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Chapter 1
Introduction

1.1 The puzzle of artivism
Throughout (Western) art history, the visual arts have developed into a 
distinctive and relatively autonomous societal sphere. While in the past 
centuries the visual arts have often been seen as strongly representational, 
artists in the nineteenth century moved away from portraying societal 
elites and important historical events in a more or less realist manner 
towards exploration and experimentation. Art historians such as 
Gombrich (1950), for example, elaborate in great detail on how Baroque 
artworks, supported by the Catholic Church in reaction to the 
Reformation in Europe, propagated Catholic faith and therefore 
constituted a powerful tool to speak for those in power. With the 
emergence of the dealer-critic system (White & White, 1965), however, 
the more abstract modern and contemporary visual art movements came 
to define themselves as relatively autonomous (Bürger, 1984). Instead of 
societal elites, multiple intermediary art institutions and actors, such as 
art museums, curators, galleries, dealers, critics and others each gained a 
say in the evaluation of art. Based on artistic and therefore primarily 
internal rather than external (e.g. economic, political) criteria (Bourdieu, 
1993), these actors have an important role in determining what is good 
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art and this autonomous logic is still visible in contemporary art 
discourse (Roose, Roose & Daenekindt, 2018).

Recently, however, scholars have pointed to social matters 
increasingly permeating the sphere of visual arts. Bourriaud (2002) 
introduced the concept of relational art, to point to the development of 
artistic practices that produce social situations and derive their value 
from such practices. Bishop (2012) elaborates on what she refers to as a 
social turn in the arts and contends that the arts are increasingly evaluated 
on the basis of social and ethical criteria next to artistic ones. 
Indicatively, concepts such as artivism, as a portmanteau for art and 
activism (Danko, 2018), are now commonly used in academic literature 
to capture socially engaged artistic practices that include modes of 
political activism. Illustrative examples of art movements and practices 
that include political activism, next to artivism, are discussed in fairly 
recent studies that deal with activist art (Felshin, 2006), political art 
(Yarto, 2017) and protest art (Tunali, 2017). In addition, while art 
advocates increasingly endeavor to demonstrate the social significance of 
the arts (McCarthy, Ondaatje, Zakaras & Brooks, 2004), the cultural 
policies of neoliberal governments are seen to increasingly require an 
instrumental social role from the arts in order to secure funding (Belfiore 
& Bennett, 2008). Socially engaged artistic practices therefore take social 
problems as their canvas (Bishop, 2012) and seek attention beyond the 
art sphere in order to achieve societal change.

There is no short and easy answer to the question as to how or why 
modes of social engagement such as artivism have become increasingly 
visible in the visual arts. Belfiore and Bennett (2008: 183) have argued 
that the art’s very autonomous position came to be seen as a badge of 
honor during the second half of the twentieth century, allowing artists to 
take the moral high ground and critically reflect upon society. Art 
movements such as conceptual art and performance art during the second 
half of the twentieth century, for which ideas and pressing social topics 
take preference over aesthetics (Carter, 2009), are perhaps indicative of 
some of the first art movements for which social engagement constituted 
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a key characteristic. Particularly in the humanities, scholars have 
attributed great political power to art exactly because it positions itself 
autonomously from the constraints and restraints of other societal fields. 
Rancière (2009), for example, maintains that, through its autonomy, art 
creates a space from which its audience is able to reconfigure its 
understanding of the world. He argues that when art becomes 
indiscernible from social practices, it “eliminates itself as a separate 
reality” (Rancière, 2009: 44) and merely reproduces the very values and 
state of affairs it attempts to change. 

If artistic status today is indeed still strongly rooted in autonomous 
artistic evaluation by cultural intermediaries, then socially engaged 
artistic practices such as artivism present an interesting puzzle: they 
appear to follow their own logic, yet seek to achieve societal change. 
This begs the question how practices such as artivism are evaluated and 
to what extent they have an impact and enjoy some degree of attention 
beyond the confines of the relatively autonomous sphere of visual art. 
The growing body of literature that has come to take shape around social 
engagement in the visual arts, however, remains incapable of fully 
explaining these questions for two reasons. First, social engagement in 
general, and notions such as artivism in particular, often remain 
problematically broad, ranging from artistic practices that are embedded 
in – and engage local communities to those that raise and fight against 
pressing global societal inequalities and human rights issues. Beyond 
conceptual considerations and anecdotal indications that social 
engagement is progressively pronounced in the arts, however, it remains 
unclear under which conditions artistic-activist expressions are accepted. 
Second, current empirical studies (e.g. Roose et al., 2018) are primarily 
preoccupied with the role of social engagement within the arts and often 
overlook how and to what extent social engagement from visual artists 
travels beyond the confines of the art sphere. In the end, any form of 
social engagement requires two parties: one engaging and one being 
engaged. Few scholars systematically and empirically address the 

11



questions as to which types of socially engaged artistic practices achieve 
acceptance not just in the art sphere but in the broader society. 

I aim to address both problems by conducting research into the 
reception of artivism within and beyond the arts through the following 
overarching research question:

How is artivism evaluated within the fields of art, news media and social 
media in a cross-national context?

In order to answer this research question, I bring together literature from 
various disciplines. I draw on art-historical literature to place social 
engagement in the arts more elaborately and concretely within an art-
historical context. Combining this with sociology of culture literature, 
second, provides insight into how works of art are produced, consumed 
and distributed. By drawing on Bourdieu (1984, 1993) in particular, I will 
approach the field of art as a historically developed domain with its own 
logic and status markers. Furthermore, by drawing on the concept of 
boundary work, such as the work by Lamont and Fournier (1992), I will 
address the practices of classifying objects and actors within the art field. 
This provides theoretical ground on which to study how artistic status is 
attributed and how distinctions within the arts are made in relation to 
artivism. Through literature from political sciences, third, I will outline 
how modes of artistic expression can function as avenues for social and 
political engagement. In combination with insights from media studies, 
finally, I will theorize more concretely how news media and social media 
afford different ways of social and political engagement and how news 
and social media attention have become important for the question of 
societal impact with regards to the arts.

Empirically, I conduct four interrelated studies which in the end will 
be integrated on the level of outcomes. Even though these four studies 
each have a distinct theoretical approach and research design, which are 
outlined in more detail in the following chapters, they each have the same 
theoretical footing. In this chapter, therefore, I will first elaborate on the 
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theoretical starting position from which to address the central research 
question. Along the same line, second, I will outline the overarching 
methodological approach. This is followed by a section on academic and 
societal relevance and finally an outline of the chapters in this 
dissertation. 

1.2 Theoretical background
Any study into art requires an understanding of what constitutes a work 
of art, an artist or an art institution. In this dissertation, therefore, I 
employ multiple approaches and explore findings from several academic 
disciplines. A considerable part of this is explained in detail in later 
chapters that represent the empirical studies that have been conducted. It 
shall start here, however, with an elaboration of the theoretical 
foundation that runs throughout the entire dissertation. Below, therefore, 
I will first employ literature in the sociology of culture to develop a 
framework from which to view the arts as a distinctive sphere with 
interrelated actors and institutions. I then draw on insights from 
humanities and art-historical research to address how this sphere 
developed into a relatively autonomous field with its own distinctive 
rules and practices. Combining insights from these academic disciplines 
allows me to contextualize the current prevalence of social engagement 
in the arts sociologically as well as art-historically and to provide a 
somewhat chronological overview of how social engagement came to 
permeate the current-day art field. Thereafter, I employ political science 
literature and media studies to explore how socially engaged artists 
achieve some degree of impact in today’s media-saturated society. 
Artistic expressions that are socially engaged, such as artivism, 
ultimately presuppose impact beyond their own sphere. By employing 
insights from these different disciplines, I work towards a theoretical 
framework that details and explains how political activism by artists 
travels from the relatively autonomous arts to the domain of news and 
social media.
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1.2.1 Field theory
Artworks, artists, art museums and galleries constitute a particular social 
domain aimed at the production, consumption and distribution of cultural 
objects. Sociologists of culture often link this understanding of the arts as 
a separate sphere to field theory, which owes a great deal to the work of 
Pierre Bourdieu. He considers a field to be a separate social domain 
within society (e.g. the field of politics, of law, of media, of art, etc.) 
characterized by its own logic and status markers (Bourdieu, 1993). A 
field, therefore, can be understood as a relatively autonomous sphere with 
institutions that are specific to it and actors struggling for status 
according to the set of rules that govern it. Of course, fields do not 
emerge out of a vacuum. They are shaped by historical and socio-
economic conditions. In the field of art, accordingly, such conditions 
have shaped the way in which works of art are produced, consumed and 
distributed and in which artists achieve artistic status. The art field, 
therefore, can be seen to consist of the actors and organizations involved 
in the production, distribution and reception of artistic expressions 
(Bourdieu, 1993; DiMaggio, 1979). More concretely, this entails the 
artist as art producer, an audience of art consumers and institutions 
through which artworks are distributed and accorded status, such as art 
museums and galleries with their art curators and other cultural 
intermediaries. 

Among and between these actors in the art field there is a constant 
struggle for symbolic capital – or, in this case, recognition – as a 
legitimate artist and hence to be consecrated as an artist whose work will 
be canonized (Bourdieu, 1993). Similarly, the reputation of intermediary 
actors, such as curators, depends strongly on the legitimation of artists 
they endorse. In general, capital entails a variety of resources, primarily 
in the form of possessions, attributes and personal qualities (DiMaggio, 
1979), often conceived of as economic, cultural or social capital, that can 
be exchanged for goods and services as well as status (Bourdieu, 1984). 
Symbolic capital, in particular, is a resource of recognition and represents 
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the symbolic value that an actor can leverage in advantage to others in 
the field. According to Bourdieu (1993: 40-43), artistic actors endowed 
with symbolic capital are able to enforce their own norms of artistic 
production and hence enforce an autonomous hierarchization and 
definition of art. With such an autonomous principle of hierarchization, 
artists are affected less by external hierarchies such as, for example, 
economic profit or market demand. As a result, the field of art is 
governed primarily by a hierarchy of artistic criteria and is largely 
insensitive to criteria unrelated to the arts. Recognized artists, in this 
example, would enjoy status on the basis of the artistic value of their 
work rather than of the economic value it represents within a market 
system. Similarly, recognized curators would enjoy status on the basis of 
the artistic value of the works they endorse. 

An important strength of this field theory approach to art is, first, that 
it stands in stark contrast to the idea that works of art are purely an act of 
individual creativity, captured by Bourdieu’s (1996) notion of charismatic 
ideology. Instead, art is almost never the product of isolated production 
(Wolff, 1981). Curators, for example, bring artists in touch with dominant 
artistic criteria within the art field and can therefore be seen as co-
creators (Janssen & Verboord, 2015). Works of art, in this sense, are 
inherently a social product and many actors within the field of art are 
linked to – and mediate the production of artworks in some way or 
another at any given moment in time. Second, this field theory approach 
refrains from conceptualizing the notion of aesthetics, which relates to 
the nature of art and the criteria of artistic judgement (Wolff, 1983). 
Instead, such criteria, and hence aesthetics in general, are perceived 
similarly to be socially and historically constructed (Bourdieu, 1984; 
Wolff, 1983) and therefore change over time. Criteria of aesthetic 
evaluation, for example, at times have overlapped with criteria of 
political value (Todd, 1981). Indeed, studying how social engagement 
has become an important criterion of artistic evaluation and how activism 
is accepted within the arts, is only possible when we consider aesthetics 
to be socially and historically constructed. 
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1.2.2 The emergence of an autonomous art field
Some degree of art-historical context is required at this point. 
Fortunately, great volumes have been written about (Western) art history, 
even though this makes it a challenging task to reduce centuries of 
history to a mere few paragraphs detailing how the art field emerged and 
developed. The following historical overview of the (Western) art field, 
therefore, certainly jumps in time and therefore inevitably overlooks 
relevant developments. Its aim, however, is to highlight those moments 
in time in which two advancements in particular become apparent. First, 
changes in the art field’s relatively autonomous position will be 
discussed. As already alluded to, field theory assumes a relational 
approach, between actors within fields and between fields. According to 
Bourdieu (1993), fields are never entirely autonomous from each other 
but are characterized by their relative autonomy. Seen from this 
sociology of culture perspective, we can point out more concretely how 
the art field has been related to other societal fields throughout art history. 
Secondly, and strongly related to this process of (relative) 
autonomization, the following overview details how dominant artistic 
criteria gradually transitioned from representational – realistic and 
figurative reflection of reality (Bolt, 2004: 12) – towards abstract, non-
representational depiction. This created more space for the visual arts to 
incorporate and elaborate certain ideas and concepts and hence to 
critically reflect on societal developments. 

According to Bourdieu (1984), a field is a specialized sphere of action, 
in this case of artistic production. We can only speak of an art field, let 
alone its relationship to other societal fields, therefore, once the concept 
of art and, perhaps more importantly, the figure of the artist and other key 
actors who are involved in the arts have emerged. Surely, cultural and 
artistic expressions through painting, sculpture, architecture, music, 
poetry and other genres date back to the earliest of human civilizations 
(Gombrich, 1950). Roughly before the fourteenth century, however, the 
vast majority of cultural objects were produced in anonymity. During the 
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Middle Ages, the craftsmen who produced cultural objects such as 
frescoes, murals, sculptures and works of architecture were restricted by 
the traditional rules of the professional guilds for which they worked. 
Wolff (1981: 85) argues that in such highly ritualistic forms of artistic 
production, there is little room for innovation and new, original or even 
radical content, restricting the effects or transformative power of cultural 
objects. 

The Renaissance period, however, marks an important moment in time 
in which the production of such cultural objects is explicitly linked to 
those who produced them and in which those producers gained some 
degree of autonomy within their own sphere (Bourdieu, 1993: 113). The 
anonymous craftsmen become well-known artists endowed with 
exceptional talent – or, in some cases, with exceptionally talented 
apprentices. Artists such as Michelangelo and Raphael embody some of 
the first of such artists. The concept of the artist, and hence the concept of 
art, therefore, is understood here to emerge roughly during the transition 
from the Middle Ages to the Renaissance, when cultural objects were 
increasingly seen as expressions of independent personality (Hauser, 
1968). 

Yet, these first artists stood at least partly in service of societal and 
political elites. Church patrons commissioned artists to decorate church 
buildings, just like craftsmen had done for centuries during the Middle 
Ages within the capacity of a guild. Increasing trade, first primarily 
between Italian city-states such as Florence and Venice, soon resulted in 
an aristocratic class of wealthy merchants and, somewhat later, an 
absolute monarchy (Wolff, 1981). The Protestant Reformation and its 
iconoclasm, furthermore, ushered in a wave of arguably more secular 
artistic themes, particularly in Northern Europe in the sixteenth century. 
Hence, wealthy aristocrats and courts became, next to the Church, 
important patrons and commissioners of the arts, which served to 
represent their wealth and power. In response, the Catholic Church 
organized a Counter-Reformation by commissioning artworks in which 
religious values and themes were made more understandable for – and 
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relatable to the general public (Gombrich, 1950). Works of art, therefore, 
remained subjugated to aristocratic and religious values. Although artists 
had emerged and risen out of anonymity and freed themselves from the 
restrictive rules of communal guilds, they remained in service of and 
hence represented societal and political elites and the demands over 
content and form they dictated. 

The period of Enlightenment brought about radical political changes 
as systems of government throughout the Western world transitioned 
from traditional and absolutist monarchies to republics increasingly 
legitimized by their citizens (De Tocqueville, 1955 [1856]). After the 
French Revolution, former kings and their courts were removed or saw 
their wealth and power significantly diminish. The Industrial Revolution, 
furthermore, radically changed the living and working conditions of 
many people in Europe, leading to drastic urbanization and the 
emergence of new social classes (Ashton, 1997). Although the French 
Royal Academy of Painting and Sculpture, already established in the 
seventeenth century, strongly promoted patriotic history paintings under 
Napoleon, the traditional system of patronage declined soon after. Instead 
of patrons and commissioners, artists now relied increasingly on 
impersonal markets (Bourdieu, 1993: 114), allowing them to experiment 
with new techniques, materials, styles and depictions. The paradigm of 
representation, with its aesthetic focus on beauty, harmony and 
craftmanship, is followed by a modern paradigm, in which notions such 
as originality, individuality and authenticity become prevalent (Taylor, 
1992). 

Two art movements emerged in reaction to these societal 
developments and became indicative of the increased freedom from 
conventions that artists gained. Romantic artists, on the one hand, sought 
to escape from the oftentimes harsh conditions of everyday reality in 
Europe for most people, for example by turning to and romanticizing 
nature (e.g., Caspar David Friedrich). Realist artists, on the other hand, 
aimed to realistically depict reality without avoiding its harsh conditions 
(e.g., Francois Millet). The uncertainties brought about by the market, 
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however, required mediators who could help artists find the right 
audience (Wolff, 1981). Gradually, the traditional system of patronage 
was substituted, particularly for the visual arts, by a dealer-critic system 
(White & White, 1965). Some artists still produced artworks primarily as 
material commodities and remained dependent on market forces and 
economic success. Others relied less on external hierarchies and 
produced artworks for their symbolic and artistic rather than material 
value (Bourdieu, 1993: 114), giving way to a more autonomous art field 
that shied away not only from representation of traditional 
commissioners but now also from market demands. 

At this point in time, the visual arts become increasingly autonomous. 
Artists had freed themselves from the demands of representation and 
were no longer primarily guided by external interests, such as those of 
religious and political elites. The focus of the visual arts, therefore, had 
shifted from representation to reflection: artists ideally should not worry 
about anything other than art itself. Immanuel Kant (1987 [1790]) had 
already alluded to this development with his notion of disinterestedness 
and the arts being purposive without a purpose. Berleant explains this 
attitude of disinterestedness by referring to “the perception of an object 
for its own sake without further purposes” (Berleant, 1991: 12) as an 
aesthetic marker. Autonomous art has its own value and should not be 
dependent on value unrelated to the arts, such as religious or political 
value (Wilcox, 1953): art for art’s sake. The modern visual arts, therefore, 
pursue autonomy and avoid any pollution with other social spheres. 

