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THE LOVE 
TACTIC  
72 Hour Urban Action
Gilly Karjevsky, Kerem Halbrecht

 72HUA participant touring the 
contested site of Stuttgart 21

A good story hits you in the gut. You feel it immediately; it’s a physical reaction that 
comes over you. Then your gut sends a message to your brain to listen carefully to 
the moral of the story, to learn from and contemplate on its broader message. This 
is because humans understand messages emotionally, and messages of emotional 
value stick with us longer. 

When trying to inspire action, activation, or participation in the making of cities, 
we first must convey the right feeling to inspire action. What does taking urban 
transformation into your own hands feel like? When we tell the story of urban trans-
formation in the age of climate breakdown, what feelings does this story employ, 
inspire, evoke? The quotes at the start of this essay represent two of the feelings 
pulsating at the core of the 72 Hour Urban Action project (72HUA): the entangled 
forces of transformation and love. The latter bears the first. Spoken by two of our 
beloved long-term project partners, these simple statements together embrace 
the message 72HUA tries to bring. The stories we tell with 72HUA are those of 
possibility, potential, immersive action, rapid change, and shared living learning. 
But our main and central story is that action is an emotional process. To act, take 
action, act up, actioning, actualizing—are fueled by all kinds of emotions—the 
primary and most precious of which is love.

AN URBAN  
DISPLAY OF  
AFFECTION 

“Things are changing, ways of thinking are 
changing, why does architecture have to 
be so static?”
Lukasz Lendzinski, umschichten, 2010, Bat Yam

“It’s a book about love”
Markus Niessner, niessnerdesign, 2020, Zoom
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REAL-TIME ARCHITECTURE 

72 Hour Urban Action is the world’s pioneer 
real-time architecture festival. International 
teams arrive on site and have only three days 
and nights to design and build installations in 
public space in response to local needs. The 
locations we find for 72HUA tend to be under-
represented in the local urban discourse, in a 
state of transition, perhaps marked by complex 
sociopolitical situations. The festival works in a 
central production camp, and five to ten inter-
vention sites that we like to call microsites. These 
are spaces too small or problematic to merit the 
attention of a developer or a public agency, but 
big enough for a community to make use of and 
enjoy together. These microsites, as a network of 
microactions, make a neighborhood-wide action 
possible, with much of the dynamics happening in 
movement, from one site to the other, transform-
ing our brightly orange-uniformed participants 
into living, walking invitations for neighbors and 
onlookers to engage with. 

Participating team members are recruited 
through an open call. We accept applications 
from individuals and groups up to six people, and 
we compile teams of around twelve participants, 
matching those that have never met or worked 
together before, according to complementing 
skills, backgrounds, interests, and vibe. Half of 
the spots on the teams are reserved for local  
applications—either from the city or region 
or country where the festival is taking place. 
With this we mark an intention to bridge the 
local-global divide that is so crucial to any urban 
action these days, invoking questions of authen-
ticity, situated knowledge, and exchange. 

Every edition has one team that absolutely 
and utterly falls in love, and at least one team 
that doesn’t, that really suffers through. The rest 
of the teams act on a spectrum of negotiation, 
on-the-go decision-making, and activation. In 
other words, a mode of compromise and collab-
oration. For most participants this experience is 
positively unforgettable. For some it’s a collision. 
A small fraction leaves halfway into the process. 
Whatever the team dynamic, it remains a 
learning experience set in a live, high-pressure 

environment, which leaves a long-lasting mark 
on professional attitudes. 

At liftoff, the fabricated emergency of the 
ticking clock takes hold and participants enter 
the bubble of 72HUA. This bubble is different 
from reality in every possible way. Teams sleep, 
eat, work, and party on a temporary site. They 
wear high-visibility uniforms that draw attention 
from a distance. They work in a new language 
with new people in a new place, under time, 
budget, and space constraints. The permit they 
work under makes no guarantee that their 
intervention will last more than the 72 hours it 
takes to design and build it. It is a parallel reality, 
designed with the intention of experimentation, 
pushing boundaries, and bonding.

