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Abstract

This study examines (street art—Banksy) not merely as an aesthetic or socio-political phenomenon, but as a living, material
realization of the concept of the rhizome in the thought of Deleuze and Guattari. Moving beyond conventional
representational or symbolic interpretations of graffiti and mural art, the analysis conceptualizes street art as a machine for
the production of difference that operates outside the hierarchical and stabilized structures of the art world. Drawing on key
concepts derived from A Thousand Plateaus, as a living, material instantiation of the central ideas of the philosophy of Gilles
Deleuze and Félix Guattari—namely the logic of sense, difference, and repetition—we demonstrate how street art generates
lines of flight from the striated space of the city and emphasizes connectivity, multiplicity, and continuous process
(deterritorialization). The street, as an open field, enables the emergence of subjects and processes that continuously
reproduce innovation (difference). This rhizomatic framework reveals the capacity of street art to disrupt established norms
and the dominant spatio-temporal organization of the city, thereby rewriting the urban landscape with concrete, non-linear,
and contingent significations.
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Extended Abstract

The modern city has persistently sought to organize, classify, and stabilize meaning through architectural design,
urban planning, and dominant regimes of representation that privilege order, hierarchy, and legibility. Within this
framework, urban space largely functions as what Gilles Deleuze and Félix Guattari conceptualize as striated space:
a regulated, coded, and hierarchically structured environment governed by property relations, state power, and
aesthetic normalization. Official art practices are typically absorbed into this spatial logic, either through
institutional legitimation or through predictable modes of critique that remain intelligible to the system they appear
to resist. Against this background, street art emerges at the margins of urban order, precisely where concrete surfaces
encounter spray paint and where legality confronts sudden acts of expression. Rather than treating street art merely
as a visual style or as a form of socio-political commentary, this study approaches it as a philosophical intervention
into the production of space and meaning in the contemporary city. In particular, the works of Banksy are examined
as paradigmatic instances of a practice that disrupts representational norms and unsettles the ownership,
functionality, and semiotics of urban surfaces. Existing discussions of street art have often framed it within binaries
such as legal/illegal, aesthetic/vandalistic, or public/private; however, such frameworks risk reducing a
fundamentally processual phenomenon to static categories. Drawing on critical discussions of urban art and graffiti
culture, the study situates Banksy’s interventions within a broader theoretical context that emphasizes movement,
contingency, and the instability of meaning in urban environments (1, 2).

From this perspective, street art is conceptualized not as a finished object but as an existential and philosophical act
that challenges dominant structures of perception and spatial control. Banksy’s practice, in particular, operates
through anonymity, ephemerality, and strategic placement, thereby evading incorporation into the stabilized circuits
of galleries, museums, and art markets. The street becomes a fluid and provisional territory in which meaning is
continuously produced, interrupted, and reconfigured. The central question guiding this research is how street art—
and Banksy’s work specifically—can be understood beyond conventional aesthetic or socio-political interpretations
as a fundamental process of producing difference within the city. To address this question, the study moves beyond
traditional art-critical methodologies that rely on representation and identity, instead adopting a Deleuzian
framework in which difference precedes identity and repetition functions as a generative force rather than a
mechanism of sameness. Within this framework, street art is understood as a dynamic process that forms non-
centralized networks, temporary connections, and singular events that resist assimilation into dominant cultural
logics. By foregrounding the capacity of street art to generate unpredictable encounters and to reconfigure spatial
relations, the study rethinks Banksy’s interventions as active processes rather than symbolic statements, thereby
opening a philosophical reading of urban art as an ongoing production of difference.