Technological and institutional advances in the nineteenth century 
further catalyzed a break with existing conventions, perhaps even more 
radical than the decline of the system of patronage. The discovery and 
development of photography made the need for realistic depiction in the 
visual arts redundant and portable easels and paint in tubes allowed 
artists to work en plein air, out in the open instead of in their artificially 
illuminated studios (Gombrich, 1950: 388-396). The conservative 
academic approach to art, primarily focused on technique and a finished 
product, required what Bourdieu (1993: 244) called ‘learned reading’: the 
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art consumer was expected to have a certain level of knowledge and 
understanding of an artistic language, with which the viewer could 
academically and historically interpret works of art. By painting en plein 
air and leaving behind realism, however, Impressionists such as Manet 
deviated drastically from the conservative academic approach. Rather 
than providing representations of reality, they provided impressions of it 
according to their perceptions (Gombrich, 1950). Many artists followed 
this approach and soon the Royal Academy in Paris lost control over the 
flow of new art school recruits and the number of paintings being 
produced (White & White, 1965). In other countries in Europe, such as 
Germany (Lenman, 1989), the art market began to show similar signs of 
overcrowding. 

The many Modernist avant-garde movements following 
Impressionism into the twentieth century illustrate this shift. Some of 
these movements went so far as to introduce manifestos to outline their 
distinctive approach to art. They advocated, implicitly or explicitly, 
artistic exploration of complex notions such as subjectivity (e.g. Post-
Impressionism), the mental state of making art (e.g. Surrealism), 
expression (e.g. Expressionism), dimensionality (e.g. Cubism), and 
others (Gombrich, 1950). As such, the introduction of new approaches to 
art increasingly came with ideological and self-reflexive explanations as 
to why these should be considered art (Danto, 1997). These explanations 
were provided not only by artists but also by curators, critics and other 
artistic intermediaries, whose role became progressively pronounced. As 
a result, galleries and similar organizations replaced the former academic 
system of artist recruitment (White & White, 1965). 

Much less idealistic than Kant, Bourdieu therefore defines artistic 
autonomy by taking into account how works of art are produced. He 
contrasts the fields of restricted and of large-scale cultural production in 
his analysis of the French literary field (Bourdieu, 1993). The former 
pertains to autonomous cultural production as it is aimed at a narrow 
audience primarily consisting of other cultural producers. The latter, in 
contrast, pertains to heteronomous cultural production as it is aimed at 
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larger audiences to accumulate economic capital. Here, artistic autonomy 
concerns art that seeks its own market and recognition among key actors 
within the field of art. When artists no longer have to represent societal 
elites and enjoy a high level of freedom of expression (that is, primarily 
freedom from conventions), we can argue that the visual arts in the 
nineteenth and twentieth century have become increasingly autonomous. 
The field of art became relatively independent from external values and 
was highly characterized by its own institutions, abstract rather than 
representational depiction and the preference of form over function or 
purpose (Bourdieu, 1993). Sociologically, of course, there is much more 
to be said at this point: who decides the artistic criteria upon which an 
artist enjoys artistic status and how is art distinguished from non-art? 
This is the main topic of discussion in the next section. 

1.2.3 But what is art
Ultimately, after several avant-garde manifestos it appeared that no single 
Modernist approach to art (or any other approach for that matter) 
ultimately holds up to critical reflection without being normative. 
Baudrillard (1993: 14) argues accordingly that there ‘are no more 
fundamental rules, no more criteria of judgement or of pleasure’ with 
which one can judge or value artworks. Art critics such as Danto (1997), 
similarly, would argue that there are no longer any ideological narratives 
from which art movements emerge and hence no constraints to what art 
could be – anything goes. The result of this development was not that 
after Modernism art was no longer made or that good art was no longer 
distinguishable from bad art. There still were and still are, evidently, 
numerous artists, art schools, galleries and art museums. But then, what 
is art? Or rather, when is something considered art and how is artistic 
status achieved?

We have already seen how Bourdieu’s (1993) field theory approach 
allows us to view the arts as a relatively autonomous field in which 
artistic production is never the product of an isolated individual. Instead, 
actors within the art field struggle over the symbolic capital to enforce 
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artistic hierarchies and norms of artistic production. As cultural 
producers, artists rely on gatekeeping actors within the art field who 
select and evaluate artists and their works of art (Janssen & Verboord, 
2015). In more general terms, these cultural intermediaries – or 
sometimes referred to as cultural mediators – stand in-between the 
producer and the consumer of cultural goods. They are curators, critics, 
gallery- and museum directors and others who distinguish between 
artworks and artists that are considered good (i.e. original, authentic, 
legitimate, pioneering or insert any other evaluative term) and those that 
aren’t. Hence, they are perceived to be the experts who are aware of the 
cultural codes through which artists and artworks achieve artistic value 
(Bourdieu, 1993) and therefore are in the position to attribute artistic 
value to cultural goods and producers (Bourdieu, 1984; DiMaggio, 
1987). In this role, they provide artists with (their expectations of) artistic 
standards and conventions and pick out artists and artworks they consider 
to be worthy of promotion and endorsement through practices of 
selecting, supporting and evaluating (Janssen & Verboord, 2015). 

Within the sociology of culture, the literature on boundary work 
provides insight into how objects, people and practices are classified 
(Lamont & Fournier, 1992) and hence also how artworks are 
differentiated. At the core of their practices, cultural intermediaries draw 
boundaries to distinguish between good and bad art. These boundaries 
are of a symbolic nature as they are primarily conceptual and 
intersubjective distinctions by cultural intermediaries to categorize 
artistic products, producers and practices (Lamont & Molnár, 2002: 168). 
The practice of boundary drawing is visible in the cultural intermediary’s 
main gatekeeping practices as professionals. By organizing art events, 
such as exhibitions, curators in the arts select artworks and artists to be 
put on display (Balzer, 2014; O’Neill, 2007). Art dealers, in turn, seek 
artistic talent that corresponds to the aesthetic preferences of collectors 
and buyers (Velthuis, 2005). In the sphere of art journalism, reviewers 
and critics attribute artistic qualities to works of art. Since they lack an 
objective procedure on which to base their evaluations (Van Rees, 1989), 
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they are often seen to develop legitimating ideologies that substantiate 
their claims that certain artists and works of art have artistic value and 
others do not (Bourdieu, 1984). Throughout these practices, therefore, 
cultural intermediaries constantly draw symbolic boundaries through 
which artistic value is attributed to some and denied to others.

In practice, this is visible in the way the field of visual art developed 
towards an increasingly autonomous field. Bourdieu (1993) distinguishes 
between those who derive their status from field-specific criteria (i.e. an 
autonomous hierarchy) and those who are responsive to criteria external 
to the arts such as commercial success and market demand (i.e. a 
heteronomous hierarchy). The differentiation between highbrow and 
lowbrow or fine and popular art throughout the nineteenth and twentieth 
century follows this distinction. Both highbrow and lowbrow art cannot 
be defined by qualities or characteristics that are inherent to them 
(DiMaggio, 1992a). Instead, they are differentiated on the basis of 
externally attributed criteria in line with the boundary work by cultural 
intermediaries. DiMaggio (1992b) showed how in the US the fine arts 
came to be defined as separated from and in opposition to popular, 
commercial culture or that which the populace consumed. Levine (1990) 
highlighted how this development went hand in hand with the use of an 
increasingly sacralized language to oppose the sacred highbrow from the 
profane lowbrow. The fine or highbrow arts, hence, came to be seen as 
affording an aesthetic experience that requires an understanding of their 
complexity and depth (Alexander & Bowler, 2014). In practice, these 
characteristics are primarily attributed.

Because of these externally attributed criteria, cultural intermediaries 
have a strong say in what type of art is accepted and what is not. Artistic 
status, therefore, is never fixed. Some cultural genres within the art field 
can be elevated from lowbrow to highbrow. Baumann (2007a) details 
how the reception of Hollywood films shifted from mere entertainment to 
legitimate art through an intellectual discourse in film reviews.  In music, 
similarly, Lopes (2002) demonstrates how the meaning of jazz as a 
musical genre is transformed over time into high art. Within the visual 
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arts, more central to this dissertation, Impressionist art was initially met 
with great resistance, while its acceptance was in part dependent on 
sympathetic art critics (White & White, 1965). Similarly, the more 
contemporary genre of street art originates from the cultural practice of 
graffiti and achieved acknowledgement as an art form when art galleries 
and art dealers in urban areas became interested (Wells, 2016). 

1.2.4 Towards social engagement in the contemporary art field. 
An autonomous rather than heteronomous hierarchy in the art field 
(Bourdieu, 1993), however, isolates the arts from other societal fields. In 
an art field that is relatively autonomous, a democratic majority or 
majority of consumers have little say in deciding what is good or bad art. 
By the same logic, why would anyone outside of the art field listen to 
artists or other artistic actors with regards to matters of a non-artistic 
nature? Indeed, save from artists who produced politically conscious 
artworks (Roussel, 2007) and after the postmodern advances of feminist 
art and more culturally diverse or post-colonial art (Carter, 2009), few 
well-recognized artists, at least within Western art-history, become public 
or political spokespersons and receive attention beyond that of peers and 
intermediaries within art fields. 

Yet, it can be argued that modes of social engagement have become 
increasingly visible in the more contemporary visual arts. Heinich (2014) 
points to extra-aesthetic elements becoming increasingly pervasive in 
contemporary art along with the blurred boundaries between art and 
everyday life. Indicatively, art movements such as conceptual and 
performance art emerged in the second half of the twentieth century, for 
which ideas and pressing social topics take preference over aesthetics 
(Carter, 2009). More recently, scholars have pointed to a variety of 
artistic practices that incorporate social engagement in more explicit 
ways. Felshin (2006) referred to activist art to denote process-oriented 
rather than object-oriented artistic practices in the shape of interventions 
in public sites rather than in an art world context of galleries and 
museums. Other scholars draw on the concept of artivism, as a 
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portmanteau of art and activism, to further build on the concept of 
activist art and to emphasize both the artistic and political dimension to 
activist art practices (Danko, 2018). Bishop (2012) refers to participatory 
art as art in the form of collaborative practices rather than commodities. 
Such socially engaged art forms employ the symbolic capital of the arts 
to achieve social change, but as such originate and are disseminated 
primarily within the art field.

More empirically, renowned arts events, such as Documenta (e.g. 
Documenta 14 in 2017) and the Venice Biennale (e.g. the Venice 
Biennale in 2019), eagerly center around a variety of social and political 
issues (Kompatsiaris, 2014). Artistic practices, furthermore, have been 
used effectively in visualizing climate change and sustainability issues 
(Cozen, 2013). They are furthermore often adopted to promote 
engagement with human rights issues (McPherson & Mazza, 2014). 
Through artistic practices, people are found to actively challenge issues 
in relation to gender inequality (Rhoades, 2012).  With regards to solving 
migration issues, artistic practices have been found effective in achieving 
urban transformation (Mekdjian, 2018). These studies, in other words, 
indicate more concretely that artistic practices afford engagement with – 
and are helpful in – solving urgent societal issues.

In the field of cultural policy, similarly, many contemporary Western 
democracies have increasingly emphasized the instrumental role of arts 
and culture in tackling pressing societal issues (Belfiore & Bennett, 
2008). From a neoliberal point of view, in which the minimalization of 
state intervention and preservation of free markets are strongly promoted 
(Harvey, 2005), spending public money on the arts is not easily justified 
when the arts remain primarily valuable in and of themselves. Instead, by 
instrumentalizing artistic practices in favor of social ends such as their 
contribution to society, politicians have been able to legitimate public 
spending on the arts (Bishop, 2012). Indeed, apart from their increasing 
focus on creative industries and economic value (Throsby, 2010), 
instrumentalist notions commonly appear in cultural policies in recent 
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decades (Belfiore & Bennett, 2008), such as social cohesion (Delhaye, 
2018) or urban regeneration (Belfiore, 2012). 

Bishop (2012) refers to this development as a social turn in the arts, in 
which artistic practices are increasingly evaluated and legitimized 
through ethical and social rather than artistic criteria. Indeed, the surge of 
various forms of socially engaged art as well as the policy changes that 
perhaps catalyzed them, imply at least some level of institutionalization 
of social engagement in the contemporary arts field. Tunali (2017), 
focusing on the artists and their artworks, however, contends that socially 
engaged artworks compromise aesthetic value for the sake of social 
change and only gain artistic status that is removed from its political 
intent. Mullin (2009) similarly, maintains that some art critics either 
concede that art should not be produced for political change or they 
largely ignore the artistic value of political artworks by mainly focusing 
on their political or activist intent. In the humanities, furthermore, 
scholars have critically reflected on the political potential of the arts 
through discussions of notions such as political art (Yarto, 2017) and 
politics of aesthetics (Rancière, 2004). While the former pertains to 
artistic practices that highlight societal issues of inequality and social 
exclusion, such as artistic expressions used during protests (Tunali, 
2017), the latter avoids instrumentalization of art and points to how the 
arts in their very distance from society are able to change our 
understanding of society.

Socially engaged artistic expressions, therefore, beg the question how 
social criteria have become relevant in evaluating contemporary art. But 
then, what do I mean exactly with social engagement? Understood 
broadly, social engagement encompasses involvement and participation 
in a wide variety of social activities and associations, indicators of what 
Putnam (2000) would refer to as social capital. Within an art context, 
such practices relate closely to Bourriaud’s (2002) concept of relational 
art, which includes artistic practices that derive their meaning from the 
collective and interactive encounters with and between art consumers. In 
this dissertation, however, I am interested primarily in those artistic 
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practices that are somehow intended to achieve change within society 
rather than those that merely take place within an art field context. Here, 
therefore, social engagement is understood more narrowly to include 
politically oriented modes of engagement that are geared towards 
bringing attention to societal issues (Tunali, 2017) and hence engaging in 
public debates. 

The specific type of social engagement central in this dissertation, 
therefore, is artivism, as it includes political activism if we understand 
this to be the practice of dissent to bring excluded views and voices into 
public debates (Dahlberg, 2007). Artivists, in other words, seek societal 
change by bringing attention to societal issues through their artistic 
practices (Danko, 2018). Hence the artivist constitutes somewhat of a 
hybrid: an artist engaged in political activism. Although oftentimes 
primarily an artist, as an activist artist the artivist stands with one leg in 
the political field (Felshin, 2006). In this dissertation, therefore, the 
concept of artivism functions as a hypernym to encompass similar more 
concrete modes of politically oriented social engagement within the arts, 
such as activist art (Felshin, 2006), participatory art (Bishop, 2012), 
political art (Yarto, 2017) and others. 

1.2.5 The question of societal impact 
This approach to social engagement in general and artivism in particular 
takes as its point of departure the intention of the artist as the producer of 
a mode of expression that is both a form of art and political activism. 
Whether artivists are heard for their political activism, however, does not 
simply follow from their activist intentions. After all, anyone can refer to 
themselves as a political activist, but only some are listened to. We know, 
at this point, how artistic status is attributed, but to what extent is 
political activism that originates in the art field heard and accepted within 
society? The societal impact of artivism, then, is understood here not in 
terms of concrete societal changes. These remain difficult to measure and 
the causality between the aim to achieve change and realized change 
remains problematic (Tunali, 2017). Instead, I approach the societal 
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impact of artivism along the lines of attention in order to study the extent 
in which the political activism of artivism is accepted. 

Similar to the attribution of artistic status through cultural 
intermediaries, the mechanism through which the political activism of 
artivists is acknowledged involves some level of external acceptance 
rather than internal conviction. Political science literature outlines how 
acceptance to engage in politics revolves closely around the concept of 
political legitimacy. Legitimacy in general is often understood in terms of 
how the unaccepted becomes accepted and is to be achieved through 
some degree of consensus among a constituency (Zeldtich, 2001). In 
politics, then, political legitimacy pertains to acceptance of political 
institutions and actors. Although electoral systems to create governmental 
representation are of course essential in legally legitimizing governments, 
Rothstein (2009) considers political legitimacy within the governmental 
sphere to be dependent more on people’s perception of how governments 
perform (output side) than on the process through which a government is 
formed (input side). Hence, political legitimacy is not necessarily derived 
from democratic votes, but rather from the extent to which people 
perceive of governmental institutions and actors as deserving of support 
(Gurr, 1971: 185). 

The same can be argued for political legitimacy in the sphere of 
political activism. It is important to note that the field of politics 
encompasses practices and processes that affect or influence government 
actions or public policy and therefore include participating in 
governmental politics as well as acts of political protest and activism 
(Ekman & Amnå, 2012). Activists help bridge the disconnections 
between the broader public and the policy makers in government (Cottle, 
2008). In order to exert influence over governmental processes, therefore, 
they too require acceptance from – and representation among – 
constituencies. This is visible, for example, when looking at how popular 
culture celebrities who are engaged in activism struggle to claim the 
representation of others in order to attain political legitimacy (Watts, 
2019). In other words, political legitimacy is sought after by political 
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parties and politicians within the sphere of governmental politics and by 
activists, protesters and social movements within the sphere of political 
activism. It is therefore a helpful concept to understand how activism 
comes to be accepted. The question remains by whom they are accepted.