At tools-down, the countdown stops, the 
action is over, the bubble bursts, and reality sets 
in. Within less than a night, user reactions to the 
installations are clear: immediate adoption or 
immediate rejection. Few are the installations 
that get no public attention. Users—the local 
residents—know intuitively how to take over 
the newly designed spaces. In some cases they 
take ownership of something they helped to 
build, watering plants until a water system can 
be installed, cleaning the area, supporting the 
building team. In some cases they adopt it for 
their needs as they see fit. Sometimes they wish 
for it to be removed quickly. In some cases they 
take it apart under the cover of night to leave 
no trace of the action by morning. We’ve had it 
all—from absolute gratitude and support to an 
installation set on fire in protest. That’s the way it 
should be. When you create something in public 
space it is not yours. It belongs to the neighbor-
hood, it is communal.

72HUA is a proof of concept that public space 
can be co-created by all people for all people, 
and that municipalities can possess the tools to 
empower residents to intervene in the design of 
their surroundings, supported by the passion of 
outside experts. The aim is to transform the pub-
lic realm and to raise ambitions among residents 
and the municipality for higher quality public 
space, while demonstrating that this need not be 
costly, nor take a very long time. In the process 
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WE KNOW TODAY,  
AFTER A DECADE OF 
PRACTICE, THAT THESE 
ENTANGLED MODES  
OF WORKING— 
COLLECTIVITY,  
CRITIQUE, INCLUSIVITY, 
EMANCIPATION— 
OFTEN REQUIRE THE 
KIND OF NEGOTIATION 
OF CONTRADICTIONS, 
ONLY NAVIGABLE 
THROUGH THE  
EMOTIONAL FORCE  
OF LOVE.
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Stills from the documentary on the first
edition of 72HUA;  
Yael Moria, co-curator of the Bat Yam  
Biennale of Landscape Urbanism
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of prototyping what works for local spaces, you 
set up working networks, new relationships, 
highlight challenges, and address discrepancies 
in access. These mutual learning processes, 
forged between the festival team, public officials, 
local organizers, and neighbors, will outlast the 
festival and leave an invisible legacy beyond the 
installations that might remain. The energy of 
action, of festivity, of the possible, of 120 people 
diving into the joyous making of various public 
spaces, will hopefully trigger the imagination long 
after the festival is gone. 

Over the years we have set different inten-
tions for each edition, together with our local 
partners. Sometimes these intentions are met, 
sometimes they meet more hurdles than open 
doors. Sometimes, such as with the 2012 Stutt-
gart edition, the impact of the festival exceeds  
all expectations, and 72HUA is recognized as 
a compelling tool for gaining social and political 
capital. Beyond the nuts and bolts of how the 
festival is delivered, there are many lenses 
through which to read 72HUA as a spatial 
project. It can be read in terms of context and 
situation, civic outreach and organizing, learning, 
cultural diplomacy, and political positions.

SITUATING I: 2010–2020

This book summarizes almost a decade of 
72HUA projects, starting in Bat Yam, Israel, in 
2010 and ending with Jena, Germany, in 2019. 
This book, and the reflection on the project, has 
been our main work during 2020 while staying 
indoors during a  global lockdown in response to 
the Coronavirus pandemic. 

When looking at this decade, a storyline of 
crisis emerges clearly. It was a decade of break-
downs: financial, ecological, social, political. 
The context for the first edition of 72HUA was 
marked by the consequences of the global finan-
cial crisis originating in the US housing bubble 
and spilling into the EU debt crisis. That global fi-
nancial event had many detrimental implications 
for cities at large. By the year of the Bat Yam 
edition in 2010, the global economic breakdown 
was reaching every market in every country and 

its consequences were felt hard within the ar-
chitectural and cultural sectors. Resilience and 
resourcefulness became a lens through which to 
understand the impact of our actions on public 
space, and working in urban communities meant 
harnessing a sense of emotional durability.

At the other end of the decade, the global 
acceptance of the Anthropocene as the geologi-
cal age of humans impacting the environment in 
irreversible ways1 was met with a shred of hope in 
the shape of global climate movements such as 
Extinction Rebellion (XR) and Fridays for Future. 
2019 was the year when the Anthropocene and 
its subsequent climate breakdown finally made 
it to mainstream media through the emergence 
of these global citizen movements calling 
governments to take real action and meet the 
goals set in climate summits such as the Paris 
accord. ICCP2 report reading became a regular 
living-room social activity as citizens everywhere 
became more informed and involved about the 
dire state of the natural environment, and the 
increasingly multiple climate events we have 
witnessed worldwide were put into a context that 
demanded political action.

