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fun also took place (Photograph © Immo Klink, courtesy of
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Eliçabe, courtesy of the author)
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action Yo Mango, Tango, in ‘homage’ to the Argentinian
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supermarket while they stole bottles of champagne. The next
day, they raised their glasses in one of the banks responsible
for the Argentinian crisis (Images by Oriana Eliçabe, courtesy
of the author)
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Formed in 2003, the Clandestine Insurgent Rebel Clown
Army (CIRCA) sought to coordinate civil disobedience using
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author)94
Against the ‘serious bloc’ of the police, the rebels formed a
‘parodic bloc’ which dismantled traditional ideas of
confrontation (Photograph by Immo Klink, courtesy of the
photographer)95
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declared: ‘no se va, el pueblo no se va’ [‘We won’t go, the
people won’t go’]. In May 2011, an activist camp was set up
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The trigger for the Madrid camp can be found in the one in
Tahrir Square, Cairo, with its echoes of the tradition of desert
architecture (Image by Jonathan Rashad, CC. BY 2.0)
On 17 May 2011, the Puerta del Sol was covered with a layer
of cardboard, creating an insulating and soft surface upon
which the camp was built (Photograph by Santiago Ochoa
Marcos, courtesy of the author)
The construction of the camp followed the premises of DIY. It
drew upon all kinds of materials, reusing them as architectural
supports (Photograph from 19 May. Julio Albarrán, courtesy
of the author)
The canopy surface expanded with the accelerated growth of
the camp (Photograph from 20 May. Julio Albarrán, courtesy
of the author)
The camp was divided into activity and rest zones (Photograph
from 19 May. Julio Albarrán, courtesy of the author)
The changing urbanism of the camp generated maps of
orientation and signposting. In the mapping, the various
services that this symbolic city offered can be seen: first-aid
posts, food stalls, nursery, library, and vegetable garden
(Montage by Julia Ramírez Blanco, CC. BY 2.0)
The food stalls received so many donations that the food had
to be stored (Photograph from 19 May. Julio Albarrán,
courtesy of the author)
The settlement was self-governing through an assembly
system. In order not to interrupt speakers, participants used
sign language (Image of a general assembly by Julio Albarrán,
courtesy of the author)
The camp’s economy was governed by the practices of
collection and donation. This small poster refers to the explicit
banning of money throughout the camp (Image by Marco
Godoy, courtesy of the author)
On one of the buildings which surrounds the square, a huge
advertising hoarding was subjected to a collective intervention.
The cosmetics brand ‘L’Oreal’ became ‘Democracia Real’
[‘Real Democracy’] (Photograph by Julio Albarrán, courtesy
of the author)
The profusion of signs formed a complex verbal palimpsest of
overlapping and superimposed meanings. The textual
oversaturation of the space showed a kind of horror vacui of
texts which kept on accumulating (Photograph of 19 May.
Julio Albarrán, courtesy of the author)
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The vast variety of posters which populated the camp
oscillated between poetry, humour, and proclamation
(Montage by Marco Godoy, CC/Archivo 15M)
‘Hace un día de sol precioso’ [it’s a beautifully sunny day].
Appealing to the double meaning suggested by ‘dawn’ (literal
and metaphorical), Puerta del Sol—which means ‘Gateway of
the Sun’—became a name identified with the promises of
change that are heralded by revolt (Photograph by Sole
Parody, courtesy of the author)
The Puerta de Sol itself was dubbed Plaza Sol-ución [Plaza
Sol-ution]. In a kind of new revolutionary topography, the
activist alteration of the space was accompanied by a change of
name (Image by Julio Albarrán, courtesy of the author)
The Arts Committee carried out a constant production of
posters, in which there was an impressive collective exercise in
creativity and political reflection (Photograph by Julia Ramírez
Blanco, CC BY 2.0)
On 20 May 2011, more than 20,000 people occupied the
Puerta del Sol, defying the Electoral Commission’s
prohibition. This enormous performance—one of the largest
acts of civil disobedience in Spanish history—became known
as the grito mudo or the silent scream (Photograph by Julio
Albarrán, courtesy of the author)
After its dismantlement, those at the camp wanted to leave a
small monument at ground level. This plaque spoke of the
activist transformation understood as an ‘awakening’: ‘We
were asleep. We awoke. Square taken over, 2011’ (Photograph
by Juanlu Sánchez, courtesy of the author)
In artistic utopias of revolt, judgement should be ‘combined’.
Their relevance is situated in the intermediate zone created by
the conjunction of three large forces in variable balance:
symbolic potential, political effectiveness, and the interest of
the communitarian experience
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