexpected resident. By
their works, they are also supplying social car euitural activities to the
community.

But, this is not without any trouble. Building safshould be considered
more carefully. Moreover, the city council wisheduy these place in order
to implement urban regeneration project. But, tifety issue leads to wait
until the tenants leave, because the mayor is pallsagesponsible in case of
any accident in a city-owned buildifigBut, here is the second problem:
tenants do not want to leave! Using people as ladoglanning implies to
face with them sometime! Actually, most of the teisaresisted to their
eviction, even if it was clearly written in theipmtract that they will push out
to allow public project implementation. Moreovédrey argued to be resettle
somewhere else, as if it is a right (for them) anduty for the authorities.
These resistances took many different ways. Sostevaited, contested and
saw. But two were more innovative. The sculptorpughdoing monumental
art works, classified all his works as artworksught became more difficult
and more expensive to move them out. Neverthetesbad to move, and
nowadays, the Halle Pajol is emptied and currambyer works. The medias
are more influential. Because of their positiothiea mediasphere (especially
in the internet), and even if they are dominatedhim field of the media
production, they have a quite strong power. Theyszesily mobilise activists
and supporters to prevent the eviction. They dievit months before while
the no-vox whished to squat the Point P to tuintd a community centre
instead of an artistic spaces managed by Usinesrfgate$" Currently,off

8 It should also be used as a communication toottfercompany (“look how we
support local organization, the community, and s).oBut actually it does not.
Moreover, the condition of occupation (especiadliety issues) are not such a positive
communication information.

° Where a new park is under implementation.

1%1n the French jurisprudence, the mayor has aflduties. For example, if a kid dies
in a playground, the mayor could be responsible §dme problem occurs while the
city bought artistic squats in order to regulatizem. Here, the mayor is directly and
personally responsible. When buildings are own lepmpany, duty and guilty are
spread all over the hierarchy.

1 Usines Ephéméres isoéf cultural organization who refurbished empty plaaed
turned them into artistic places since the begigmifthe 90s. As they are no longer



medias are still in the house, and the city couaddoking for resettle them.
The presence of all these organisations aimedcire¢he area by avoiding
squatting, especially drugs scene squatting. Feheof provided services to
local inhabitants. But their impacts were very niettd.

Another experience, planed as a mid-term occupamtgupported by the
local authority, was contributing to the regenematprocess more than
security guarding and more than a one-shot spotégknt such as Nuit
Blanche. In the centre of the regeneration arksaiga wasteland is planned to
be changed into a new park. The project desigimaplémentation took time.
As it is a public project, the local authority haeepass a specific kind of
agreement that we call “marché publfcThis process, of course, takes time.
So, while all these administrative and design pees took place, the owner
(ie the city council) authorised aiff circus to settle down there, from October
2003 to December 2004. More, it was subsidisedhieyldcal authority
(100 000 euros) in order to invite other compargied to organise a real
artistic and cultural activities program. Even ffhas been subsidised
sometimes, the Cirque Electrique is definiteffin the circus scene. Its artists
were not trained in National Circus School (as sashmost of the
contemporary circus artists are), but in an altéreachool (les Noctambules
and then Fratellini). They are connected with othigérscenes dff music
shopspff artist studiopff musicians). But asff andin are working together,
as a system, the Cirque Electriqgue was, for & Ibit more than a year,
involved in the city’s cultural policy. And was thagent of an urban
regeneration process.

First, as other temporary occupants, the circusa dsown tenant,
permitted to control and to secure the site. Agtisten cleaned it by removing
wastes. Critics also argued that they cleanedtbgremoving drugs users
and homeless too. Then, as it was agreed, the €€Etpctrique and other
(mainly circus) companies played different showsed artistic program was
planed, mediatised through designed flyers. Moredkie Cirque Electrique
and friends were part of the Festival Paris QuadiEte. It is a one month
cultural festival (subsidised by local authoritesl the state), offering several
shows and performances all around Paris, genextdlbyv fares. Being a part
of that event helped to catch a wider audience tias addicts or local
public. Medias informed about the shows. More, ragdilescribed the
atmosphere and the site, askusturica’'s movie no-man’s lahdvhich

squatting, and they are dealing with local autiesjtthey are considered by some of
the off scene as traitors.