One short year after publics around the 
world clamored for profound systemic changes, 
this energetic momentum seemed to come to an 
abrupt halt. 2020 was spent away from people 
and the liberating potential of public space, as 
we are all forced to find landscapes indoors and 
refuge in isolation. More than a year of on-and-
off lockdowns has dramatically changed the way 
humans interact with and within cities.

Alongside these global systemic changes,  
basic assumptions and ideas that perhaps dom-
inated the urbanist discourse in 2010 were not 
only no longer relevant by 2020, but some were 
completely negated. Debates on participation 
have turned into emotional and ethical quag-
mires. The meaning of resilience has changed 
radically. Smart cities are political wormholes for 
big data corporations to mine and extract from. 
Hopeful ambitions for the Green New Deal have 
been overshadowed by the threat of a dystopian 

1 See Elke Krasny’s text, 53.
2 The Intergovernmental Panel on Climate Change (IPCC) is the United  
Nations body for assessing the science related to climate change.
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“Screen New Deal.”3 The impacts of #metoo and 
Black Lives Matter have added new layers to 
urban discourses around access, inclusion,  
diversity, and democratic design. Like many of our 
colleagues these days, we are in need of other 
vocabularies to describe what we do. The way 
we talk about the 72HUA project has changed 
parallel to changes in how we talk to each other. 
Many of the challenges we chose to address with 
our work have shifted, intensified, fluctuated. 

These changes in thinking and speaking 
come without ever having nailed it down to begin 
with, as urban practice such as that of 72HUA is 
layered, complex, and often opaque. This mode 
of constant flux is at the heart of the project and is 
the main methodology we have put forward. Rapid 
prototyping, collaborative modes of thinking, 
hackable permits, porous site boundaries, par-
ticipative social research, and communal living 
are all experienced on micro levels within the 
festival time. We acknowledge cultural production 
is often about marking, signifying—pointing to a 
possibility, asking the right question at the right 
time, in the right place. 72HUA acknowledges 
that “Space is a condition. A condition that is 
not stable.”4 Our aim is to point toward possible 
alternatives to the current state of affairs. To 
point toward the alternative that is right for this 
moment, in our time. 

SITUATING II: CRITICAL SPATIAL 
PRACTICE

In 2006, Jane Rendell coined the term 
“critical spatial practice,” positioning it in a space 
between art and architecture, as a practice that 
assumes functions and methodologies from both 
disciplines. According to Rendell, “This type of 
public art practice is critically engaged; it works 
in relation to dominant ideologies yet at the 
same time questions them; and it explores the 
operations of particular disciplinary procedures 
—art and architecture—while also drawing 
attention to wider social and political problems. 
It might best be called critical spatial practice.”5

This dual nature of acting in the world, of 
practicing both together with given systems and 
orders, while working to address and change 
inherent systemic flaws, is at the heart of 72HUA. 
Many of the preliminary processes we undertake 
in advance of the festival days, sometimes as long 
as 18 months of research and production, address 
these flaws and problems through the promise of 
the prototype. We promise that solutions will be 
sought and tested out, even when we don’t know 
how, as we will only find out when participants 
start designing. This is a complex promise. On the 
one hand, we wish to address on-ground conflicts, 
as they are registered in public space. On the oth-
er hand, we leave the question of how to address 
them open until the festival starts, when teams 
get their missions at the liftoff ceremony.

This is because we are banking on a partic-
ularly universal aspect of being critical. In her 
micro-text Spatial Poets, Patricia Reed expands 
on the notion of practicing in criticality: “Critical 
spatial practices must first overcome the normal-
ization of “being critical.” Reed calls for critical 
spatial practitioners to take the extra step from 
the diagnostic, i.e. the survey of current conditions 
and their failures, by emphasizing that “the art 
of critique is equal to the creation of conditions 
for other life practices to emerge.”6 In contrast to 
merely complaining and thus negating, practic-
ing critically is therefore an affirmative practice, 
which holds potential for actualized change. 