The journalism or media field is particularly important here as 
political science and cultural sociology literature on political legitimacy 
increasingly emphasize the role of media. Bourdieu (2005: 41) has 
argued that the field of journalism exerts an increasingly powerful hold 
over the political field (and the field of cultural production) due to its 
symbolic production: media have the power to determine who and what 
is considered important in society and therefore have crucial influence on 
public opinion (Champagne, 2005). Indeed, while in the past achieving 
and maintaining acceptance in the sphere of governmental politics often 
took place largely within the terrain of political elites and intellectuals, 
today legitimation in politics is strongly oriented towards media (Simons, 
2003). Politicians increasingly rely on access to mass news media and 
news media audiences (Loader, Vromen & Xenos, 2016; Kriesi, Lavenex, 
Esser, Matthes, Bühlmann & Bochsler 2013), while social movements 
(Gamson & Wolfsfeld, 1993), political activists (Cottle, 2008) and 
popular culture celebrity activists (Watts, 2019) rely on news media 
coverage to mobilize wider support. As a result, media have come to play 
an important role in both the sphere of governmental politics (Buchanan, 
2002) and the sphere of political activism (Cottle, 2008) to the extent that 
acceptance of and attention to political activism is increasingly dependent 
on how it is presented within the realm of media. 

If we understand societal impact of artivism along the lines of 
acceptance beyond the confines of the art field within the broader society, 
we can empirically study how and to what extent this acceptance is 
attributed by analyzing media and media audience attention to artivism. I 
focus on two types of media specifically. News media, first, constitute a 
principal platform through which information about society is 
communicated and consumed, to the extent that they determine what is 
considered societally relevant (Esser & Strömbäck, 2014). Newspapers, 
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for example, have been seen for a long time to take an intermediary role 
in the field of politics (Cook, 1998). The way in which newspapers frame 
events that relate to politics and activism plays an important role in how 
these are represented in public debates. Furthermore, newspapers have 
been found to influence the representation of election campaigns (Miller, 
Peake & Boulton, 2010) and political scandals (Puglisi & Snyder, 2011), 
political protests (Oliver & Maney, 2000) and pressing societal debates 
such as climate change (Schmidt, Ivanova & Schäfer, 2013). As such, 
news media do not simply communicate news, they produce news 
through the decisions that editors and journalists make over content and 
framing. As such, they play a key role in attributing societal impact.

Social media, second and similarly, have come to play an important 
role in politics more recently. Platforms such as Twitter afford everyday 
political discussions among media audiences, often strongly in relation to 
news media content (Wilkinson & Thelwall, 2012). They maintain an 
infrastructure that allows their users to openly exchange ideas and views 
that are relevant to politics in an everyday fashion (Vromen, Xenos & 
Loader, 2015). Such everyday communicative processes through which 
the broader public discuss topics pertaining to politics can be considered 
a form of latent political participation (Ekman & Amnå, 2012). 
Indicatively, social media platforms today are actively used during 
election campaigns (Larsson & Moe, 2011) to the extent that politicians 
consider social media platforms to be important campaigning tools (Enli 
& Skogerbø, 2013). Beyond the sphere of governmental politics, social 
media are commonly used for digital protests through hashtag activism 
(Bonilla & Rosa, 2015), which in turn gets picked up by news media. 
Through social media audiences, in other words, political activism gains 
momentum and recognition, to the extent that these too play a key role in 
attributing impact. 

Just like one achieves artistic status through acceptance among 
cultural intermediaries, we can understand societal impact to be achieved 
through acceptance among news media and media audiences. As artists 
with one foot in political activism, artivists therefore travel through 
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several spheres, which is visualized more schematically in Figure 1.1. As 
societal fields are never fully autonomous, they display overlap. Artivists 
originate from the field of art, engage in political activism as a mode of 
social engagement and require attention within the media field through 
news media and social media attention in order to be heard in the broader 
society. The question then is how the different criteria with which 
artivists are evaluated within these layers in terms of their artistic status 
and societal impact overlap and strengthen or contrast each other. In this 
way, we understand more broadly how artivism is received within society 
and how the arts can function as an arena for social engagement.

Figure 1.1: Schematic model depicting how artivism relates to several 
domains.

1.3 Data and methods
Similar to the overarching theoretical framework that has been outlined 
above, the research in this dissertation is grounded in an overarching 
methodological framework. I conduct four empirical studies to address 
the reception of artivism. Throughout each of these interrelated studies, I 
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focus, in varying degrees, on the reception of six artivist cases in three 
countries. Before outlining the concrete methodologies behind the 
empirical studies, therefore, I will first elaborate on the national contexts 
and artivist cases central in this dissertation. 

1.3.1 Artivist cases
Even though we live in an increasingly globalized world, which is 
particularly true for the field of arts and culture (Quemin, 2006), the art-
historical sociological grounding of my theoretical framework is 
inherently Western. The concept of art and the development of the art 
field strongly originate from – and relate to Western Europe and North 
America. Similarly, the role of news media and social media in politics, 
as outlined earlier, is particularly applicable to contemporary democratic 
societies. It is important to emphasize this, as the relative autonomy of 
the art fields in Western societies is not given for artists operating in non-
Western societies. Furthermore, Western media audiences have been 
found to be particularly interested in the cosmopolitan, repressed other 
(Chouliaraki, 2013).

I have selected, therefore, three Western artivist cases from the three 
respective countries central in this dissertation and three non-Western 
artivist cases from non-democratic societies. Even though artistic 
autonomy is difficult to measure, I have consulted the annual Freedom of 
the World Report (Freedom House, 2016) to indicate the limited levels of 
political rights and civil liberties, as a proxy for artistic freedom, that 
non-Western artivists face in contrast to Western artivists. Furthermore, 
each case has raised particular societal issues throughout their artistic 
careers and each has received attention within and beyond the art field 
sufficient enough to collect data. Finally, to emphasize their political 
activism, each selected artivist has been met with some degree of (legal) 
controversy. The six selected cases are provided in Table 1.1 and further 
introduced below.
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Table 1.1: Artivist cases in context.

Banksy, first, is a street artist from the UK who remains anonymous to 
this day. Presumably originating from Bristol and an exceptionally 
influential artist in the street art movement, the artist is well-known for 
using graffiti to provide social commentary on current global human 
rights issues (Brassett, 2009). For example, the artist has produced art to 
highlight the Syrian refugee crisis (Ellis-Petersen, 2015), the Palestine 
conflict (Fisher, 2017) and climate change (Siddique, 2009). Banksy 
remains controversial, however, as many authorities consider the artist’s 
works to be vandalism, despite some of those works selling for huge 
sums of money at auction houses (Dalley, 2018).  

Hans Haacke, second, is an established German artist living and 
working most of his life as a professional artist in New York. His polemic 
work often revolves around the relationship between museums and their 
corporate sponsors and the social, economic and political aspects to this 
relationship. He draws on Bourdieu (Bourdieu and Haacke, 1995) to 
bring to light how these parties exchange capital while his artworks and 
art installations target how corporations influence the arts. Occasionally, 
his focus on the role of art institutions in socio-economic injustice led 
him to address politicians as well (Farago, 2019), such as former New 
York governor Nelson Rockefeller and current US president Donald 
Trump. 

Artivist Country Freedom score

Banksy United Kingdom 95

Hans Haacke United States 90

Jonas Staal Netherlands 99

Ai Weiwei China 16

Jafar Panahi Iran 17

Pussy Riot Russia 22
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Jonas Staal, third, is a Dutch visual artist whose work focuses on the 
role of art in political processes, particularly in relation to democracy and 
propaganda. In 2005, for example, he produced a series of works in 
which the death of (still living) Dutch right-wing politician Geert Wilders 
was mourned (Kranenberg, 2007). As these works were perceived as 
death threats, Jonas Staal was arrested and brought to trial, only to be 
acquitted later. His political intentions, furthermore, are visible in his 
ongoing New World Summit project, in which he brings together 
political actors and communities excluded from democratic participation 
(Van Heuven, 2013). 

Ai Weiwei, fourth, is a Chinese artist who experiments with different 
art forms and who actively uses social media to present himself. His 
artworks often explicitly address human rights issues and are widely 
acknowledged by renowned arts institutions (Hancox, 2014). For 
example, he has criticized the Chinese government with his Sunflower 
Seeds installation at the Tate Museum in London in 2010 (Cumming, 
2010) and brought attention to the Syrian refugee crisis through 
installations with discarded life jackets worn by refugees (Berdan, 2020). 
Furthermore, he was detained in 2010 by Chinese authorities and what 
followed was a long dispute over alleged tax evasion (Judkis, 2011). 

Jafar Panahi, fifth, is an Iranian film director whose films have been 
banned in Iran due to their critical depiction of life and women’s rights in 
Iran (Donadio, 2015). He was arrested and sentenced to jail in 2010, and 
subsequently banned from producing movies. This has sparked attention 
from various famous artists within the world of cinema, who pleaded for 
his release (Brooks, 2012). While under house arrest later, he still 
directed films, some of which were smuggled out of the country to film 
festivals in Europe where they received several prizes (Brody, 2015).

Pussy Riot, finally is a Russian punk activist group, known for hit-
and-run art performances in which they protested against the Russian 
government and institutions of power. In 2012, some members faced 
legal prosecution after they staged a performance in a Moscow church 
(Smyth & Soboleva, 2013) and spent two years in jail. Ever since, the 
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group has made various appearances on TV, in concerts and in 
exhibitions throughout the world. They made the cover of Time magazine 
in their characteristic and colorful ski masks in a series of 100 Women of 
the Year (Time, 2020). 

1.3.2 Four studies, four methods 
In this dissertation, I conduct four empirical studies to trace the 
evaluation of artivism within different domains (see Figure 1.2). These 
studies are interrelated in the sense that they each cover a distinct context 
in which artivism is evaluated, together covering the reception of 
artivism more generally. To provide such a comprehensive 
understanding, however, requires a combination of research methods that 
take into account both the qualitative and quantitative dimensions to the 
reception of artivism within the art field, among news media and among 
social media audiences. Below, therefore, I briefly elaborate on the 
methodological underpinnings of the interrelated empirical studies in this 
dissertation.

The surge of – and attention to social engagement in the arts as well as 
the policy changes that perhaps catalyzed it, imply at least some level of 
institutionalization of social engagement in the contemporary arts field. 
In the first study (Chapter 2), therefore, I analyzed the evaluation of 
social engagement in general and artivism in particular within the art 
field. More concretely, I conducted fifteen in-depth qualitative interviews 
with curators in the Netherlands, UK and US. The interviews are semi-
structured and analyzed through a grounded theory approach to tap into 
the gatekeeping and evaluative practices and decisions of curators. As 
most practices of cultural intermediaries are perceived to be based on 
particular motives and explanations (Baumann, 2007b; Janssen & 
Verboord, 2015), grounded theory helps to shed light on curators’ 
professional views on – and experiences with different forms and modes 
of social engagement within the arts. If indeed social engagement has 
come to permeate the art field, it can be expected that curators include 
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matters of a social rather than strictly artistic nature in their evaluation of 
socially engaged art.  

Figure 1.2: Schematic model depicting the three interrelated studies.

In the second study (Chapter 3), I looked at the newspaper coverage of 
artivists in terms of both content and magnitude. On the one hand, 
newspaper coverage plays an important role within the arts as art 
journalists and art critics, like curators, function as cultural intermediaries 
who select, evaluate and hence shape the perception of art (Janssen, 
Kuipers & Verboord, 2008). On the other hand, newspaper coverage 
plays an important role in politics as newspapers constitute a principal 
platform through which information about society is communicated and 
consumed (Esser & Strömbäck, 2014). As such, newspapers play a key 
role in the legitimation of art and in shaping public opinion (Purhonen, 
Heikkilä & Hazir, 2017), both of which are relevant for research into 
social engagement in the arts. Newspaper coverage therefore constitutes 
a good measure of societal relevance in the broader society. More 
concretely, in this study I conducted a computerized content analysis of 
over 2,000 newspaper articles from both quality and popular newspapers 
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from the Netherlands, the UK and the US. The analysis focuses 
specifically on the newspaper sections in which newspaper coverage on 
artivists is published and the context in which they are presented content-
wise. The computerized content analysis therefore borders between a 
qualitative and quantitative approach and sheds light on how both the art 
and activism of artivism are received within and beyond the art field. 

Beyond the confines of the art field, in the third study (Chapter 4), I 
analyzed the reception of artivists among the broader public. For the last 
few years, social media platforms have come to constitute empirical 
windows to study audience reception on a relatively large scale. These 
platforms constitute communicative spaces that afford ordinary people in 
society to engage in politics through everyday political talk (Vromen, 
Xenos & Loader, 2015). The content on social media platforms, 
therefore, provides insight into how people talk about social issues, such 
as politics and activism. This is particularly true for Twitter, which 
people in mainstream society have come to use for sharing their views 
and opinions (Hogan, 2010). Furthermore, even though connective social 
media platforms such as Twitter are highly characterized by their users 
reproducing and repurposing meaning (Mortensen, 2017), the 
Twittersphere constitutes a communicative space where a fairly large 
proportion of ordinary people in society openly exchange ideas that are 
relevant to politics in an everyday fashion (Larsson & Moe, 2011). In this 
study, therefore, I collected over two million tweets in order to analyze 
the media audience reception of the artivist cases on a relatively large 
scale. I employed the method of topic modelling to uncover the most 
dominant meaningful latent themes (DiMaggio, Nag & Blei, 2013) 
within this large dataset of short texts. Furthermore, I combined this topic 
modelling analysis with semantic network analysis to help visualize and 
interpret the results. While topic modelling bridges the quantitative and 
the qualitative – preserving hermeneutic meaning, the interpretation of 
the results remains challenging. By combining topic modelling with 
semantic network analysis, I aim to “provide a systematic method of 
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focusing qualitative microscopes within the increasingly overwhelming 
world of big data” (Bail, 2014: 474).

Finally, in the fourth study of this dissertation (Chapter 5), I further 
zoom in on a subset of the Twitter data that was collected in the previous, 
third study. Many of the tweets that were collected (but omitted) as part 
of the third study originate from popular culture celebrities. This is not 
surprising as social engagement has found its way to popular culture as 
well and as some of the artist cases in this dissertation receive elaborate 
news and social media attention. Indeed, popular culture celebrities easily 
pick up those issues that guarantee further media attention to the extent 
that celebrity advocacy has come to play an important role in politics 
(Thrall et al., 2008). It is interesting, therefore, to further investigate the 
extent in which popular culture celebrities engaged with the artivist cases 
that are central to this dissertation, including their causes. The fourth 
study, therefore, consists of a computerized content analysis of close to a 
thousand tweets by over three hundred popular culture celebrities. 
Similar to the second study, I conducted a computerized content analysis 
to analyze how celebrities talk about artivists, while differentiating 
between different types and degrees of celebrity. 

1.4 Academic and societal contribution
With this dissertation, I provide several contributions, both academically 
and societally. As I already alluded to above, first, research into the 
increasing prevalence of social engagement in the arts remains largely 
anecdotal, primarily conceptual and oftentimes monodisciplinary. 
Systematic and comparative studies into the reception of artivism, then, 
remain rare, even though this is a prerequisite for understanding how 
social engagement has come to permeate the art field. Many scholars 
engage in conceptual discussions to explain how art and social 
engagement are combined, whether the latter pertains to community 
work or activism, and illustrate their arguments on the basis of anecdotal 
examples. Although this is valuable in and of itself, most work overlooks 
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how those who produce works of art become accepted artists and how 
those who engage in political activism become accepted political actors. 
In this dissertation, therefore, I take a more interdisciplinary approach in 
order to provide a more comprehensive and systematic analysis of the 
extent to which social engagement in general and artivism in particular 
travel from the art sphere to the broader society. Theoretically, therefore, 
I draw on literature from the humanities, sociology of culture, political 
science and media studies. In this way, I attempt to provide a model that 
takes into account the art field and the political field, as well as the role of 
media. This model thereby explains how an artist who engages in 
political activism becomes an artivist through the attribution of artistic 
status and societal impact rather than through merely their artivism itself. 

Empirically, third, this dissertation provides important contributions to 
the study of arts and culture, particularly in the field of sociology of 
culture. As Roose, Roose and Daenekindt (2018) noted, more attention is 
needed for the everyday cultural practices of meaning-making by artistic 
actors. By interviewing curators and analyzing newspaper coverage of 
artivism, meaning-making processes in the arts are central in this 
dissertation. In addition, cultural sociology research into newspaper 
coverage of the arts often focuses primarily on quality newspapers (e.g. 
Berkers, Verboord & Weij, 2014; Janssen, Kuipers & Verboord, 2008; 
Purhonen, Heikkilä & Hazir, 2017). In this dissertation, however, I 
contrast quality newspapers to popular newspapers. Even though the 
former are still often understood to play an important role in shaping 
public opinion (Champagne, 2005), the latter often enjoy a much higher 
circulation and therefore reach much more people in society. 

Methodologically, fourth, this dissertation employs computational 
methods to further develop the formal study of culture “to capture, 
analyze, and understand   cultural patterns” (Edelman & Mohr, 2018: 1). 
With the emergence of the digital humanities, it became evident that 
innovative computational methods have much to offer. Yet, these 
methods have only recently found their way into the sociology of culture, 
which remains “theory-rich and methods poor” (DiMaggio, Nag & Blei, 
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2013: 571). They offer new ways to analyze data that is commonly 
collected by sociologists, such as how symbolic boundaries can be 
studied through automated text-classification methods (Bail, 2014) or, 
more empirically, the analysis of literary fiction into the relationship 
between author gender and literary themes (Jockers & Mimno, 2013). In 
this light, this dissertation aims to contribute to demonstrating the value 
of computational methods in the study of arts and culture by showing 
how these can be employed on what kind of data and, epistemologically, 
by demonstrating the type of knowledge that they can tap into. 