12 By this procedure, different firms are in competit regarding the design or the

implementation of the park. A commission (with édgtrepresentatives from different

parties, state represents) chooses the contrdiees! on their proposal.



worsted a visit by itself. Actually, most of thelgic would never come here
without mediatised circus shows. As we observedstnod the audience
(whites) constrated with local residents (black&)re than an local cultural
leader, the Cirque Electrique opened up the neigtstowards all Parisians.
During a summer, artistic performers, experimergatobats and DiY
musicians turned this drugs dealers’ playground am exciting poetioff
venue. For those who had been there, the image tdpgze show, at
nightfall, in a wide open space, in front of rurgpinains and with an unique
view on the Sacre-Coeur, reminds an out-of-timesegpce. And nowadays,
the Cour du Maroc is still the symbol of this urégaste of urban freedom.
Less intense but longer, the image-remaking pramsgred with the Cirque
Electric as it did with the 104 during the Nuit Btdne. These focuses on the
area throughout cultural events are both planned.

Is there any other solution than culture?

These examples show havif cultural scene can be used as tools by
planner, to clean and to secure a site. But théture is also used by planner
as a project process facilitator. Facing residéaitrns for culture, how do
planners react?

As it was explain before, a large empty warehounseta surroundings are
going to be regenerate through a comprehensivaiplaprocess, that we call
Zone d’Aménagement Concerté. During the 90s, th& filan was to
demolish and to clean the whole site and thenebwoild housing (mostly
estates housing). Local organisations protestgdirag that too much housing
was planned, and no program was dealing with ttled& public amenties.
The project was in stand-by for several years.rAt@01, the new council
wanted to redevelop the area. A consultation withlocal population was
implemented to decide what the program would bgap appears between
residents organisations and city’s planners. Ttyexanted to create several
public facilities (school, library, sport facilisg a youth hostel and offices. Its
first plan proposed to demolish the uninterestegehwarehouse and to
replace it by smaller-scales ones.

But residents claims were totally different. Fiodtall, they wanted to
protect the building that they considered as agfétte local history. It is a
cathedral of the railwaymen histdrthey said. They argued that industrial
heritage should be conserved and valorised. Thiefmitely true in old
industrial area (such as north of France), whesg¢ipdustrial crisis implies a
socio-economic crisis and an identity crisis asl.wilit is it the same in
Paris? Definitely not. Perhaps, this claim revealsapprehension towards
contemporary architecture. Nevertheless, consigeniaustrial buildings as



heritage is quite new. Even if planners and arctst&ied to preserve them
for a while, this behaviour was not share by maegpgbe. Moreover, the
claim for refurbish it into a cultural centre prevbat few examples are now
well known by the public. Indeed, local organisaiovanted to turn the
building into a cultural centre, that they compatedthe LU factory in
Nantes, the most famous (and successful) examlgltof-al conversion of
an industrial building in France. Organisationsigiesd a real architectural
project that they presented during consultationtimge (Cepa 2002; Cepa
2003). The proposal could seem exiting and intergsbut the city council
has a very similar idea for the 104, just 100 mateay, on the other side of
the railways. Sincerely or not, local organisatiangued that the 104 is too
far away and that there is a lack of cultural artiesiin their neighbourhoods.
Of course, the city could not accept these projosit Nevertheless, its
position changed a little and the building will no¢ fully demolished.
Actually, in this context, to preserve the buildirgga tool to create a
consensus on the project. To comply with somegddie residents’ claims is
a way to avoid others. As the conservation is adtesdimore difficult now for
associations to fight against the project. If thi#wral project is unrealistic,
they are still influencing the project. For exampihey are deeply involved in
the creation of a little but professional theatrgt@ad of a gymnasium. This
last point should be more controversial. It questifor whose sake do local
organisations mobilise. A theatre, even little, Idoattract a culturally-
oriented population, that have more cultural capitan the average (and
especially the local average). On the other sidgnanasium fixes youth. In
other words, sport facilities are used by youngpbeowvho stay, talk, make
noise, are visible, especially when they belongnt@thnic minority, while a
theatre is considered as a upgrading tool in aifjeation process. Of course,
that is not the way things are explained; and l@adivist are probably
genuine. Nevertheless, contradictory interests éetwdifferent kind of
population living in a social mix neighbourhoo@isonstant. New comers or
middle class gentrifiers have more resources totiegg their position in the
neighbourhood. For example, they are more awanehbain projects and are
more mobilised in consultation, even if they aretinority (Bacqué 2006).
This is especially true in this area where a |gtexiple are illegal immigrants.
For example, in one of the most active organisatitiihe members belong
to the middle class and the upper middle classkwgras professionals or in
the social services, education and medical care).