SITUATING III: COLLECTIVENESS,
COLLECTIVITY, COLLECTIVELY 

This affirmative notion of critical spatial prac-
tice is recognizable through the work of 72HUA’s 
long-term collaborators. We share and exchange 
visions of potential alternate realities with um-
schichten from Stuttgart, the Bellastock collective 
from Paris, as well as others far and wide. We have 
visited, worked for, discussed, and exchanged 
practices with each other. We all expand lexicons 
of urban design and vocabularies of elements in 
public space; operate on alternative protocols 
for acting, collaborating, and participating; and 

3 Naomi Klein, “Screen New Deal,” The Intercept, May 8, 2020, 
accessed April 1, 2021, theintercept.com/2020/05/08/andrew-cuo-
mo-eric-schmidt-coronavirus-tech-shock-doctrine/. 
4 Nikolaus Hirsch, Marcus Miessen eds., foreword to What is Critical 
Spatial Practice? (Berlin: Sternberg Press: 2012), 1.

5 Jane Rendell, Art and Architecture: A Place Between, (London: 
Bloomsbury Academic, 2006), 16. 
6 Patricia Reed, “Spatial Poets,” in Nikolaus Hirsch and Markus 
Miessen eds., What is Critical Spatial Practice? (Berlin: Sternberg 
Press, 2012), 111.
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9 Anne Pasternak, foreword to Living as Form, 7.
10 Nato Thompson, “Living as Form,” in Living as Form, 19.
11  Nato Thompson, Living as Form, 18.

7 Julia Moritz and Lisa Mazza, Kritische Komplizenschaft/Critical 
Complicity (Vienna: Schlebrügge, 2010), 13.
8 Nato Thompson ed., Living as Form: Socially Engaged Art from 
1991–2011 (Cambridge, MA: MIT Press), 2012.

promote visions for different futures. We exercise 
different modes of collectiveness.

No urban project happens in a vacuum. 
There is no urban white cube. No design or 
festival format, no site, no structure, happens by 
the vision of one person alone. The manifesta-
tion of ideas into reality in the urban context is 
always a common project delivered by a group. 
This group is the author of the project together. 
Claiming authorship in critical spatial practice is 
like pouring water on the fire of collectivity. This 
fire is needed for those engaged in the imagina-
tion of possible futures, of which the collective is 
the engine and the laboratory.

The core team of 72HUA was always very 
small. Every edition of the festival begins with 
a local partnership—an invitation is usually 
extended from either bottom-up initiative or a 
top-down municipal department. Over the years 
we have had both, but never together. When 
we arrive on a site it is part of our job to find the 
balance through complementary partners from 
the other side of the sociopolitical divide. Why 
we wish to balance these positions is part of 
how we understand our work, as an intentional 
entanglement of political collaboration, com-
promise, and critique. To harness other forms of 
artistic negotiations of the hegemony, we follow 
Brecht in believing that “Critique as a condition 
of emancipation from the supposedly cultural 
and social givens can thus not limit itself to the 
analytical gap between ‘us’ and ‘them’ but needs 
to acknowledge and activate the multiplicity of 
new connections, embrace empathy at an intel-
lectual, aesthetic and political level.”7 

We know today, after a decade of practice, 
that these entangled modes of working—collec-
tivity, critique, inclusivity, emancipation—often 
require the kind of negotiation of contradic-
tions, only navigable through the emotional 
force of love. 

But first we need to shift from situating to 
reflecting. 

REFLECTING I: REHEARSALS,
PREENACTMENTS, PROTOTYPES

In 2012, Creative Time, a New York-based 
public arts organization, staged an exhibition/
online archive/book called Living as Form: 
Socially Engaged Art from 1991–2011.8 Accord-
ing to Anne Pasternak, its artistic director at the 
time, “In recent years, there has been a rapidly 
growing movement of artists choosing to engage 
with timely issues by expanding their practice 
beyond the safe confines of the studio and right 
into the complexity of the unpredictable public 
sphere. This work has many names: ‘relational 
aesthetics,’ ‘social justice art,’ ‘social practice,’ 
and ‘community art,’ among others.”9 Living as 
Form identified the many projects at the cusp 
of the millennium that blurred the boundaries 
between the art object and life itself as an art 
form. Curator Nato Thompson placed the pro-
jects in this survey not into a new art movement 
but identified them as “a new social order—ways 
of life that emphasize participation, challenge 
power, and span disciplines.”10

Often, we are asked to encapsulate or mea-
sure the impact of the 72HUA project. We try to 
resist one single meaning or goals for the project, 
but that is hard to do when you apply for public 
money. The financial model of our practice, un-
derscored by the frighteningly outdated defini-
tions behind public funding of culture, is in direct 
collision with its blurred nature. How should we 
allude to “new social orders” when our funders 
understand the project as “Art” with a capital A, 
which is by their definition outside of “Life” with 
a capital L? 