In relation to this, fifth, I aim to contribute to bridging the traditional 
divide between qualitative and quantitative approaches within sociology 
of culture, through my choice of both methods and data. I combine both 
qualitative and quantitative methods and employ computational methods 
that go beyond the mere surface level analysis of traditional quantitative 
methods. Topic modelling, for example, allows for the analysis of the 
relationality of meaning by analyzing latent themes within large bodies 
of textual data (DiMaggio, Nag & Blei, 2013). The collected textual data, 
furthermore, except from the interview data, constitute a population 
rather than a sample: all tweets and newspaper articles in which the 
artivist cases are mentioned were collected. In such datasets, the 
researcher can easily navigate, in a meaningful way, back and forth 
between the individual and the collective – the individual data points and 
their aggregate (Latour, 2010). Converging quality and quantity in this 
way, allows the researcher to retrieve meaningful findings from distant 
reading (Burdick et al., 2012). In other words, throughout this 
dissertation I contribute to demonstrating how large textual corpora are 
available to and useful for social scientists. 

In terms of societal relevance, sixth, public opinion towards the arts 
too often seems to be strongly rooted in the idea that the arts, and hence 
everyone involved in the arts, serve no other purpose than themselves. 
Political science studies, indicatively, have extensively analyzed the role 
of news media in activism (e.g. Cottle, 2008) but often overlook the 
political value of arts and culture. More anecdotally, this disregard for the 
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arts became visible recently during the global crisis following the 
COVID-19 outbreak. Many governments were quick to respond by 
reserving considerable budgets with the sole purpose to ameliorate the 
economic damage that lockdown policies caused. In the Netherlands, the 
arts and culture sector was one of the first to be severely damaged, which 
caused a strong increase in unemployment. Yet, when the Dutch 
government announced financial support to the arts and culture sector, 
public debate quickly revolved around whether this sector was valuable 
enough to receive such support vis-à-vis other economic sectors 
(Burghoorn, 2020). In other countries in Europe, where the art field relies 
relatively strongly on governmental funding, similar discussions emerged 
(Dickson, 2020). By conducting research into how political engagement 
from the art field travels to the broader society, I contribute to 
demonstrating that this view of the art field as primarily preoccupied with 
itself and lacking value outside of this alleged confinement is outdated 
and harmful.

41



42



CHAPTER 2
CURATORIAL ATTITUDES TOWARDS SOCIAL 

ENGAGEMENT IN THE ARTS

2.1 Introduction
The surge of various forms of socially engaged art implies at least some 
level of institutionalization of social engagement in the contemporary arts 
field. As mentioned before, renowned arts events, such as Documenta and 
the Venice Biennale, eagerly put the spotlight on a variety of social and 
political issues (Kompatsiaris, 2014). Furthermore, cultural policies in 
Western democracies increasingly emphasize social and instrumental 
value (see for example Belfiore & Bennett, 2008). Focusing on the artists 
and their artworks, however, Tunali (2017) contends that socially 
engaged artworks compromise aesthetic value for the sake of social 
change and only gain artistic status when they take on an exchange value 
that is removed from its political intent. Mullin (2009) similarly 
maintains that some art critics either concede that art should not be 
produced for political change or they largely ignore the artistic value of 
political artworks by mainly focusing on their political or activist intent. 

Such disagreements beg the question how different types of criteria 
are employed to evaluate artworks. Are aesthetic criteria still 
predominant over the assessment of social impact or relevance? And are 
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these evaluative spheres seen as conflicting or can they strengthen one 
another? The body of literature on contemporary socially engaged art 
lacks systematic empirical analysis of legitimating processes of social 
engagement within the art sphere. If contemporary artists are indeed 
increasingly evaluated on the bases of social rather than – or in addition 
to – artistic criteria, this should be visible among cultural intermediaries, 
particularly because they signal and classify what is good or bad art 
(Verboord, 2010). Little empirical work has been done with regards to the 
evaluation of socially engaged art by cultural intermediaries, however, 
while the latter have become increasingly important in the legitimation of 
artworks and artists (O’Neill, 2007). More knowledge is needed, 
therefore, about the criteria employed and boundaries drawn by those 
actors within the art field who work in galleries, museums, art shows and 
other art institutions. As Hagberg (2008: XI) states: “[…] ethics and 
aesthetics aren’t in any generic sense one - but nor are they two.”

This chapter, therefore, applies insights from cultural sociology on 
boundary work and from current debates in the humanities on the topic of 
social engagement in the arts. More specifically, this entails a study into 
how curators in the arts use social engagement as a criterion in their 
evaluative practices and how such evaluations have come to replace or 
supplement aesthetic evaluation. I attempt to answer this question 
through in-depth qualitative interviews.  

2.2 Curators and boundary work
Very generally speaking, curators can be considered cultural 
intermediaries who connect, like brokers, artists to other actors in the art 
field (Velthuis, 2005) and to the consumer of cultural goods. As such, 
they are perceived to be experts who are aware of the cultural codes that 
determine whether artists and artworks are granted artistic value 
(Bourdieu, 1993). They are therefore in the position to attribute artistic 
value to cultural goods and producers (Bourdieu, 1984; DiMaggio, 
1987). Through boundary work (Lamont & Fournier, 1992) curators 
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therefore classify artists and their artistic expressions in their main 
professional practices, involving the organization of exhibitions and 
displaying expert knowledge on the basis of which they select artworks 
and artists for exhibitions (Balzer, 2014). 

Throughout the twentieth century, curators attained autonomy as 
professional experts with training in art history and museology, making 
them particularly qualified to decide which artworks and artists should be 
selected for display and whose work deserved serious interpretation 
(Lachmann, Pain & Gauna, 2014). They provide these services for a wide 
range of art institutions, primarily art museums, galleries and biennials. 
Since art exhibitions and events have become key platforms through 
which contemporary art and artists are presented, curatorial practices 
have become particularly important in the distribution and evaluation of 
art (O’Neill, 2007). Even more so, with the increased popularity of 
biennales and their focus on social engagement through art exhibitions 
(Acord, 2010), it can be argued that the role of curators has become so 
prominent that they sometimes transcend the cultural organization for - 
or artist with whom they work (Balzer, 2014). Indeed, in the ever-
changing art field, curatorial practices have come to include the role of 
creator and even political activist in relation to organizing and 
maintaining exhibitions (Arnold, 2014).  

The role of curators, therefore, has become so prevalent throughout 
the art field that artists today need them to get their work presented to the 
world and give meaning to it. This is particularly interesting for socially 
engaged art and artists, as curators are expected to draw boundaries 
between the extent and type of social engagement that they accept within 
the arts. Since social engagement in the arts can range from more 
community-based projects (Bishop, 2012) to activist work (Danko, 
2018), there will undoubtedly be boundaries visible among curators in 
which forms and degrees of social engagement are accepted in the arts 
and which are not. Whether they perceive of socially engaged art as 
compromising artistic value in favor of the aim for social change (Tunali, 
2017) or ignore its artistic value (Mullin, 2009), curators draw explicit 
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and implicit symbolic boundaries by including and excluding different 
modes of social engagement in their professional curatorial work.

2.2.1 Art beyond aesthetics
In their classification and evaluation of socially engaged art, curators 
base their curatorial practices on particular motives and explanations 
(Baumann, 2007; Janssen & Verboord, 2015). They are therefore 
expected to draw boundaries to denote what they consider to be art and 
what they perhaps consider to a form of social engagement or activism 
that they no longer see as art. 

If we accept that social engagement is in itself more of an ethical than 
an aesthetic stance, we can start to explain how ethics have come to re-
enter art. In outlining the shift from modernist idealism to postmodern 
criticism, Bourriaud (2002, 13) argues that “the role of artworks is no 
longer to form imaginary and utopian realities, but to actually be ways of 
living and models of action within the existing real”. While Bourriaud 
stresses the role of urbanization in this development, it does bring back 
the idea that “[a]rt is the place that produces a specific 
sociability” (Bourriaud 2002: 16). Exploring alternative forms of 
sociability rather than fostering sustained community building, Bourriaud 
clearly signals that art is increasingly dealing with social issues and 
derives part of its value from doing so. 

In the wake of Bourriaud, others recently engaged with the idea that 
art enables social engagement. Rancière (2009) problematizes the type of 
art that is geared towards social change through societally ameliorative 
practices, such as art projects that substitute or complement social work. 
This type of art becomes indiscernible from social practices and for 
Rancière (2009: 44) “eliminates itself as a separate reality” by 
reproducing the values and state of affairs they initially tend to 
ameliorate or change. Instead, he defines the concept of aesthetics as 
constituting an autonomous realm of experience, without any privileged 
medium, in which art achieves its political potential by creating a space 
from where its audience is able to reconfigure its understanding of the 
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world. Even though he shies away from the type of art that socially 
engages directly, he maintains that art today primarily creates situations 
rather than objects. Bishop departs in the same way by emphasizing that 
the artist produces situations and through art’s autonomy artists are able 
to initiate models for social change in their artistic practices (Bishop, 
2012: 27). She therefore defines participatory art as the type of art that 
activates its audience, rather than merely demanding passive 
spectatorship, and hence as constituting a “collective space of shared 
social engagement” (Bishop, 2012: 275). 

The question to be addressed here is whether ethical considerations 
should play a role in aesthetic evaluations of works of art. Today we find 
decreasing support for the modernist or formalist viewpoint that ethical 
assessment is irrelevant to aesthetic assessment. Artworks often 
deliberately elicit moral responses, making their ethics part and parcel of 
the art itself and therefore relevant in the evaluation of such works (Gaut 
2013). That does not mean that ethical and aesthetic valuations need to 
align: it is also conceivable that our moral disapproval is needed to 
achieve a certain aesthetic or dramatic effect. In any case, ethical 
engagement in art cannot be seen as existing independently of aesthetics. 
It should be considered as integral to the work, but according to Bishop 
one can also carry this too far whenever “discourse […] has focused 
mainly on the artist’s process and intentions, or the project’s socially 
ameliorative effects, to the neglect of the work’s aesthetic 
impact” (Roche 2006: 202). 

Thus, socially engaged art must find a balance between the different 
domains (ethics and aesthetics) it navigates. These coincide with what 
Bishop (2012) refers to as an artistic and social discourse. For some, the 
utter autonomy of art is still paramount, implying that only its aesthetics 
matter in judging works of art. Curators who maintain this discourse 
would shy away from ethics and instead advocate the type of art that 
questions established systems of value through its very autonomy. For 
others, art without a socially relevant ‘message’ is less valuable, if not 
decadent for refusing to address social injustice. Those who maintain this 
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social discourse advocate the type of art that is ameliorative to society 
through its socially engaged artistic practices. In fact, “the significant 
increase of socially engaged practices in late twentieth-century art […] 
foregrounds art as a social/cultural encounter” (Hjorth & Sharp 2014: 
128) and “the arrival of artivism took a new look at the old concepts by 
fighting the mercantilist and elitist status of artistic activity” (Aladro-
Vico, Jivkova-Semova & Bailey, 2018). 

This contrast between aesthetics and ethics, however, is not a matter 
of one or the other. Empirically there are indications of both discourses in 
art criticism, where a more social discourse is found to be particularly 
present fairly recently (Roose, Roose & Daenekindt, 2018). For some, 
then, social engagement is a crucial element of contemporary art, while 
for others it is not. The position one takes here obviously depends on 
how people conceptualize the role and meaning of art, which in turn will 
be affected by societal conditions. 

2.2.2 Curators in cross-national context
The art field today reaches beyond national contexts and has a much 
more globalized appeal (Quemin, 2006). I therefore study the role of 
social engagement in the arts in three countries: the Netherlands, the 
United Kingdom and the United States. Since cultural policies are seen to 
catalyze social engagement in the arts (Bishop, 2012) but differ per 
country, I will briefly elaborate on how the three countries differ in terms 
of the position of the arts in each. More concretely, each country can be 
placed on a continuum from extensive to limited cultural policies to 
support arts and culture.

The Netherlands, first, has a history of cultural policy and funding to 
support arts and culture. The Dutch government spends a relatively large 
amount of money1 and recognizes the important role of arts and culture, 
particularly for matters of social cohesion and inclusion (Delhaye, 2008, 
2018; Van Eijck, 2018). Cultural policy measures are implemented and 
funding is distributed through a variety of funding bodies and art councils 
and through a central governmental department. Even though the funding 
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bodies operate largely independently from the state, the Netherlands can 
be characterized as an architect state (Chartrand & McCaughey, 1989) 
with regards to arts and culture: the Dutch government is able to exert 
some level of influence on artistic standards and what is expected from 
artists and cultural organizations in return for public funding. 

Cultural policy in the UK, second, is implemented primarily through 
arm’s length bodies such as the Arts Council England. In the UK, 
however, public funding for arts and culture is less than in the 
Netherlands2. Furthermore, UK cultural policy primarily emphasizes the 
instrumental role of arts and culture (Belfiore, 2004). This instrumental 
role, however, is often understood narrowly in primarily economic terms 
(Belfiore, 2012), for example in its focus on urban regeneration rather 
than modes of social engagement. As such, the UK can be characterized 
more as a patron state (Chartrand & McCaughey, 1989) with regards to 
arts and culture in that the UK government acknowledges the importance 
of support to arts and culture but leaves the decision as to which artists 
and organizations receive support primarily to arm’s length arts and 
culture councils. 

The US, third, has a history of primarily incentivizing private support 
to the arts. There is a long but strong belief that the arts should be both 
created and enjoyed privately (McWilliams, 1985) rather than supported 
by the government. Public spending on arts and culture is therefore much 
less than it is in the Netherlands and UK3. Indicatively, the only 
prominent arts council in the US – the National Endowment for the Arts 
– has seen severe cuts in its budget while the US government primarily 
stimulates private funding to the arts by foundations, organizations and 
individuals (Strom, 2010). Governmental cultural policy in the US is 
therefore often considered relatively uncoordinated as it is decentralized 
among several national and local agencies (Schuster, 2010). This makes 
the US primarily a facilitator of the arts (Chartrand & McCaughey, 
1989), with little state intervention in the US arts and culture sector on 
both a national and more local level and with much emphasis and a more 
elaborate infrastructure for private support. 
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It is important to emphasize that these three state characterizations are 
ideal-typical. In recent years, Dutch and UK state funding for the arts has 
seen drastic cuts. There are, furthermore, differences in the way the 
Dutch, UK and US governments define arts and culture in their cultural 
policies. For example, the budget for arts and culture in the Netherlands 
includes funding for heritage while that of the UK includes funding for 
public libraries. Nevertheless, if we take the historical context into 
account and if funding for heritage and public libraries were taken out of 
the equation, it is safe to assume that the relative difference between the 
three countries would still exist.

2.3 Research design
Acord (2010), in her research on curators, emphasizes the importance of 
studying how and why people do what they do over what people do. This 
research, therefore, draws on qualitative, semi-structured interviews as 
these allow the researcher to access individuals’ attitudes and values in 
relation to particular subjects (Silverman, 2013). Interviews work 
particularly well in tapping into the lived world of participants (Kvale, 
1994). As such, they allow us to better understand how curators 
experience contemporary artistic developments, how they give meaning 
to social engagement in the arts and how this plays a role in their day-to-
day professional practices. In other words, through qualitative in-depth 
interviews I aim to bring to light the criteria curators apply and the 
concomitant boundaries they draw when it comes to the acceptability, or 
perhaps desirability, of social engagement in the arts. 

The sample for the semi-structured interviews will consist of fifteen 
curators, who have been selected based on their professional 
(self-)identification as curator within art organizations for which they 
work or have worked. They have been selected in three relatively large 
but non-capital cities – five curators in each – from the Netherlands, the 
UK and the US respectively. Although these differ in important respects, 
as all cities ultimately do, they have in common that they harbor an arts 
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and culture sector that (1) has both a national and international appeal, 
(2) is strongly characterized by contemporary art and (3) is closely 
related to the overall identity of the city. First, a list of potential 
candidates was composed, based on information available from websites 
of well-known and accessible cultural institutions from each city. These 
involve galleries, museums, exhibition spaces and similar arts institutions 
and venues. The potential candidates have been asked to participate in an 
interview and, if needed, each participant was asked to suggest other 
cultural intermediaries who might be willing to participate in the study. 
Participants were selected in such a way as to maintain balance in 
curators’ diversity in relation to art genres and artistic practices, until the 
sample snowballed to five interviewees of each city. 

Interviews were held both face-to-face and over Skype and Google 
Hangouts in 20194. Although face-to-face interviews are often seen as the 
uncontested standard for interviews, online synchronous video 
interviews, such as over Skype, are by no means a secondary choice. Not 
only do Skype interviews minimize costs and overcome geographical 
distance, Deakin and Wakefield (2014) show how participants themselves 
often preferred the flexibility of being interviewed online over face-to-
face interviews. The latter requires much stricter scheduling and often 
leads to the exclusion of the more introverted or less loose-tongued 
participants (Iacono, Symonds & Brown, 2016). Furthermore, 
establishing rapport, which is key in conducting interviews, is not 
perceived to be more difficult or more problematic for synchronous video 
interviews than it is for face-to-face interviews (Iacono, Symonds & 
Brown, 2016). The recruitment of participants has been the same for both 
interview methods. On average the interviews lasted just over an hour at 
71 minutes.

The interviews were semi-structured, focusing primarily on the 
curators’ own experiences and views in relation to the type of art and 
artists they have worked with, cultural policy and funding for the arts and 
questions of value and impact. For the purpose of anonymization, a self-
chosen pseudonym or randomly generated name was used in the process 
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of analyzing the interviews. Each interview was transcribed verbatim and 
analyzed through a grounded theory approach. As such, the verbatim 
interviews will be analyzed through a process of open and focused 
coding (Charmaz, 2006) to tap into the gatekeeping and evaluative 
practices and decisions of curators. As most practices of cultural 
intermediaries are perceived to be based on particular motives and 
explanations (Baumann, 2007; Janssen & Verboord, 2015), grounded 
theory helps to shed light on curators’ professional views on - and 
experiences with different forms and modes of social engagement within 
the arts.