At the same time, it appears that these assocgdi@not really involved
in the 104 project. Even in they could be curidhsy do not wander and
push up the city to obtain more information. Thejgct design process and
implementation did not include a real consultatmmard the population. But
in the other hand, associations do not reclaitdotv could we explain this



disinterest ? May be a cultural project is consehand is not considered as a
threat for residents, so does not encourage paation.

Epilogue

All this area should dramatically change these riewt years. Built
environment will be renew. More facilities are gpito be created. Security
issues would probably disappear by moving to a mamete site. Quality of
everyday life should increase. But, even if soeraineering is involved in
the project, a settlement change should be expdtiegl families could not
apply for public housing. And they will probablytrawn or rent the new flats
(even if they are sold at a low fixed price). Weudd wander where will they
go. But does it matter for someone? One the otéwed hwho will be the new
residents? Estate housing is still working as &asbousing sector (even if
“social” could have a large interpretative meanirgit due to the huge
housing crisis, the refurbished private housing Mqorobably host the
highest bidder. In other worlds, a gentrificatialogess would change the
social face of the neighbourhood. Here, becausedheused as a tool for
regenerationff cultural scenes are the unwitting agent of agsattht policy.

Moreover, this example reveals a dangerous but @ontrand in planning
practices. It seems that culture tends to be d@m ialiorder to avoid local
resistance in urban regeneration processes. E€@tmenities, actors, agents,
scene) is a consensual function that stops loggdnisations reclaims.
Uncontroversial, it legitimizes urban regenerafioocess, even if their social
effects could be doubtful. Culture is a tool tgger the implementation of
regeneration project. Is it possible to plan a negation project without a
cultural feature? Is there an alternative to celiCould planners imagine a
no-culture urban project? In some ways, this retrealack of imagination of
all of us, and especially planners and architéetsing many local reclaims, it
sounds more difficult to intervene into the buitycBuildings conservation is
a mean to avoid or a least to limit protest antlcelis an easy answer (even
the easiest). Regarding to existing example, this& refurbishment does not
need a total transformatio®ff artists had done it for twenty years on a DiY
scheme and without money. To turn buildings intibuzeal centres sounds to
be the new model in urban practices, all aroundwtbdd (Vivant 2006).
Apparently innovative, this kind of urban policiege actually quite
conservative. Moreover, why do resident claim faltuwre? And which
residents? In other words, for whose sake do plarawt and resident claim?
What should be discuss further is if, thought asrigger for urban
regeneration, the use of culture asftlartists does not tend to be a trickle
down theory secret agent. To what extend coulad@nbargue that, on an
urban planning point of view, cultural policies &hé use of culture in urban



regeneration project reveals the spread of thediltieinking by attracting the
wealthier people and by arguing that it would bén&s the whole

community? On the one hand, the generalisationeofdritic artist” through

the whole society and especially in managers’ w@tdtanski and Chiapello
1999), allows urban managers to base an econamaiegt on culture. On the
other hand, the common interest for arts and autifiteft-wings thinkers and
urban activist as well, seems to blind them, toehide dark side of the
regeneration project, and to hind their oppositiad protesting capacities.
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