The hack most of us find in this backward 
logic is to declare our work as symbolic. By turn-
ing to the symbolic, the distinction between the 
object of representation and the life it represents 
remains safely clear. A sculpture is a sculpture 
is a sculpture. We make claims like, “Symbolic 
gestures can be powerful and effective methods 
for change,”11 and we let our funders exhale in 
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Stills from the documentary on the first 
edition of 72HUA: Jury member Glenn 
Weiss reflects on the built installations
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the comfort of allowing for sociopolitical- 
urgently-needed-change to be pointed at, but 
not actually dealt with.

On top, alongside, and together with the 
installations that 72HUA puts on the ground (the 
aspects of the project that physically interfere 
with the built environment and the object-based 
creation of new spaces for social interaction), 
there is a largely invisible side to the project of 
72HUA. Most exchanges before, during, and af-
ter the festival are not documented and cannot 
be seen, sometimes they are even non-verbal, 
and absolutely cannot be measured or quanti-
fied. This is the work of changing mindsets on 
change itself. It is the spectacle of art impregnat-
ed with the intention of living otherwise. It is ar-
ticulated in new working relations and embodied 
in new knowledge that is different for everyone 
that comes across the path of 72HUA.

But how is a rehearsal distinguished from the 
“actual” play? By the mere presence of an au-
dience? Isn’t a preenactment the testimony, the 
promise of an act to come? Doesn’t a prefigura-
tion determine the form of the figure? What can 
ever be produced without first having a sketch 
or a prototype? What we are questioning here, 
beyond the distinction between practice and life, 
is the distinction between process and outcome, 
challenging an understanding of outcome as the 
linear end point of the process.

REFLECTING II: LIVING LEARNING  

“Democracy ... is a matter of praxis. Per-
haps the same can be assumed to apply to civil 
behaviour. Theoretical lectures on civil spirit, 
Bildung, civil responsibility, et cetera can only 
make themselves felt while actively engaging 
with it.”12

One of the ways we have talked about 
72HUA is as a means to bridge the gap between 
urban design and its users, being a source of 
learning for both participants and resident 
onlookers. The open production camp, together 
with the public microsites, are places of exhi-
bition of design, construction, and built work. 

12  Pascal Gielen, “Let’s Bet on the Gap: Some Thoughts on Art, 
Education and Civil Space,” in The Politics of Affinity: Experiments in 
Art, Education and The Social Sphere, ed. Silvia Franceschini (Biella: 
Cittadellarte, 2018), 9–21.
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Passersby can approach the microsite and find 
a participant ready to explain what they see, 
what they can’t see, and what they don’t see yet. 
Building on tacit and embodied forms of knowledge 
production, participants do not verbalize their 
learnings or report their findings back to us. All 
of their learning of the place they operate in is 
put into the short-term action, and all of their 
learning from the short-term action travels back 
with them to where they came from, hopefully 
informing their future work. We, like most of our 
like-minded collaborators, believe that “bringing 
together of the social, spatial and the political is 
a pedagogical strategy to mobilise resources, shift 
meanings and values, and to actively change 
spaces, relations and desires.”13

In 2019, we staged the most recent edition 
of 72HUA in Lobeda-West (also called Neulobe-
da), an off-center district of Jena, Germany. 
The production camp was situated outside of a 
local youth organization and occupied a grassy 
field nestled between a highly frequented tram 
station and the way to the riverside park behind 
the neighborhood of mainly prefab high-rise 
apartment blocks built during the GDR-era. The 
grassy patch had deep desire lines marking the 
residents’ daily route. As the festival camp, the 
site also harbored participants’ power tools, per-
sonal items, and a group kitchen. The discussion 
of fencing the parameter was a central one for 
us. Umschichten—Lukasz, Peter, and Alper—
designed the camp and were avidly against a 
fence, which would interrupt regular pedestrian 
traffic. After a very short discussion, the gener-
al consensus was to leave the area unfenced, 
despite the possible risk of theft. This decision 
resisted anecdotes of Lobeda being a criminal 
and dangerous place, and also changed them, 
because by the time the festival edition was 
over, nothing of the sort had happened at the 
camp, and we were able to argue against former 
perceptions with that example as proof.