2.4 Results
I have discerned three attitudes among the interviewed curators, which 
signify their approach to social engagement in the arts as professional art 
curators. These attitudes differ from each other primarily in relation to 
their views on and experiences with (1) curatorial practices, (2) 
evaluation of art, (3) the value of art, (4) the impact of (socially engaged) 
art and (5) funding for the arts. These attitudes form a continuum from 
aesthetic, to acquiescent, to political in relation to social engagement in 
art. Some curators appear to sometimes switch between attitudes, but this 
only happens from one attitude to a neighboring attitude (i.e. from 
aesthetic to acquiescent or from acquiescent to political, but never from 
aesthetic to political). Cross-national differences, in turn, are somewhat 
thin but appear throughout the three attitudes. An aesthetic attitude is 
primarily visible among UK curators, while a political attitude is 
predominantly visible among US curators. Dutch curators, in turn, 
primarily display both acquiescent and political attitudes.

2.4.1 The aesthetics-first attitude
The first curatorial attitude I distinguish is the aesthetics-first curator. 
Curators who display this attitude would acknowledge different forms 
and examples of social engagement throughout the arts around them, but 
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remain somewhat at a distance themselves. As such, they do not 
necessarily verbalize a clear and explicit preference or rejection with 
regards to social engagement in any form, but give preference to 
aesthetic over social and ethical considerations in their own evaluation of 
art and therefore maintain, in Bishop’s (2012) terms, an artistic discourse. 
Matters of social engagement and activism are not important criteria in 
their professional curatorial practices to the extent that aesthetics-first 
curators consider an aesthetic element to be crucial for something to be 
considered art. 

The curatorial practices of aesthetics-first curators, indeed, do not 
seem to revolve predominantly around socially engaged or activist artists, 
artworks or art practices, although they would not necessarily exclude 
these in their professional work. They would oftentimes not describe 
themselves as clearly politically involved or engaged, even though they 
stress that the organizations they curate for will sometimes include 
socially engaged works. Kathy, a UK-based curator working with graffiti 
and street art, frames any kind of social engagement present in her 
organization as something that is rather inherent to their practices rather 
than something that is intentionally done: ‘I mean we do a lot of shows 
for the local community, so for us that’s quite normal, graffiti really lends 
itself quite well to connect with the local community, particularly with 
like the younger generations.’ Tim, a freelance curator and a part-time 
curator for an established cultural organization in the Netherlands where 
he primarily arranges interactive events such as workshops and symposia 
in relation to running exhibitions, does recognize the growing importance 
of social engagement in the arts when stating:

You know, of course in the last few years a lot has been done with 
postcolonialism, decolonizing, with heritage, with responsibility, you 
know, Western responsibility in that, with gender, quite a few artistic 
research projects […].
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Although he might be interested in these topics, he himself remains at a 
distance and does not see himself as being ‘busy with politics.’ Instead, 
for him ‘everything is already about function and utility […] it is also 
interesting that there is art that doesn’t do that.’ Strongly reminiscent of 
Rancière’s (2009) notion of aesthetics, art for Tim has value particularly 
as a separate domain.

This way of positioning oneself within the contemporary arts appears 
among others as well. Nathalie, who has worked as a freelance curator 
for roughly twenty years in the UK already, points to similar socially 
engaged topics and emphasizes that art exhibitions about such topic are 
‘all over the place.’ In her own work, however, she sees it as a ‘challenge’ 
to find and work with artists who remain ‘neutral.’ This might lead to 
‘opening up’ certain conversations but the artwork and ‘how it looks’ 
remains central in her curatorial work. For Emma, who has run a non-
profit space for emerging artists and has now been a gallery director and 
curator for almost four years in the US, refers to her own practices as ‘the 
total opposite of like everything that’s happening currently’ and distances 
herself from the increasingly visible socially engaged artists and art 
organizations. Her comment does suggest that socially engaged art is 
rather ubiquitous in the contemporary US.

Indicatively, in their evaluation and description of artworks and artists 
they have recently worked with or particularly liked, these curators 
primarily address artistic rather than social or political elements, such as 
artistic autonomy, artistic value or artistic approaches. In this way, they 
draw boundaries by addressing elements and contexts which for them are 
important characteristics of art. For Kathy, artworks need to have 
something special and she provides an example of a street artist who 
created 3D street art based on a popular videogame that actively engaged 
children to take photos and play with different angles and perspectives. It 
was ‘nothing political, but it added something and did afford this level of 
engagement that you wouldn’t normally see that often.’ Engagement 
here, however, relates primarily to the production of social interactive 
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situations among an audience rather than social engagement in relation to 
social or societal issues. 

Similarly, Janet, who works predominantly with architecture in the 
UK to encourage better design, emphasizes artistic criteria when 
discussing the evaluation of art. She describes that the type of 
architecture she finds most ‘captivating’ is ‘when you hear the architect 
speak there is what I would consider an artistic way that they have 
approached, yeah that is inspiring in itself.’ Even when the aesthetics-first 
curator would talk more specifically about socially engaged or activist 
art, they would stress the symbolic and artistic value of art as a separate 
domain quite explicitly. Tim draws such a boundary when describing 
why something is no longer art for him:

I work in an art organization and that’s where my heart lies, you know, so 
if it becomes purely a political discussion then it also becomes a question 
of what, why would we do that here? Then you can also do that in 
[debate center], you know. But I think it is about, you know, about 
imagination, or the symbolic space and also the possibilities that this 
gives, you know, […], to have this conversation through imagination.

Robert, who is a US-based curator experienced in working with local, 
young and upcoming artists, similarly points to predominantly artistic 
elements in describing the kind of art that might ‘move’ him, such as 
different ‘layers of colors and shapes’ and an artwork’s ability to ‘draw ‘ 
him in to ‘stop and look more closely.’ 

Whenever the value of art becomes a topic of discussion, the 
aesthetics-first curators remain quite reserved in attributing any kind of 
function or utility to art. Emma is prepared to agree with the description 
of art as a tool to address social issues when this comes up during the 
interviews, but soon adds that this is ‘not an area of interest’ to her. For 
Tim, in turn, the value of art is not necessarily visible ‘at the most 
intellectual level’ but at the level of stimulating people to think critically. 
He mentions, for example, how art teaches children and youths to 
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question the world and makes them realize that they are ‘allowed’ to 
think for themselves. For both Janet and Nathalie, the value of art seems 
to lie most clearly in the idea of artists being able to view things 
differently. Nathalie explains:

What I love about artists is that they really, they are capable of looking at 
the world through different glasses than others. It’s like they see 
something, they contemplate it and then they translate it into something 
that appeals to the eye but also to the mind. 

In the end, such views remain rather general and not specifically aimed at 
social engagement or to a particular affordance or utility. This is 
especially characteristic for aesthetics-first curators because for them the 
arts obviously have a high value but they refrain from either clearly 
defining that value or reducing it to some concrete utility.

This somewhat reserved attitude is also strongly visible whenever the 
curators talk about the (potential) impact that art can have in society. Tim 
considers a lot of art unfinished, of which it is hard to determine what the 
impact is other than in ‘art-historical value, or artistic or creative value.’ 
He’s not really ‘busy’ with societal impact and critically reflects on the 
concept of impact as something that is hard to determine. For Janet the 
question of impact is an interesting one seeing that she works with 
architecture.  She emphasizes the ‘environmental and sustainability edge’ 
as being more important than something just being ‘a pretty building’ but 
quickly adds that ‘it does help when it looks good.’ She sees her 
organization as operating primarily as a ‘broker’ in ‘bringing people 
together’ but maintains that impact otherwise is really hard to measure. 
Overall, indeed, none of the curators who primarily display this 
aesthetics-first attitude elaborately discuss the matter of impact. 
Indicative of their reserved approach, it seems as though impactful art 
would make it instrumental at the expense of its artistic value.

Finally, the aesthetics-first curator’s views on the role of funding in 
the arts highlight responsibility without infringing too much upon artistic 
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autonomy. Tim acknowledges that publicly funded arts organizations are 
required to act responsibly, but quickly adds that he doesn’t think that 
‘every art project then has to be societally engaged’ and that ‘there is 
beauty in art that dares to be autonomous.’ Emma similarly stresses the 
importance of acknowledging that funding oftentimes comes with certain 
requirements, in her case primarily involving attracting a wider audience. 
She doesn’t feel, however, that her ‘hands are really tied’ and highlights 
that appeal to a wider audience is part of the mission statement of her 
organization. It’s her aim to give a platform to creative youths who are 
engaged in graffiti to ‘further develop that creativity’ in a more 
‘constructive’ way ’for the community.’ Janet would talk about how 
funding often requires some form of impact but emphasizes that this is 
often ‘just incidental and not necessarily funded.’ The aesthetics-first 
curators, then, often refer to the reoccurring demand from funding 
institutions to engage with particular issues, such as attracting a wider 
audience, but connect this more often to artistic goals rather than to 
specific and pressing social issues. 

2.4.2 The political attitude
Political curators, on the opposite side of the spectrum, are much more 
vocal and pronounced in that they would maintain that art and social 
engagement are inseparable from each other and that art can bring change 
to society. They are political in a somewhat normative sense by 
expressing the conviction that social engagement should be a core 
element of the arts. Political curators, therefore, express highly critical 
views of both the current art field and society in general. Because of this, 
they also tend to give less attention to artistic matters and to works of art 
as static objects. Instead, the arts for the political curator are much more 
about projects and processes through which social engagement can occur.

In terms of the role of the curator, political curators see it as their job 
to address social and political matters and to seek social change. Isabel, 
who has ten years of experience as an independent curator in the 
Netherlands and recently got a position as a curator at an established art 
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organization, points to social engagement as a core element of her 
curatorial practices:

Yeah I, that is actually something that I continuously, like a sort of 
curator who is occupied with political topics, that has always been, that 
is a sort of bridge that influences my work in a certain way and my 
thoughts on what it means to organize exhibitions […], how I want to talk 
about what kind of society it is and how art reflects on that […]. 

Isabel considers herself to be an activist and has ‘one foot’ in the field of 
academia, which functions for her as a ‘connection of several worlds’ so 
that she knows what is going on in the ‘wider cultural field’. In a rather 
similar manner, Alice describes herself as a curator of contemporary art, 
specifically interested in living artists and ‘black art’ by focusing on 
‘black communities’ and African-American culture as something that she 
finds ‘underrepresented’ in the arts in the US. She says: ‘I wouldn’t 
necessarily refer to myself as an activist, but my work does border on 
activism.’ Social engagement, furthermore, can also be part of their job 
description. This is the case for Angela, for example, who has recently 
graduated from an art school and is now hired as a curator at an 
established art institution in the Netherlands. She describes how in her 
new job she has the responsibility to make the organization ‘more 
accessible, make it more inclusive, make it more diverse’ by focusing 
specifically on a ‘diverse target group’ and by moving ‘away from the 
standard arts and culture people.’ As such, political curators do not seem 
to draw clear boundaries between art and social engagement, including 
activism. 

In their evaluation of art, artistic criteria do not appear to be dominant. 
Angela describes herself during her art school education as ‘anything but 
aesthetic’ and isn’t interested in the aesthetics in her current position as a 
curator, saying that activism for her is ‘more valuable’ than aesthetics. At 
one point she says: ‘It doesn’t interest me one bit how it looks’ and sighs 
when she recalls how colleagues would be ‘stressed out’ about the 
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aesthetic justification of her projects. Instead, she primarily addresses 
non-artistic matters such as ‘the connections that you make along the 
way’ and ‘the exchange of knowledge and skills and interests’. US based 
curators tend to display a similar distance to matters of artistic concern. 
For US curator Justin, who is primarily concerned with artists that 
address climate change and sustainability issues, the most ‘interesting’ 
artworks are those that result in ‘ongoing discussions’ and employ novel 
ways to: 

depict these very serious issues of how our lifestyle harms animals, or 
forests and the ocean and people living in poorer areas with a lot of 
woods and wildlife, in very captivating ways, right. I think artists are 
capable of addressing those issues in very creative ways, you know, if 
they are not too abstract of course, but through all kinds of projects.

Indeed, artistic expressions addressing climate change in an activist 
manner are found to be effective in both addressing and imagining new 
ways of living to counter the issue at stake (Cozen, 2013). By evaluating 
artistic practices along these lines, political curators strongly emphasize 
ethical rather than artistic criteria in their aesthetic evaluations. Isabel, 
similarly, takes some distance from static art objects and instead focuses 
strongly on the artist. She repeatedly expresses her concern that activism 
in the arts seems to be primarily in ‘fashion’ without mentioning artworks 
or art projects. For her, a key element to social engagement and activism 
in the arts is a level of sincerity in terms of lived experiences. She praises 
an artist who speaks out of ‘a lived feminist and queer approach’ and 
wants to put such lived experiences ‘on the map’ while criticizing other 
artists for ‘ethno-queer marketing’ or ‘self-exoticizing marketing’ when 
they merely brand themselves with such experiences.

For the political curator, then, the value of art lies in the way it reflects 
on society and serves as an important space to address contemporary 
political and social questions. For them, artistic practices create a space 
for social engagement and activism. Along the lines of Bishop’s (2012) 
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notions of participatory art and social discourse, political curators seek 
out the type of artistic practice that activates its audience and invites a 
response beyond the aesthetics of it. Angela elaborates on how art offers 
a space to ‘break through’ societal ‘restraint,’ which she describes as 
‘micro-aggression things’ within society that implicitly keep people from 
speaking out against, for example, the government. This is similarly 
expressed by Rachel, a young curator in the US who refers to herself as a 
‘curator in diversity,’ when she states:

We now have a government that slams anyone who voices even just a tiny 
bit of critique. But it’s more difficult in the arts. As an artist, and I think 
also as a curator, you want to invite others to, you don’t want to convince 
others of a certain point of view necessarily, like for example newspaper 
journalists, but you want to invite others to critically reflect on 
something. You can’t slam that. 

For Justin, the arts offer a ‘space’ to promote change when he states that 
through art you can ‘show people in much more appealing ways’ what 
the consequences of our ‘consumerist lifestyles’ are and to ‘promote’ 
other ways to ‘relate to and take care of our planet.’ Angela expresses a 
similar point of view in stating that in arts organizations there is a ‘space’ 
to ‘imagine, not just the world we live in but also to offer an alternative’ 
and to ‘put things on the map’ that were ‘invisible’ before. More 
generally, therefore, the value of art for the political curator is found in 
how the arts offer a space for social commentary on multiple of levels. 
Beyond mere passive enjoyment, political curators evaluate artistic 
practices at times based on the extent in which they offer models for 
social and societal change. 

The political curators’ ideas of impact are closely linked to their 
perception of the value of art and how they stay at a distance from 
aesthetics and art objects. In their view, the arts have impact when they 
operate as a space for social commentary. What seems to be implied in 
their ideas about value and impact is a conviction that change that occurs 

60



in the field of art will seep through to the broader society. This is strongly 
expressed by Alice when she calls out to ‘collaborate more with black 
artists’ and to ‘hire more black artists’ in ‘galleries, exhibitions, 
museums, the big events.’ She adds:

It would be great if, you know I always say that the art of today is 
tomorrow’s art history, so we’re writing that right now and it would be 
great if black artists and artists from all kinds of minority backgrounds 
are part of that tomorrow’s art history.

Rachel displays a similar conviction when stating that if change, 
particularly in terms of diversity, is possible in the art scene she expects 
the rest of society to ‘catch on.’ Dutch political curators, however, speak 
less explicitly about the question of impact. Isabel, in talking about the 
issue of diversity as an example, emphasizes that for her diversity is not a 
‘project’ but something that is ‘continuous.’ She expresses the view that 
diversity is not achieved when one social group temporarily receives a 
‘platform.’ Instead, she wants people to ‘continuously think about the 
world we live in and continuously think about how little we think about 
this problem.’ Along these lines too, impact is perceived similarly as a 
type of change that expands in time and space beyond just the arts. 

Similar to their criticism of the art field in general, political curators 
are critical of the way cultural policy is implemented by cultural 
organizations and how funding is attributed. Angela, for example, is 
overall quite positive about cultural policy and how it initiates certain 
changes. In practice, however, she emphasizes how cultural organizations 
are primarily preoccupied with ‘ticking boxes’ and adhering to subsidy 
requirements. Instead, what she would like to see is not only change 
applied to artists and exhibitions, but to cultural organizations internally 
‘to make room for other people.’ For US political curators, the criticism 
to arts funding is primarily aimed at corporate sponsorship. Justin 
pessimistically stresses that in the US, in his experience, companies often 
provide funding for arts organizations to ‘piggyback’ on the status of 
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such organizations. He would rather see that funding is aimed at 
‘stimulating radical and innovative ideas’ because companies could really 
‘benefit’ from what artists can ‘bring to the table.’ He remains undecided 
and somewhat unclear, however, in how such a funding scheme should 
be organized. For the political curator, then, cultural policy and arts 
funding revolve predominantly around intended outcomes and potential 
rather than artistic elements and objects.

2.4.3 The acquiescent attitude
Finally, the acquiescent curator expresses an optimistic attitude and 
willingness towards social engagement in the arts, while remaining 
reserved in their curatorial practices. As such, the acquiescent curator 
takes position in between the aesthetics-first and political curator. For this 
type of curator, social engagement is not a necessary condition of 
contemporary artworks, artists and artistic practices. Acquiescent curators 
and the organizations they work for, however, work much more often 
with matters of a social and political nature than aesthetics-first curators 
do but simultaneously refrain from the high level of socio-political 
engagement that political curators display.