Methodologically, the research adopts a qualitative and interpretive approach that integrates philosophical analysis
with documentary and visual study. First, it undertakes a close reading of key concepts in Deleuze’s philosophy—
particularly difference, repetition, the event, affect, and the rhizome—and examines their relevance to post-
structuralist and critical theories of space. Second, it draws on library-based and documentary research
encompassing scholarly literature on street art, graffiti, urban art, and Banksy, as well as studies that explicitly
explore the relationship between Deleuzian philosophy and contemporary art practices. The analysis proceeds along
three interconnected axes: philosophical analysis, which interprets street art through Deleuzian concepts; case-based
analysis, which considers selected works by Banksy within diverse urban and cultural contexts; and visual analysis,
which examines how meaning is produced through form, color, location, and interaction with the urban
environment. This multi-layered methodology allows street art to be understood simultaneously as a philosophical
process, a situated urban practice, and a visual event that unfolds within specific spatial and temporal conditions.
The theoretical framework of the study is structured around three core dimensions of Deleuzian thought. First, the
concepts of difference and repetition are employed to challenge traditional metaphysical assumptions that
subordinate difference to pre-existing identities. In Difference and Repetition, Deleuze reconceptualizes repetition
as a productive force through which difference is continually generated rather than merely reproduced. Street art
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exemplifies this logic by opposing standardized repetition—characteristic of advertising, mass production, and
dominant cultural imagery—and instead producing singular interventions that are never identical, even when
stylistic motifs recur. Each appearance of a Banksy work constitutes a unigue event shaped by its specific wall,
time, lighting conditions, and audience, thereby enacting what Deleuze terms “unequal repetition,” in which
repetition itself becomes the site of difference (3-6). Second, the notion of the event and the logic of sense are used
to interpret street art as an ephemeral occurrence that exceeds stable form. A wall represents a fixed architectural
form, while the act of painting and the resulting image function as an event that temporarily transforms that form.
Unlike institutional artworks that seek permanence, street art foregrounds transience and vulnerability, emphasizing
its existence as an occurrence rather than an object (1, 8). Third, the rhizome serves as the central analytical model
for understanding street art as a non-hierarchical, non-linear network of connections characterized by multiplicity,
heterogeneity, rupture, and regeneration.

Within the rhizomatic framework, Banksy’s practice exemplifies connectivity without centralization, multiplicity
without unification, and continuity through discontinuity. Rhizomatic structures lack a single origin or endpoint;
they can be cut at any point and yet resume growth elsewhere. Street art operates in precisely this manner: walls
may be cleaned, painted over, or demolished, yet new interventions appear in other locations, media, or contexts.
Banksy’s recurring motifs—such as the girl with the balloon, monkeys, or police figures—do not function as fixed
symbols but as elements that acquire new meanings through each re-contextualization. This process demonstrates
how repetition generates difference rather than identity, as each iteration interacts with a new spatial, political, and
affective environment. The anonymity of Banksy further reinforces the rhizomatic logic by displacing authorial
identity in favor of distributed presence and collective resonance. Street art thus forms a heterogeneous network
that links images, artists, audiences, and urban spaces through horizontal connections rather than vertical
hierarchies, producing what can be described as a cartography of urban affects rather than a thematic or
representational system (7, 9).

Affect plays a crucial role in understanding street art as a machine for the production of difference. In Deleuzian
terms, affect refers to pre-personal intensities that move between bodies and spaces, exceeding conscious
interpretation or emotional categorization. Street art operates primarily at this affective level: its sudden appearance
in everyday environments can provoke shock, humor, discomfort, or curiosity without requiring narrative
explanation. Rather than communicating a stable meaning, Banksy’s works transmit intensities that momentarily
disrupt habitual perception and redirect attention. This affective intervention transforms passersby from passive
consumers of urban space into participants in an event that alters their relation to the city. In this sense, street art
functions as a social-artistic machine that channels flows of meaning, resistance, and creativity through interruption
and deterritorialization. By dislodging architectural elements from their assigned functions and recoding them as
temporary surfaces of expression, street art deterritorializes space, time, and meaning, continuously escaping
fixation into style, identity, or institutional control.

In conclusion, when examined through the lens of Deleuzian philosophy, street art—exemplified by the works of
Banksy—emerges not as a marginal or supplementary cultural practice but as a central mechanism for the
production of difference in contemporary urban life. It operates as a rhizomatic machine that transforms striated
urban space into a field of events, affects, and unpredictable connections. By prioritizing difference over identity,
affect over representation, and process over permanence, street art reconfigures the city from a fixed, tree-like
structure into a living, dynamic assemblage. In doing so, it preserves spaces for non-conformist thought, contingent
creativity, and unforeseen encounters, ensuring that the urban environment remains open to continuous
transformation and becoming.
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