Living is learning and learning is living. Like 
many of the binaries we try to resist in this intro-

duction, and with the way we reflect on 72HUA 
processes, actions, and outputs, the boundary 
between the two doesn’t really exist and thus 
cannot be traced. For us, the mesh of living and 
learning is the source of a democratic culture 
that sees its participants as humans in the 
process of entangled applied evolution. 72HUA 
points to the democratic potential design has 
for shaping us as well as our environment. But 
democracy … is a matter of praxis,” as Pascal 
Gielen points out. “Precisely because the artistic 
does not focus exclusively on content but also on 
form, it co-defines the conditions of a civil pro-
cess. … participants can personally experience 
what it feels like to be democratically positioned 
or not.”14 Living learning, which places learning 
everywhere, and looks at any process as a pro-
cess of learning, is about living in democracy.

REFLECTING III: CRITICAL COMPLICITY

Ever since its first edition, 72HUA has worked 
in partnership with many different types of institu-
tions: municipalities, artist-run organizations, 
nonprofits, museums and biennials, independent 
design studios, and design/build collectives. 
These partnerships always pose an original 
constellation of resources, accesses, contacts, 
and agendas. While the format of the festival is 
set from the get-go, its delivery is always local-
ized. We spend on average 18 months to deliver 
each edition of 72HUA, building a local team, 
a network of partners, mapping resources, and 
researching sociospatial needs. In these long 
months we establish a value-based position: a 
mission statement that identifies our localized 
contribution towards expanding the vocabulary 
of the possible on a specific site, in a specific 
context. But across these various localizations 
of the festival format, there is a specific kind of 
contradictory collaboration that needs to unfold. 
This contradiction, resulting from working in ex-
isting conditions in order to project other possible 
realities, is nothing new or essentially 72HUA. 
Every practitioner in our field has to mitigate this 
in every project anew.15 We learn from a long 

14 Pascal Gielen, “Artistic Constitutions of the Civil Domain,” 
accessed March 26, 2021, www.eurozine.com/artistic-constitutions-
of-the-civil-domain/#.
15 See Liza Fior’s text, 69, and Fabienne Hoelzel’s text, 115.

13 Sam Vardy, Julia Udall, “How Do We Know? Who Knows? A History 
of Enacting Spaces of Learning,” in Explorations in Urban Practice: 
Urban School Ruhr Series, ed Katja Aßmann, et al. (Barcelona: 
Dpr-barcelona, 2016), 50. 
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Stills from the documentary 
on 72HUA in Stuttgart;  
participants reflecting
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tradition of navigating criticality and complicity, 
how to unfold and map these contradictions, how 
and where and what to compromise.

In 2010, Julia Moritz and Lisa Mazzo 
proposed and explored the concept of “critical 
complicity in a three-location exhibition and  
program, taking place in South Tyrol, Vienna, and 
Ljubljana. The concept built on Brecht’s ideas of 
complicity as well as the legacies of institutional 
critique: “From this point of view of micro-politics 
and counter-hegemony it is possible to articulate 
a critical potential of complicity that does not 
depend on a rhetoric of ‘choosing sides’ on the 
one hand and cynical opportunism on the other. 
The critical potential of complicity lies exactly in 
the condition of inextricable entanglement of a 
person with the context of a situation or action.”16 

Yes, we are critical of the planning system, 
of the counter-creative and inflexible manner in 
which cities are planned, designed, built, and re-
generated. Yes, we believe municipal institutions 
are hefty, convoluted systems that make the use 
of cities rigid and homogenic, serving the interest 
of corporations over the needs of citizens.17 But 
we also believe these institutions are made of 
people who don’t necessarily prescribe to the 
same politics as their politician bosses, who are 
professionals trained and educated wanting to 
deliver the best public space possible, and look-
ing for ways to hack the very system they work 
for. Over the years we have met many such part-
ners, and the eye-to-eye alliances we’ve estab-
lished are among the main pedagogic legacies of 
the project, beyond the participating teams. 

At the same time, we are painfully aware of 
how easily complicity can slip into legitimization 
and we tread that line very carefully. We rely on 
our position as outsiders working with insiders to 
find and navigate those lines. We align our-
selves with Mazzo and Moritz: “Reluctant to the 
clear-cut distinction between realist claims of 
transparency and surrealist trajectory of opacity, 
we suggest a cultural practice based on complex 
alliances rather than the logics of enclosure. 