Acquiescent curators see themselves and curators in general as being 
in the position to promote social engagement but are often quick to 
downplay their role. Emily, a UK-based curator who has worked a lot 
with both historic and contemporary art and has an interest particularly in 
British and American art, sees it as ‘the role of the curator’ to look at how 
artworks are ‘framed’ and how these can ‘address’ certain social issues. 
She remains somewhat reserved, however, by stating: 

I think when you’re working in an institution, I think you have an 
opportunity to push that institution to be more diverse or to engage more 
[…]. But also you have to take into account that you are programming 
for an institution and they have their own set of guidelines and their 
exhibition policies and their own focus as well in terms of where they 
might sit.
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Similarly, Kim, who has worked as a curator in the Netherlands up until 
recently and works primarily with media art, states that she indeed has 
worked with ‘activist artists’ for exhibitions, but is quick to add that those 
were artists who worked more ‘implicitly’ not necessarily to achieve 
change but to put ‘social movements in motion.’ As such, acquiescent 
curators primarily want to create the conditions for change to happen 
rather than aim for change themselves. Lindsay, who refers to herself as 
an arts programmer and producer curating projects and organizing 
exhibitions for a large cultural organization in the UK, elaborates on how 
all of her work is ‘rooted’ in ‘social need’ and it ‘motivates’ her that the 
work is ‘socially, politically relevant’ while still describing the way they 
do things very much as a ‘creative act.’ 

In their evaluation of artworks and artists, the acquiescent curators 
would argue that art and social engagement can go together. Emily states 
this explicitly when she says that ‘you can be an artist and an activist, I 
don’t think these things have to be mutually exclusive.’ Lindsay almost 
uses the same words in stating that she doesn’t believe that art and 
activism ‘need to be exclusive’ and adds that ‘some people have been 
calling themselves art activists or artivists.’ Because of this, artistic 
criteria sometimes seem to become less important. This is expressed by 
Cindy, an experienced Dutch curator who was involved in initiating 
various cultural organizations, when she discusses a known Dutch 
activist artist who does not ‘work with aesthetics.’ Although she would 
have been very ‘critical’ about this before, she now has a lot of ‘respect’ 
for what the artist has achieved. Interestingly, however, she questions 
whether this artist would reach more people if his work contained more 
of a ‘visual or aesthetic component.’ 

Acquiescent curators, furthermore, are less reserved in their views on 
the value of art than aesthetics-first curators and less explicit than 
political curators. For Lindsay, the arts seem to function as a space to 
address societal issues when she argues that the arts have a lot of ‘power 
or potential’ to think about ‘big issues’ in ‘divergent or fresh ways.’ She 
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points to politics becoming increasingly ‘divisive’ and the arts 
functioning as ‘spaces where change can happen.’ Kim seems to share 
this view when she describes art as a ‘communication tool, to tell a story 
from a certain experience or perspective.’ Cindy and Emily give more 
concrete substance to their views on the value of arts, primarily by 
referring to the embeddedness in underprivileged communities. Cindy 
refers to setting up a school program and a community editorial through 
which the community of the organization she initiated and curated for is 
more engaged and can ‘react to the program.’ Emily, similarly, stresses 
the importance of reaching ‘audiences who maybe aren’t accessing their 
institutions already’. Kim, Cindy and Lindsay all emphasize, however, 
that working in the arts is not a substitute for ‘social work’. Kim says:

Of course you can be a socially engaged organization, but, yeah I don’t 
know, because of course you’re not a youth center, it’s not a community 
home. There has to be art on the table, you know, you also want to show 
something good. 

 Similarly, Cindy maintains that curators and artists are not ‘trained’ for 
social work and questions whether cultural organizations are responsible 
for taking on societal issues such as ‘cohesion, safety and that kind of 
stuff.’ Lindsay sees a ‘danger’ in viewing the arts as ‘replacement for 
things like social work.’ They therefore draw a clear boundary: socially 
engaged art may address social issues, primarily on a more local scale, 
but acting on them would be a matter of social work in most cases and 
this is not a requirement or expectation of curators and artists. This 
strongly resembles Rancière’s (2009) argument of artistic practices that 
eliminate themselves as separate artistic domain when they become 
indiscernible from other social practices. Acquiescent curators, therefore, 
particularly struggle in connecting a social and artistic discourse with 
regards to their evaluations of art in general and socially engaged art in 
particular. They applaud some level of social engagement in artistic 
practices and recognize the power of artistic practices to induce social 
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change, but for them such social criteria risk turning art into a mere 
social practice when they are acted upon.

This somewhat reserved attitude also translates into what acquiescent 
curators think of the impact of art. Kim, quite similarly, openly wonders 
whether something like diversity is an ‘aim that you can achieve’ in 
smaller organizations and remains conflicted about activist art on the art 
market. She provides an example of an experience at the home of an art 
collector who had a work by a known activist artist in his kitchen:

[…] and then it just hangs in the kitchen as a status symbol where 
everybody is sipping champagne and acting cool […], I really think 
that’s, well maybe it’s not painful, maybe it’s just incredibly ironic or 
something. Because it’s also not as if [the artist] made a lot of money of 
it, you know.

Kim is less critical about artists being commercially inclined, however, 
when she describes it being like ‘blaming the vegan for wearing leather 
shoes, while he already does a lot more than the average person,’ Even 
though she isn’t sure about the scope of societal change that can be 
achieved by socially engaged or activist art, she maintains that at least it 
is not a ‘sham’. For Cindy, impact is visible in the way art reflects 
society, which she explains by pointing to how art gives ‘expression’ to 
what happens in society. When the question of impact came up during the 
interview with Emily, however, she referred to attention most 
prominently, first by pointing to ‘press and publicity’ and ‘what attracts 
more audiences’ in general and soon after by pointing to works ‘being 
discussed in a sort of critical sphere.’ 

With regards to funding, finally, acquiescent curators position 
themselves somewhere between approving of the influence that funding 
bodies can have through their funding schemes on the one hand and 
resisting the funding criteria that come along with those schemes on the 
other hand. Kim implies this when she states that as an arts organization 
you need to ‘professionalize’ if you want to secure funding, while 
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pointing to how her organization started out as a bottom-up initiative and 
puts effort into maintaining that approach. Emily, in turn, says:

It can be tricky because sometimes you feel that you are developing an 
application in order to fit that criteria and sometimes maybe that’s not 
always possible as well as you like to. But I think ultimately it’s actually 
really good to have that sort of influence and that pressure […] because 
[…] personally I think ultimately if you’re not engaging your audiences 
and not engaging a broad audience or wide audience then as a curator 
working in a gallery you’re not doing your job.

Cindy elaborates on how the organization she initiated quickly became 
part of city-level cultural policy and how this resulted in a transition 
towards an audience increasingly from the community with ‘bicultural 
backgrounds’ and characterized by ‘social inequality.’ At the same time, 
she stresses that such an audience is ‘hard to reach’ and that a 
considerable part of the audience is ‘already interested in arts and 
culture.’ Like political curators, then, acquiescent curators often link 
cultural policy and arts funding to social matters such as attracting 
specific social groups. That is, however, a different way of dealing with 
art’s social relevance than activist art is. Both have social goals, but 
where the former is primarily about trying to make any art accessible to 
the broadest possible audience, which is also generally recognized a main 
goal of national cultural policies, the latter is about more specific criteria 
pertaining to the desired social impact of critical works of art. At the 
same time, like aesthetics-first curators, the acquiescent ones rarely lose 
track of the artistic element in art.

2.5 Discussion
The aim of this paper has been to provide an important empirical 
contribution to the growing body of literature surrounding the topic of 
social engagement in the arts, by studying how curators use social 
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engagement as a criterion in their evaluative practices. By distinguishing 
between three curator attitudes, the analysis shows that there are different 
approaches towards social engagement in the arts among cultural 
intermediaries. Aesthetics-first curators, first, acknowledge an increased 
visibility of social engagement in the arts but question whether the art 
field is a suitable space to address specific social or political matters. For 
them to still consider socially engaged art as indeed art, any form or 
mode of social engagement should ultimately stand in service of aesthetic 
criteria. Political curators take on an opposite approach. They maintain 
that art should be about social engagement and tend to subjugate 
aesthetics to the social and political intent of artworks and artists. 
Political curators, therefore, draw a very different boundary and leave a 
lot of room for typically non-artistic matters in the arts, such as 
community work, activism or societal critique. Acquiescent curators, 
finally, position themselves somewhat in-between. They are open to some 
level and degree of social engagement in the arts, but do not clearly 
prefer or prioritize one over the other. With regards to social engagement 
in the arts, therefore, different degrees of acceptance exist next to each 
other among cultural intermediaries. Although on the one hand a strict 
dichotomy between a more artistic and a more social discourse in art 
evaluation (e.g. Bishop, 2012) is visible among some curators, others 
maintain a more nuanced and acquiescent attitude towards social 
engagement in the arts. 

There is an important cross-national element here. Dutch curators, 
first, primarily displayed an acquiescent and political curatorial approach. 
This can be explained in part by looking at Dutch cultural policy, which 
has come to include social issues (Delhaye, 2008, 2018). Furthermore, 
seeing that the budget for arts funding in the Netherlands is relatively 
large, many of the cultural institutions that curators work for receive 
funding and hence are instrumental in implementing cultural policy. 
Interestingly enough, however, such an explanation would lead us to 
expect US curators to primarily display an acquiescent curatorial 
approach to social engagement in the arts. Although indeed two out of 
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five interviewed US curators are considered acquiescent, three display a 
political approach. In the US, however, identity politics are particularly 
pervasive in the arts and for its proponents political and ideological 
criteria are often found more decisive than aesthetic ones (De Duve, 
2019; Selz, 2006). Indeed, identity politics constitutes an important 
theme among political curators in their discussions of the role of the arts 
in matters of (gender and ethnic) inequality. For political curators and 
particularly for the US art can no longer be neutral and requires an 
ideological, normative position. UK curators remain predominantly 
acquiescent. The UK is less of an architect and more of a patron state 
(Chartrand & McCaughey, 1989) and, seeing its more recent cultural 
policies and budget for public arts funding, perhaps today still (Belfiore, 
2004, 2012). Because of this, the UK government is less capable of 
imposing social measures through its cultural policies than the Dutch 
government, while still maintaining some level of influence in 
comparison to the US.

These findings have two important implications. First, it could be 
argued that socially engaged art constitutes a distinct art movement or 
perhaps genre, roughly defined along the symbolic boundaries that 
especially the aesthetic and political curators draw. Particularly 
interesting, the curators interviewed here are all accepting of socially 
engaged art regardless of their attitude towards it in their own practices, 
albeit to different degrees. The pervasiveness of social and ethical 
considerations in their evaluative practices, particularly for political 
curators, indicates perhaps that curators increasingly apply heteronomous 
criteria in evaluating contemporary works of art. De Duve (2019: 68) has 
argued that the current focus on ideological content and form in the arts 
turns artists into “standard-bearers for a group and their works into 
tokens of whatever identity that group wished to project.” This suggests 
that when social engagement is increasingly accepted within the arts, 
artists return to representation. Without general consensus, however, this 
development entails a struggle over classification. Artistic classification 
requires continuous enactment within the art field (Becker, 1982). What 
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seems to be the case and what perhaps plays out differently between 
different national contexts, therefore, is that curators still strongly differ 
in their classification of socially engaged art, be it explicit cases of 
activism or art that is socially embedded within a community. Although 
this is beyond the scope of this paper, this difference in classification 
could be a struggle for the symbolic capital (Bourdieu, 1993) to decide 
on what is and what is not art. Although the findings in this paper suggest 
empirically that social engagement as a criterion to evaluate art is present 
among cultural intermediaries, more research is needed specifically into 
the nuanced boundaries that different cultural intermediaries draw in 
relation to social engagement in the arts. 

Second, the type of socially engaged art that is often discussed by 
aesthetics-first, acquiescent and political curators, pertains to art in the 
form of projects more so than in the form of static objects. This resonates 
with Felshin (2006), for whom examples of activist art primarily take the 
shape of processes rather than objects or products and take place outside 
of the context of art world venues. The general artistic criteria that are 
often applied to artworks, however, often imply an art object that is 
characterized by aspects such as form, shape, color and depiction. These 
criteria cannot be applied easily to art that is process oriented. 
Indicatively, aesthetics-first curators tend to focus on aesthetic criteria 
and refer to non-art contexts specifically for artists or art projects that 
address social, societal or political matters. Political curators, in turn, 
tend to focus on how social, societal and political questions and issues 
can be addressed through and within the arts while general artistic criteria 
for them seem to be of lesser importance. This fits the approach of 
sociability (Bourriaud, 2002) and participation (Bishop, 2012), while 
Rancière’s (2009) attempt to reconsider aesthetics as politically powerful 
through its autonomy finds little resonance with the political curatorial 
attitude that is most explicitly focused on achieving social change. 
Conceptually, Rancière (2009) makes a strong argument. In practice, 
however, curators are less likely to attribute political potential to artistic 
expressions that are geared towards social change through societally 
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ameliorative practices. Perhaps, therefore, social engagement is more 
readily associated with artistic genres such as performance art and 
conceptual art (Carter, 2009), which are less object-oriented and already 
enjoy some level of institutionalization. Furthermore, although others 
have differentiated between art that incorporates social content and art 
that is social in its form (Roose, Roose & Daenekindt, 2018), the two are 
still often used interchangeably. To avoid a vague and overly general 
definition of social engagement in the arts, research should take into 
account this differentiation more critically.  
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Footnotes

1 In 2018, the Dutch government, on a national and local level, spent 
roughly 0.28% (777 million euro) of total spending (277 billion) on 
arts and culture related institutions, organizations, events and projects 
(Ministerie van Onderwijs, Cultuur en Wetenschap, 2018).

2 In 2018, the Department for Digital, Culture, Media and Sport in the 
UK spent approximately 0.19% (1.5 billion pond) of total expenditure 
(813 billion pond) on arts and culture (Department for Digital, 
Culture, Media and Sport, 2018).

3 In 2018, total US government funding for the arts amounted to an 
estimated 0.03% (1.368 billion dollar) of total government spending 
(4.1 trillion dollar) on the federal, state and local level (Stubbs & 
Mullaney-Loss, 2019).

4 See Appendix A for the informed consent form used for each 
interview.
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CHAPTER 3
NO NEWS NO USE? NEWSPAPER COVERAGE 

OF ARTIVISM IN THE NETHERLANDS, 
UNITED KINGDOM AND UNITED STATES

3.1 Introduction
News media have become increasingly dominant within the fields of both 
art (Kuipers, Janssen & Verboord, 2008) and politics (Cook, 1998) by 
determining what is important (Champagne, 2005). Like curators, art 
journalists can be considered cultural intermediaries. They shape the 
perception of artists by selecting, evaluating and writing about artists and 
their artistic practices. When a newspaper devotes a lengthy article to a 
particular artist in a section devoted to arts and culture, its journalists and 
editors signal that the artist in question is worthy of receiving attention. 
This is for example visible in the following illustrative headline: Ai 
Weiwei retrospective at the Hirshhorn1.

As such, the art journalists writing for newspapers act as cultural 
intermediaries by selecting and evaluating particular artists, artworks or 
art events (Janssen & Verboord, 2015). At the same time, newspaper 
coverage encompasses more than just art journalism. News media in 
general are often seen as determinant for the political field as well as the 
art field (Bourdieu, 2005). They contribute in the creation of public 
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opinion (Champagne, 2005) and by producing news and framing events, 
news journalists determine what is societally relevant (Esser & 
Strömbäck, 2014). For example, in the same newspaper as from the 
example above, in the same year, an article with the following headlines 
signals that the same artist is worthy of receiving attention for political 
rather than artistic matters: Chinese dissident artist ends year of 
probation, but is still under scrutiny2.

This chapter, therefore, involves an analysis of how newspaper 
coverage of artivism differs between the Netherlands, the United 
Kingdom and the United States and between quality and popular 
newspapers, to provide insight into the mechanisms through which 
artivists achieve artistic status and societal impact and what the role of 
their art and activism is in this.

3.2 The field of newspaper journalism
Newspaper coverage constitutes a particularly good measure for societal 
relevance. First, from a cultural sociology perspective, among the several 
media outlets that people use to consume news and that together 
constitute their media repertoires (Hasebrink & Popp, 2006), newspapers 
play a particularly important role in legitimating artists and artworks 
(Purhonen, Heikkilä & Hazir, 2017). Particularly in the case of elite 
newspapers, art journalists are perceived as cultural intermediaries whose 
selective and evaluative practices shape the perception of both artists and 
artworks (Kuipers, Janssen & Verboord, 2008). Hence, by studying 
newspaper coverage on art, for example, scholars have analyzed the 
artistic legitimacy of popular music (Van Venrooij & Schmutz, 2010), 
ethnic boundaries within literature (Berkers, Janssen & Verboord, 2013), 
the globalization of arts and culture (Janssen, Kuipers & Verboord, 2008) 
and changes in newspaper art reviews (Heikkilä & Gronow, 2017). 
Cultural journalists are driven less by audience demand than journalists 
from other news areas (Hovden & Kristensen, 2018) and therefore have a 
strong say in deciding what is and what is not art. 
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Second, from a political science perspective, information about 
society is communicated and consumed primarily through news media to 
the extent that they determine to a considerable degree what news is 
considered societally relevant (Esser & Strömbäck, 2014). As key actors 
in the realm of news media, newspapers and newspaper journalists take 
an intermediary role in the field of politics (Cook, 1998). The way in 
which newspapers frame events that relate to politics and activism plays 
an important role in how these are represented in national debates and 
public discourse. As such, newspapers have been found to influence the 
representation of election campaigns (Miller, Peake & Boulton, 2010), 
political scandals (Puglisi & Snyder, 2011), political protests (Oliver & 
Maney, 2000) and pressing societal debates such as climate change 
(Schmidt, Ivanova & Schäfer, 2013). Even though most newspaper 
outlets have seen considerable declines in the number of subscriptions 
due to new digital media (Thurman, 2013), online news consumption is 
perceived to revolve closely around the webpages of the typical 
mainstream news outlets that people also fall back on for their offline 
news consumption (Flaxman, Goel & Rao, 2016). 