The concept of complicity posits these varying 
coalitions at a micro-political level; the critical 
agency that results is to be located at the very 
edges of hegemonic systems of order.”18 

Walking the edges of institutional logic 
opens the possibility of their subversion, but the 
mechanics and means for this subversion needs 
to be articulated in advance to avoid the risk of 
falling into the very norms we wish to question. 
We need to plan what we want to get out of ev-
ery meeting, what we give up and what we insist 
on. Sometimes we need to plan a fight or stage 
an escalation. Sometimes, most of the time, we 
smile ear to ear throughout and play the charm 
card until our faces hurt, no matter if it seems 
“professional” or not. We know very well that 
critique requires repetition, if it is to gain any po-
tential of change. And if we want our critique to 
take effect, to influence or inspire a different way 
to make public space, we cannot be confused 
with or look like any other urban planner. This 
is why 72HUA is not the kind of urban planning 
you are used to seeing. It is a performative dis-
trictwide action, time-based, colorful, loud, fun, 
and temporary. It is precisely not the norm. 

CONCLUDING (FOR NOW):
THE POLITICAL TACTIC OF LOVE

Our means of avoiding reinforcement and 
applying critical complicity lies in the political 
potential of love and the way we sprinkle it on 
everything that we do with 72HUA. Rusty Lamer, 
participant of the first 72HUA festival in Bat 
Yam in 2010, described his experience: “Some-
where around hour 59, I paused and looked 
up at the morning sun striking the side of the 
building. There were streams of fabric stretch-
ing out from the third-floor windows, reflecting 
color against the sheen of the facade. It was 
5 a.m., and I felt a rare sense of happiness, or 
satisfaction, like one might have after rescuing 
a stranded dog from a tree. It was a sensation 
of belonging. Around the same time that I was 
admiring the early morning sun, I sat next to a 
teammate from Germany, who was also in a 

16 Julia Moritz and Lisa Mazza, Critical Complicity (Vienna:  
Schlebrügge, 2010), 14.
17 See Oli Mould’s text, 83.
18 Julia Moritz and Lisa Mazza, Critical Complicity (see note 16), 14.

Stills from the documentary on 
the first edition of 72HUA
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state of weary bliss. He whispered, “It’s a beauti-
ful guesture.” The mispronunciation of ‘gesture’ 
made me smile all the more, but later I adopted 
the word ‘guesture’ as fitting to the experience 
and defining an essential aspect of the 72HUA  
phenomenon: we were guests who showed their 
appreciation for inclusion through gestures.”19

It may sound vain to outsiders when we say 
that participants have repeatedly named 72HUA 
“the best experience of their life,” but we take 
well-deserved pride in this, and will repeat this 
true story where needed. The spice that makes 
the experience so unforgettable has always 
been intentional, deliberate, unabashed, cheesy, 
cliché, tacky, campy, LOVE. We spread it on 
everything we do, and we encourage its display in 
every moment of the project. We put love in the 
way we talk and how we write mission briefs and 
orientation emails. In how we know the names of 
the participants before they arrive in the camp 
for the first time. In how we dance during cooking 
shifts. It’s what makes the festival take over a 
neighborhood with immense energy, and it’s the 
memory of this energy that lives on, long after 
the teams are gone, the camp is dismantled, and 
the installations have been rethought.

Many Black feminist writers, such as Audre 
Lorde and bell hooks, have addressed love 
as part of the political sphere, reclaiming its 
transformative power since the 1970s. In spite of 
the profound theoretical work around political 
readings and applications of love, joy, empathy, 
care, and emotional labor, talking about love 
as a professional of any discipline is, to this day, 
not commonly acceptable. Love is relegated to 
the realms of the intimate, the domestic, which 
are still denied their political essence. But the 
applied practices of love towards publics, audi-
ences and in organizing groups and movements, 
has a longstanding tradition and is recognized 
as a productive and mobilizing force by many 
activists, politicians, and theoreticians, even if 
not admitted explicitly. 

In 2000, bell hooks published All about 
Love: New Visions, the first book of a now 
famous trilogy on the subject. hooks bravely 
turns directly to the romantic and private realm 
to chart how current political canons, such as 
the “imperialist white supremacist capitalist 
patriarchy,”20 manifest themselves in the home 
and dominate romantic relationships as well as 
all other human relationships. “Living as we do in 
a culture of domination, to truly choose to love 
is heroic.”21 The kind of love hooks talks about is 
separate from care, and makes a crucial distinc-
tion between the labor of care—parenting, nurs-
ing, teaching, maintaining, restoring—and what 
love truly means. For hooks, among the many 
social aspects that make up love, a central one is 
community. “Communities sustain life—not  
nuclear families, or the ‘couple,’ and certainly 
not the rugged individualist. There is no better 
place to learn the art of loving than in commu-
nity.”22 In a much later lecture, hooks fortifies the 
enmeshment of the two by stating that “If you 
have love, you have a community of belonging.”23

The same year hooks published her first book 
of the love trilogy, Michael Hardt and Antonio 
Negri published Empire as the first book of 
their own trilogy, charting a political vision for a 
global governance led by the multitude—those 
traditionally excluded from the governance of 
the means of production and from wealth.24 This 
political project, Hardt and Negri imagine, will 
be a joyous one, and will include a re-learning of 
the political aspects of love.

It is interesting to see someone like 
post-Marxist political philosopher Michael Hardt 
turn his sights on love. Hardt’s extensive work 
on the political concept of love positions it as 
a means for collective self-transformation, for 
society to transform itself so that people can rule 
themselves democratically, while maintaining 
their singularities and even producing them.25  
For Hardt, love is different from friendship or 
solidarity precisely because it involves a concept 

19 Rusty Lamer, “Gesture, Guestures and Jesters,” 2011. Not published. 
20 bell hooks uses this term in every book and every lecture she has 
ever given, and to try and track the source of this definition of our 
condition would be futile. Just read your hooks. 
21  “Speaking Freely: Bell Hooks,” March 29, 2016, accessed April 1, 
2021, www.youtube.com/watch?v=g2bmnwehlpA.

22 bell hooks, All About Love: New Visions (New York: HarperCollins, 
2000), 129.
23 bell hooks & John A. Powell, “Belonging Through Connection”  
Othering & Belonging Conference 2015, accessed April 1, 
2021,  www.youtube.com/watch?v=0sX7fqIU4gQ.youtube.com/
watch?v=0sX7fqIU4gQ
24 Michael Hardt and Antonio Negri, Empire (Cambridge, MA: 
Harvard University Press, 2001).
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of self-transformation, which the former do not. It is the potential of transformation 
that makes love a radical force. Love, when applied correctly, is the dark matter, 
the alchemy, that manifests political change.

Hardt explains the unexplainable: “In part it starts with a recognition that in 
certain political actions, in certain political demonstrations—the really good ones—
you do have a feeling of something really like love. And so, it’s partly a way of trying 
to theorize that recognition of this feeling of… let’s call it a ‘collective transformation’ 
that one experiences in certain kinds of political action. And therefore, to think 
about love, love which I do understand to be precisely a transformative power, 
something in which we come out different.”26 

With 72HUA, by instinct more than by design, internally rather than explicitly, 
we have always applied a political notion of love to the way we run the festival. We 
use love without shame. We employ it without cynicism. We kind of flaunt it around 
in jest. We manifest and harness love to actualize small-scale change, and to point 
towards bigger, more systemic changes we wish to be part of.27 In other words, we 
use love as a tactic. This public urban display of affection—between the participating 
teams, staff, neighbors, and volunteers—is at the heart of the story of 72HUA. And 
so, this book is a story about love. What force is more important, for any city, any 
community, any place, than the love its citizens, residents, and users share? Love of 
cities, love of humanity, love for the futures that we need to build, and for the planet 
that we need to repair.

25 Michael Hardt “About Love,” European Graduate School, acces-
sed June 27, 2016, www.youtube.com/watch?v=ioopkoppabI.
26 Leonard Schwartz, “A Conversation with Michael Hardt on the 
Politics of Love,” Interval(le)s II.2-III.1 (Fall 2008/Winter 2009), 812.
27 See Sumayya Vally’s text, 101.

72 Hour Urban Action is the world’s pioneer real-time architecture festival. 
72HUA was founded in 2010 at the Bat Yam Biennale of Landscape Urbanism by 
Kerem Halbrecht and is co-directed by Gilly Karjevsky. Drawing on both curating 
(Karjevsky) and architecture (Halbrecht), 72HUA negotiates socio-spatial conditions  
in the lead toward inclusive intervention. 72HUA challenges programming in 
public space by adopting useful approaches to art and speculative and critical 
approaches to design. Above all, 72HUA employs its own brand of love tactics—a 
playful and fun approach to how we live and make together.