There are, however, important differences between newspaper outlets. 
Similar to the distinction that Bourdieu (1993) made in his field theory 
between restricted and large-scale cultural production, Bourdieu (2005) 
distinguishes between restricted and large-scale news media production 
in the field of journalism. Along the same lines, I distinguish between 
quality and popular newspapers. Quality newspapers primarily target the 
policy-making and intellectual elite and strongly influence the standards 
for news production and opinion making (Verboord & Janssen, 2015). 
Particularly relevant for arts and culture, they are important in 
legitimizing cultural forms (Janssen, Kuipers & Verboord, 2008). Popular 
or tabloid newspapers, on the other hand, primarily include entertainment 
content to attract a wide sensation-seeking audience (Boukes & 
Vliegenthart, 2017). Popular newspapers therefore often publish articles 
revolving around popular culture entertainment and sensation. Artivism, 
in its very combination of art and activism, has little affinity with such 
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entertainment. Hence the first hypothesis states that quality newspapers 
cover artivists more often than popular newspapers (1).

At the same time, quality newspapers have historically devoted 
considerably more space to the arts than popular newspapers have and 
often maintain elaborate cultural supplements in contrast to popular 
newspapers (Purvonen, Heikkilä & Hazir, 2017). As such, quality 
newspapers have separate sections devoted exclusively to the arts and are 
likely to primarily publish their coverage of artivism in arts and culture 
sections. In contrast to popular newspapers, then, quality newspapers are 
likely to over artivist more strongly within in separated, artistic context. 
In other words, although I expect quality newspapers to pay more 
attention to artivism, their attention is reserved for their cultural, rather 
than political, news or other non-arts sections: quality newspapers cover 
artivists primarily in arts and culture sections (2a) while popular 
newspapers cover artivists primarily in non-arts and culture sections 
(2b).

In a similar line of reasoning, when newspaper coverage of the arts is 
placed separately in cultural sections, this can be expected to result, 
content-wise, in a larger emphasis on artistic rather than political content. 
Indeed, the cultural journalists employed by quality newspapers to cover 
arts and culture are considered as gatekeepers and tastemakers in relation 
to the arts (Purvonen, Heikkilä & Hazir, 2017) and I therefore expect 
them to cover artivism primarily within an artistic context. In contrast, 
popular newspapers would focus less on the art of artivism due to their 
lack of arts and culture overage in general: in their coverage of artivism, 
quality newspapers display more artistic content than popular 
newspapers (3).

3.2.1 Newspaper coverage in cross-national context
Bishop (2012) tries to explain the prevalence of various forms of 
societally engaged art by arguing that the justification for spending public 
money on art is accepted more easily by neoliberal governments and their 
constituencies when art’s societal value is emphasized. This argument 
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reappears often and draws attention to the societal position of artists.  
After the Second World War, existing systems of classification such as 
between fine and popular art (Alexander, 2014) or highbrow and 
lowbrow art (DiMaggio, 1987) eroded, slowly breaking down the 
autonomous position of the arts and its art for art’s sake principle 
(Bourdieu, 1993). The art market generated increased attention 
(Thompson, 2008) with record-breaking prices for artworks by both old 
masters and contemporary living artists, even though art dealers often 
deny commercial interests (Velthuis, 2005). Furthermore, and more 
importantly, the state in many Western democracies becomes increasingly 
interested in the transformative power and ideological content of artistic 
expressions towards the 21st century. Indicatively, Belfiore (2004, 2012), 
García (2004) and Gray (2007) each refer to the instrumentalist approach 
in recent cultural policies of various Western democracies in which 
public funding of arts and culture is expected to result in measurable 
returns, mostly in economic terms. 

National policies on arts and culture, therefore, indicate the role of art 
within a national context. Their effect on newspaper coverage of artivism 
is difficult to measure. However, a cross-national comparison can be 
drawn between the Netherlands, UK and US and although national 
policies will not predict how newspapers cover artivism, they do provide 
direction. 

As already mentioned before, the Netherlands can be considered an 
architect state (Chartrand and McCaughey, 1989), as the Dutch 
government spends relatively much on arts and culture and recognizes 
the important role of arts and culture for social cohesion (Delhaye 2008, 
2018). The UK, next, functions as a patron state (Chartrand and 
McCaughey, 1989). The UK budget for arts and culture funding is 
considerable, but less than is the case in the Netherlands and its cultural 
policies strongly emphasize the instrumental role of arts and culture in 
terms of inclusion and urban regeneration (Belfiore, 2004, 2012). The 
US, in contrast, can be characterized as a facilitator of the arts according 
to the Chartrand and McCaughey (1989) model. Little public money is 
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spent on arts and culture at the national level in comparison to the 
Netherlands and the UK. Instead, the US has a history of stimulating 
private arts funding by incentivizing foundations, corporations and 
individuals with tax benefits (Strom, 2010).

Because of these differences, it is likely to expect that social 
engagement plays a relatively important role in the arts in the 
Netherlands and the UK and much less so in the US. Cross-nationally, I 
expect these differences to be reflected in the content of the newspaper 
coverage of artivism in each country. Hence the last hypothesis: 
newspaper coverage of artivism displays the least political content in the 
US, followed by the UK and the Netherlands respectively (4).

3.3 Research design

3.3.1 Data
The empirical analysis focuses on newspaper coverage of six cases of 
artivists in the Netherlands, the United Kingdom and the United States. 
For each country two quality and two popular daily newspapers were 
selected to retrieve a sample that is somewhat representative of 
newspaper coverage in all three countries. Popular newspapers are 
perceived as focusing primarily on covering news in relation to 
entertainment whereas quality newspapers focus primarily on covering 
in-depth news stories and opinion pieces (Purhonen, Heikkilä & Hazir, 
2017). Furthermore, popular newspapers often come in the form of (red 
top) tabloids, whereas quality newspapers often still come as broadsheets. 
For each country, newspapers were selected on the basis of a 
combination of circulation and availability on LexisNexis. They are 
displayed in Table 3.1. 
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Table 3.1: Selected newspapers per country with estimated 
circulation.

LexisNexis was used to collect all newspaper articles for the twelve 
selected newspapers in which the names of one or more of the selected 
artivist cases were mentioned within the time frame of 2010 until 2015 to 
ensure data could be collected on each artivist case. Articles that were 
less than 50 words in length were omitted, as these often included short 
notifications and one-sentence reviews rather than meaningful and in-
depth coverage of an artivist. Furthermore, articles that mentioned an 
artivist only once and were longer than 1,000 words were omitted, as 
many of these did not have an artivist as their principal topic. The 
resulting dataset contains 2,010 newspaper articles (out of 2,351 initially 
collected in total).

Country Quality Circulatio
n

Popular Circulation

NL3 NRC 210,000 Algemeen 
Dagblad

380,000

De Volkskrant 300,000 De Telegraaf 475,000
UK4 The Evening 

Standard
796,640 The Daily 

Mirror
488,829

The Daily 
Telegraph

315,270 The Daily Star 310,246

US5 The Washington 
Post

431,000 USA Today 1,424,000

The New Work 
Times

731,000 The Daily 
News

360,000
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3.3.2 Measures
Through a computerized content analysis, assisted by Python and 
RStudio6, the articles were coded for several variables. First, article 
content was conceptualized in two directions, artistic content and 
political content. All unique words of the remaining articles in the 
dataset, except for stopwords, were coded manually for being related to 
either arts, politics or neither, of which a small excerpt is visible in Table 
3.2. No inter-coder reliability was calculated due to only one coder being 
involved. Intra-coder reliability, however was calculated with a three-
month interval (Cohen’s kappa equals to .083). The resulting arts and 
politics dictionaries7 were fed into a Python code to count the presence of 
artistically and politically oriented words for each article text, providing 
two scores for each article. 

Table 3.2: Example artistic and political words.

Second, for article section, the section mentioned with each article was 
coded and then recoded for each article in one of seven sections based on 
the largest visible sections within the data: culture (pertaining to arts, 
culture, leisure, lifestyle and tourism sections), economy (pertaining to 
economy, business and finance sections), entertainment (pertaining to 
gossip, media and television sections), news (pertaining to news, 
breaking and front page sections), opinion (pertaining to opinion and 

Artistic content Political content Neither
macbeth magistrate macchiato

madonna majesty machine
margritte manslaughter macro

mannerism marxist mad
masterpiece mayor madam

… … …
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editorial sections), politics (pertaining to politics and foreign affairs 
sections) and unused (pertaining to sports, obituary, science and 
remaining sections). 

Article length was calculated on the basis of word count and used as a 
control variable for article content. The longer an article, the more 
diffused its focus on either artistic or political content could be. 

3.3.3 Method of analysis
As the measures for article content are based on counts, the dataset 
exhibits very skewed distributions. A non-parametric Wilcoxon rank-sum 
test and a Kruskal-Wallis test were therefore employed for statistical 
testing to compare between quality and popular newspapers on the one 
hand and between Dutch, UK and US newspapers on the other hand. 
Furthermore, several descriptive statistics are reported for the remaining 
hypotheses when analysis of variance is not needed and, more 
inductively, when initial expectations or hypotheses could not easily be 
formulated.

3.4 Results
The results are discussed in several steps. First, I elaborate on the main 
differences between quality and popular newspapers in terms of general 
distributions. Second, I zoom in on the content of the newspaper articles 
in the dataset. Third, I report on the cross-national comparison and finally 
discuss this in a geopolitical context.

3.3.1 Quality newspapers versus popular newspapers
Out of the total number of newspaper articles in the dataset, 1,584 
newspaper articles were published by quality newspapers while popular 
newspapers account for only 426 newspaper articles about artivists. This 
already confirms our first hypothesis that quality newspapers cover 
artivists, at least in the case of the selected artivists, more often than 
popular newspapers. As is visible in Table 3.3, for every popular 
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newspaper article on one of the six artivist cases in this study, there are 
3.72 quality newspaper articles overall. 

Table 3.3: Quality and popular newspaper coverage on artivism.

Broken down by country, the differences between Dutch, UK and US 
quality and popular newspapers are similar. The ratio scores of quality 
newspaper articles to popular newspaper articles is relatively highest for 
the US, where a market logic within the realm of newspaper outlets is 
most dominant, and lowest for the Netherlands. The explanation that 
popular newspapers are much more incentivized by economic profit 
(Boukes & Vliegenthart, 2017) and therefore cover arts and culture less 
overall, indeed points to the expectation that US popular newspapers 
cover artivism much less than their quality counterparts and less than is 
the case for the Netherlands and the UK. 

The large difference between quality and popular newspaper attention 
to artivism says something about the attention of artivism in the broader 
society. In the Netherlands, this attention is relatively high, as Dutch 
popular newspapers seem to have a larger circulation than Dutch quality 
newspapers (Table 3.1), which means that the former reach more people. 
Overall, however, quality newspapers are often aimed at the intellectual 
elites (Janssen, Kuipers & Verboord, 2008) and focus much more 
explicitly on arts and culture than popular newspapers do. Engagement 
with artivism within the broader society, to that extent, remains 
somewhat limited in light of the low coverage numbers among popular 
newspapers. 

Quality Popular Ratio  quality to popular
All 1,584 426 3.72

NL 425 166 2.56
UK 477 143 3.34

US 682 117 5.83
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Figure 3.1: Distribution of newspaper articles over newspaper 
sections.

This is still a very preliminary conclusion however. When looking more 
closely into how newspaper cover artivism, it quickly becomes visible 
that quality newspapers cover artivism much more often in cultural 
sections than is the case for popular newspapers (Figure 3.1). This 
confirms our second hypothesis (both 2a and 2b). Again, popular 
newspapers are known to focus strongly on entertainment (Boukes & 
Vliegenthart, 2017) and are likely to have no or very few sections 
specifically devoted to arts and culture, while quality newspapers shy 
away from entertainment and cover art forms which are traditionally 
characterized as highbrow more often and more elaborately (Purvonen, 
Heikkilä & Hazir, 2017). Compared to quality newspapers, popular 
newspapers cover artivism much less, and their coverage is found 
primarily in news sections. It could be argued, therefore, that when 
artivists generate attention in the broader society through coverage in 
popular newspapers, they are seen much less in an arts and culture 
context than is the case for quality newspapers. 

A similar explanation can be given when the sectional distributions of 
newspaper coverage are compared on a national level (Figure 3.1). 
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Popular newspapers are likely to have very few sections specifically 
devoted to arts and culture, which means that coverage of artivism in 
popular newspapers will be in other sections. Yet, on this level there are 
interesting differences between countries. For Dutch newspapers the 
lower level of artivism coverage in cultural sections for popular 
newspapers comes with an increase in news sections. Both Dutch quality 
and popular newspapers cover artivism considerably in cultural and 
political sections. This suggests that artvism for Dutch newspapers is as 
much about politics as it is about art, at least more so than is the case for 
the UK and US. This comes as no surprise considering the Netherlands to 
be an architect state with regards to arts and culture (Chartrand & 
McCaughey, 1989) and in light of its strong focus on the social role of art 
in its cultural policies (Delhaye, 2008, 2018).

US quality newspapers show a strikingly similar distribution of 
cultural (both roughly 50%) and political (both over 25%) sections, 
which is interesting with regards to its oppositional position on arts 
funding to the Netherlands. US quality newspapers, particularly the New 
York Times, have much more international status. This could easily 
influence Dutch newspapers. US popular newspapers, however, cover 
artivism less in cultural sections, virtually not in political sections and 
much more often in news and entertainment sections. Furthermore, the 
large proportion of coverage in entertainment sections among US popular 
newspapers especially is indicative of popular newspapers covering 
entertainment (Boukes & Vliegenthart, 2017). 

In contrast to both Dutch and US newspapers, UK quality and popular 
newspapers cover artivism primarily in news sections. In UK quality 
newspapers, just over 25% of artivism coverage is found in cultural 
sections and less than 5% in political sections. The lower percentage of 
cultural sections for UK popular newspapers seems to be replaced almost 
entirely by news sections. Newspaper coverage of artivism by UK 
newspapers, therefore, revolves primarily around news value rather than 
artistic or political value. This makes the UK a particularly interesting 
country, as it seems to be the case that artivists make the mainstream 
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news in UK newspapers much more often than in the Netherlands or in 
the US, albeit much less in political sections. This begs the question 
whether such a sectional distribution is also reflected in the content of the 
newspaper articles.

3.4.2 Artistic versus political content between newspaper types
The third hypothesis implies that one group (quality newspapers) 
displays more artistic content than another group (popular newspapers). 
To test this, a non-parametric Wilcoxon rank-sum test was employed to 
compare the two groups (see Table 3.4).

Table 3.4: Wilcoxon rank-sum tests for newspaper content.

Adjusted p-values: p < .1: *; p < .05: **; p < .01:  ***

The Wilcoxon rank-sum test indicates a statistically significant difference 
between popular and quality newspapers in terms of their focus on both 
artistic and political content in newspaper articles, on the basis of which 
the null-hypothesis that there is no difference between the two groups of 
newspapers can be rejected. 

How the two differ becomes apparent when looking at the median 
scores. When ranked, the top half of both quality and popular newspapers 
contain more than 8 and 11 politically oriented words respectively8. For 
both quality and popular newspapers, this is higher than the median 
scores for artistic content, which the Wilcoxon rank-sum test indicates to 

Artistic content
median

Political content  
median

Average length 
in words

Popular  
newspapers 
(n=426)

4*** 8*** 328

Quality 
newspapers 
(n=1,584)

8*** 11*** 570
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be statistically significant. Both quality and popular newspapers, in other 
words, appear to be more interested in the politics than they are in the art 
of artivism, although this is true particularly for the latter. The two 
excerpts below exemplify this: while in quality newspapers, coverage of 
artivists often combines attention to both the art (underlined in italic) and 
activism (underlined) of an artivist, in popular newspapers the art of 
artivism receives much less attention. 

Early in her talk, Ms. Ross showed a photo of Pussy Riot, the Russian 
feminist protest group. ''Before there was Pussy Riot, there was 
Yakobson,'' she said. She presented Yakobson as an artist who used ballet 
to challenge authoritarian rule. Under the threat of censorship (and 
potentially much worse), he resisted in covert ways, she said, ''claiming 
ballet was innocuous while making it a weapon.'' (New York Times; 
October 23, 2015; the Arts/Cultural Desk; 438 words)

Pussy Riot gained international notoriety after a series of Moscow 
protests in which the women wore brightly colored mini-dresses and 
balaclavas covering their faces while chanting anti-government slogans 
in public spaces for mass-media appeal. (USA Today; November 20, 
2014; News; 255 words)

Quality newspapers display higher median scores for artistic and political 
content than popular newspapers do. This means that quality newspaper 
can be consider both more artistically and more politically oriented than 
popular newspapers when it comes to their coverage of artivism. The 
difference in article length is relatively large, but taking word count into 
account, quality newspapers can still be seen to have a stronger focus on 
both arts and politics than popular newspapers. By displaying more 
artistic and political words in and devoting more words to their coverage 
of artivism, quality newspapers seem to discuss both the art and activism 
of artivism more elaborately than popular newspapers do. These findings, 
therefore, largely confirm our third hypothesis.
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As legitimizers of arts and culture and representatives of elite and 
public opinion (Janssen, Kuipers & Verboord, 2008), however, quality 
newspapers cover artivism in an art context primarily on the level of 
sections and in a political context primarily on the level of content. These 
differences therefore beg the question how both newspaper types differ 
when taking into account the section in which articles about artivism are 
published. A non-parametric Kruskal-Wallis test, having met the 
assumption of homogeneity of variance, indicates that quality newspaper 
articles published in cultural sections are focused very strongly on artistic 
content with a median score of 14, while quality newspaper articles 
published in non-cultural sections are focused very strongly on political 
content with a median score of 17 (Table 3.5). The same differences are 
visible for popular newspapers, although here the difference in median 
scores is much smaller.

To compare more specifically between the four resulting groups of 
articles, a post-hoc Dunn test was employed (Table 3.5). Overall, quality 
newspaper articles in non-cultural sections constitute the largest group 
and display the strongest focus on political content. They differ 
significantly from the other groups except for popular newspaper articles 
in non-cultural sections for artistic content. This means that a very large 
proportion of all newspaper articles is published in a non-cultural context 
and content-wise primarily covers the political context of artivism.

In the case of artivism, therefore, artists are seemingly discussed and 
evaluated to a considerable extent in a political rather than artistic context 
in terms of both section and content. Interestingly, however, this 
conclusion primarily extends to quality newspapers. Although popular 
newspaper articles in cultural sections constitute a strikingly small group, 
popular newspaper articles in general appear to be much less interested in 
the politics of artivism in comparison to quality newspapers.
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Table 3.5: Kruskal-Wallis rank-sum tests for differences in artistic 
content (top) and political content (bottom) between newspapers.

Adjusted p-values: p < .1: *; p < .05: **; p < .01:  ***

Kruskal-
Wallis 

test

Post-hoc Dunn test Average 
length in 

words

Median Quality 
newspaper 

n.-cult. 
sections

Popular 
newspaper 

cult. 
sections

Popular 
newspaper 

n.-cult. 
sections

Quality 
newspaper 
cult.  
sections 
(n=699)

14***
6***

***
***

*
ns

***
*

654

Quality 
newspaper 
n.-cult. 
sections 
(n=885)

5***
17***

***
***

ns
***

503

Popular 
newspaper 
cult. 
sections 
(n=66)

10***
4***

***
ns

460

Popular 
newspaper 
n.-cult. 
sections 
(n=360)

4***
9***

304
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Whenever newspapers are theorized as important legitimizers of arts and 
culture (Janssen, Kuipers & Verboord, 2008), the empirical research 
often points primarily to quality newspapers and their cultural sections 
and cultural supplements. On this level, quality newspapers show an 
interesting split, more clearly than is visible for popular newspapers. 
Content-wise, the artistic reception and evaluation of artivism seems to 
be reserved for newspaper articles published in sections that are related to 
arts and culture. In contrast, the political reception of artivism is found 
primarily in those newspaper articles published in other sections, 
primarily in relation to politics and mainstream news. In their role of 
cultural intermediary by writing for the arts and culture sections of 
quality newspapers (Purhonen, Heikkilä & Hazir, 2017), cultural 
journalists still appear to be interested much more in the art of artivism 
than in the activism of it, even though one would expect them to cover 
the latter more strongly if one follows Bishop’s (2012) notion of the 
social turn and assume that social engagement has become increasingly 
prevalent throughout the arts.

3.4.3 Strong cross-national differences
For the statistical comparison between the three countries, which allows 
us to test Hypothesis 4, a Kruskal Wallis non-parametric test was 
employed (see Table 3.6). The assumption of homogeneity of variance is 
met, meaning that indeed the variances between the three countries are 
more or less equal. The Kruskal-Wallis test indicates statistically 
significant differences between countries for both artistic and political 
content. The post-hoc Dunn test provides insight into which of the groups 
differ and how.
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Table 3.6: Kruskal-Wallis rank-sum tests for differences in artistic 
content (top) and political content (bottom) between countries.

Adjusted p-values: p < .1: *; p < .05: **; p < .01:  ***

For artistic content, there appears to be no strongly significant difference 
between Dutch and UK newspapers, while both countries differ 
significantly from the US. Indeed, Dutch and UK newspapers display a 
median for artistic content of 5 and 6 respectively, while US newspapers 
display a much stronger focus on artistic content with a median score of 
9. Although there is a significant difference between US and UK 
newspapers, this difference is less strong. 

For political content, all countries differ significantly from each other. 
UK newspapers display the least political content with a median score of 
7, while this is 9 for Dutch newspapers and a much higher 16 for US 
newspapers. Hypothesis 4 is therefore rejected. Instead, our findings 
suggest that that US newspapers are most strongly politically orientated 
and UK newspapers the least. This is supported by the large proportion of 
political sections as was visible in Figure 3.1 for US quality newspaper 

Kruskal-
Wallis test

Post-hoc Dunn test Average 
length in 

words

Median UK 
newspapers

US 
newspapers

Dutch 
newspapers 
(n=591)

5*** 
9***

ns 
**

*** 
***

472

UK 
newspapers 
(n=620)

6*** 
7***

*** 
***

351

US 
newspapers 
(n=799)

9***
16***

683
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articles, which in turn outnumber US popular newspaper articles by far. 
Some nuance should be added in terms of average article length. Overall, 
US newspaper articles are considerably longer than both Dutch and UK 
newspapers. This average length, in combination with the content scores, 
suggests that US newspapers overall discuss the artivist cases much more 
elaborately, both for artistic and political content. 

As such, the differences between countries are strong. Although 
Bishop (2012) emphasizes public arts and culture funding developments 
as an explanation for the social turn in the arts, the findings in this study 
do not point in that direction. While indeed public funding for the arts in 
both the Netherlands and UK comes increasingly with social 
requirements, the very existence of public arts funding can perhaps be 
seen to provide artists with some level of autonomy, at least from the 
commercial market. In the US, in contrast, such public arts funding 
schemes are rare, which could mean that the arts in the US are expected 
to engage on a social level much more than is the case in the Netherlands 
and the UK. Hence, in newspaper coverage of the arts in the US political 
matters are much more pronounced than is the case in the Netherlands 
and the UK.

3.4.4 The geopolitics of artivist newspaper coverage
Table 3.7 outlines the distribution of the artivist cases over countries, to 
analyze how the distribution of cases compares across the newspapers 
from each country. This allows us to somewhat contextualize our findings 
for cases that possibly peaked interest of newspapers within certain 
countries. 
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Table 3.7: Distribution of cases per country compared (vertically 
within parentheses); median scores for artistic and political content 
(top) and sectional distribution in between (below)*.

*No significance tests included, due to large differences in size between 
groups. Median scores must therefore be interpreted with caution.

Dutch 
newspapers

UK 
newspapers

US 
newspapers

Ai Weiwei 29.9% (31.8%) 25.1% ( 25.3%) 45.0% (35.3%) 100%
art - political 
cult. - n.-cult.

7 - 9 
89 - 99

7 - 10 
44 - 113

9 - 15 
131 - 150

(626)

Banksy 13.6% (11.7%) 52.8% (43.2%) 33.7% (21.4%) 100%

12 - 2 
52 - 17

7 - 3 
78 - 189

12 - 5 
121 - 51

(508)

Hans Haacke 11.1% (.5%) 55.6% (2.6%) 33.3% (1.4%) 100%

32 - 6 
3 - 0

6 - 2 
10 - 5

20 - 4 
8 - 1

(27)

Jonas Staal 92.2% (7.4%) 2.6% (.0%) 5.2% (.0%) 100%

13 - 8 
40 - 4

— 
1 - 0

— 
2 - 0

(47)

Jafar Panahi 46.9% (7.8%) 8.2% (1.3%) 44.9% (5.5%) 100%

8 - 10 
34 - 12

6 - 9 
6 - 2

7 - 18 
31 - 13

(98)

Pussy Riot 34.4% (40.8%) 24.3% (27.6%) 41.3% (36.4%) 100%

3 - 15 
27 - 214

4 - 16 
18 - 154

6 - 32 
74 - 217

(704)

(100%) 
(591)

(100%) 
(620)

(100%) 
(799)
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It becomes apparent immediately that Ai Weiwei, Banksy and Pussy Riot 
are responsible for almost all newspaper coverage overall and per 
country. Although this could be in part the result of case selection, it 
suggests that newspaper coverage of artivists is very unevenly 
distributed; some artivists enjoy a lot of coverage while others receive 
very little newspaper attention. 

Of these three, Pussy Riot stands out particularly by receiving little 
artistic recognition in each country in terms of discussing the Russian 
punk music collective within an artistic context content-wise and section-
wise. Indeed, in each country most of the newspaper coverage on Pussy 
Riot is published in non-cultural sections and the median score for 
political content is considerably higher in each country than for artistic 
content. The same can be said about Ai Weiwei, although to a much 
lesser extent. Banksy, in contrast, enjoys much more artistic attention and 
only appears often in non-cultural sections in UK newspapers, which in 
general publish much less in cultural sections as became apparent before.

Out of the other three artivists, Jafar Panahi stands out most obviously. 
Articles published on Jafar Panahi display higher median scores for 
political content in each country than for artistic content even though 
they are published much more often in cultural sections in each country. 
For Jafar Panahi, therefore, these numbers suggest that art journalists 
attribute both artistic status and societal impact in terms of primarily 
discussing the political activism of the artist. 

US newspapers have been found to show little interest in foreign news 
and foreign artists (Janssen, Kuipers & Verboord, 2008). In our findings, 
however, US newspapers appear to be particularly interested in three 
non-US cases. US newspapers display a strong interest in Chinese visual 
artist Ai Weiwei, Iranian filmmaker Jafar Panahi and Russian punk 
protest group Pussy Riot. These artists are primarily engaged in activist 
practices aimed at their respective governments and each have been 
legally prosecuted. The international interest of US newspapers, 
therefore, appears to be primarily geopolitically oriented. Artivists 
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operating in or acting against governments with which the US maintains 
a challenging political relationship, therefore appear particularly 
interesting to US newspapers.

This geopolitical dimension is visible somewhat similarly among 
Dutch newspapers. This could, however, be explained by the generally 
strong international orientation of Dutch media in their coverage of art 
(Janssen, 2010). UK newspapers, in contrast, remain quite nationally 
oriented: almost half (43.2%) of all collected newspaper articles from UK 
newspapers involve UK artist Banksy. 

3.5 Discussion
The differences in how newspapers cover artivists are indicative of how 
artistic status and societal impact are attributed. First, particularly for 
quality newspapers, newspaper coverage on artivists in cultural sections 
focuses primarily on artistic content while newspaper coverage on 
artivists in non-cultural sections focuses primarily on political content. 
This implies that art journalists, as cultural intermediaries who select and 
evaluate artists (Kuipers, Janssen & Verboord, 2008), discuss the artivist 
cases principally in an artistic context and therefore attribute artistic 
status to the artivist cases by devoting newspaper content to them in 
cultural sections. Quality newspaper coverage of artivism in non-cultural 
sections displays an opposite pattern by focusing primarily on political 
content. This contrast is indicative of the double-edged sword of social 
engagement for artists: art journalists give little weight to the political 
context of artivists in comparison to the artistic context, while regular 
news journalists display little recognition of the art of artivism. 

At the same time, the mere observation that artivists receive at least as 
much coverage within cultural as within non-cultural newspaper sections 
suggests that artivists enjoy artistic status and societal impact 
simultaneously. What is separated is the artistic and political attention: art 
journalists who write primarily for cultural newspaper sections attribute 
artistic status by primarily discussing the art of artivists while other 
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newspaper journalists attribute societal impact by primarily discussing 
the political activism of artivists. What this suggests is that the artistic 
evaluation of artivists includes little attention to social engagement and 
activism. Notions such as the social turn in the arts (Bishop, 2012), 
therefore, primarily explain the prevalence of socially engagement 
throughout the arts, but remain less useful in explaining the evaluation of 
socially engaged art. 

These findings, furthermore, have implications for the national 
characterizations of art fields. Quite often the US art field is seen to be 
very much oriented towards popular culture and entertainment as the arts 
are left to market demands much more strongly than is the case in the 
Netherlands and the UK (Caust, 2010; Chartrand & McCaughey, 1989; 
Gray, 2007). Yet the findings in this chapter suggest that US newspapers 
devote much more artistic and political attention to artivism than is 
visible in the Netherlands and the UK, even though in the US artistic 
status is strongly dependent on box office returns and public arts funding 
is framed strongly in economic terms (Strom & Cook, 2004). In this line 
of reasoning, the societal position of the arts, particularly from the 
perspective of public funding, does not appear to be a strong predictor for 
the way in which artforms that bridge art and activism are perceived 
within the broader society. Even though the Dutch and UK government 
strongly emphasize the societal role of the arts, newspaper coverage of 
artivism in both countries still strongly revolves around artistic content. 
To that extent, it can be argued that even though Dutch and UK cultural 
policies stimulate artistic projects that are focused on for example social 
cohesion, the arts in both countries are still viewed primarily through an 
artistic lens. 

The role of newspapers in today’s digital age, however, should not be 
taken for granted. News production often follows waves of public 
attention (Wolfsfeld, 2001), which means that attention to one 
newsworthy topic is rapidly followed by attention to another. Newspaper 
attention, in that sense, is only a limited measure of societal impact. 
Instead, more longitudinal analyses could indicate how attention to social 
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engagement in the arts has changed over time. Newspapers have 
furthermore seen considerable declines in their subscriptions (Thurman, 
2013) as people increasingly consume news through social media. A 
considerable part of social media content, however, is related to headline 
news (Kwak, Lee, Park & Moon, 2010) and online readership of 
newspapers is seen to increase with social media presence (Hong, 2012). 
As internet-enabled mobile devices have made it easy for news media 
platforms to digitalize traditional journalism content (Wolf & Schnauber, 
2015), online news consumption is perceived to revolve closely around 
the webpages of typical mainstream news outlets people also fall back on 
for their offline news consumption (Flaxman, Goel & Rao, 2016). 
Artivists, as measured through newspaper coverage, therefore does seem 
to matter, even though they do not always appear to be seen as both 
artists and activists at the same time.

96



Footnotes

1 Newspaper article in dataset: New York Times; April 20, 2012; 
Weekend Desk, Inside Art; 1010 words.

2 Newspaper article in dataset: New York Times; June 22, 2012; Foreign 
Desk; 426 words.

3 Circulation numbers over 2015 including print and digital 
subscriptions, retrieved from De Volkskrant, 2017.

4 Circulation numbers over 2019 including only print subscriptions, 
retrieved from Newsworks, 2020.

5 Circulation numbers over 2013 including only print subscriptions, 
retrieved from Newsgeography, 2013.

6 Python was used for data cleaning and data analysis; RStudio for 
generating results. See Appendix B for the Python code that was used.

7 A full overview of both dictionaries is provided in Appendix C.
8 Some caution should be added here as the two groups that are 

compared vary greatly in size.
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CHAPTER 4
ARTIVIST RECEPTION ON TWITTER

4.1 Introduction
“My definition of art has always been the same. It is about freedom of 
expression, a new way of communication. It is never about exhibiting in 
museums or about hanging it on the wall. Art should live in the heart of 
the people. […] I don't think anybody can separate art from politics. The 
intention to separate art from politics is itself a very political 
intention” (Der Spiegel, 2011).

This quote by Ai Weiwei highlights how problematic artivists find it to 
separate art and politics. In their evaluation among cultural 
intermediaries and within newspapers, however, art and politics so far 
appear to overlap much less. Furthermore, beyond the confines of the art 
field, newspapers are not the end of the line. They are read and fuel 
public opinion and further discussion in society. One important 
dimension in the reception of artivism, therefore, is still missing and 
often overlooked in research into (social engagement in) the arts: the role 
of media audiences. By receiving news media coverage, the art and 
activism of artivists gain attention within the broader society.

The aim of this chapter is to shed light on the degree and type of 
attention media audiences give to artivists by focusing on social media. 
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Platforms such as Twitter afford everyday political discussions among 
media audiences, often strongly in relation to news media content 
(Wilkinson & Thelwall, 2012). They maintain an infrastructure that 
allows their users to openly exchange ideas and views that are relevant to 
politics in an everyday fashion (Vromen, Xenos & Loader, 2015). Two 
million Twitter messages – or tweets – have therefore been collected and 
analyzed by employing topic modeling and semantic network analysis. 

4.2 Twitter
Social media platforms have come to constitute communicative spaces 
that afford ordinary people in society to engage in politics through 
everyday political talk (Vromen, Xenos & Loader, 2015) by sharing 
ideas, reiterating statements and reacting to news and to other users. The 
content on social media platforms, therefore, provides insight into how 
people talk about political issues. In this way, studying audience attention 
to artivists on social media allows us to study the degree in which and 
how social media audiences discuss the art and activism of artivists.

Twitter, in particular, provides us with an empirical window to study 
the audience attention to – and acceptance of artivists. Twitter is a 
microblogging service that facilitates the continuous and quick 
dissemination of short bursts of information (tweets), allowing its users 
to publicly engage in conversation with others and share their views and 
interests (Hogan, 2010). This takes place by posting tweets, which are 
short bursts of information of a maximum of 140 characters before and 
280 characters after November 2017. Apart from news media platforms, 
politicians, celebrities or even companies, most Twitter users are ordinary 
people, the majority of whom being below thirty years of age (Sloan, 
Morgan, Burnap & William, 2015) and originating from populous areas 
(Mislove, Lehmann, Ahn Onnela & Rosenquist, 2011). Furthermore, the 
default privacy setting of Twitter accounts is public so that most views 
that users express on the platform are publicly available and invite many 
others to react (boyd, Golder & Lotan, 2010).
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Based on a large-scale study of Twitter content from several countries, 
Wilkinson and Thelwall (2012) show that a considerable part of tweets is 
related to news events and politics. Moreover, Twitter is used actively 
during election campaigns (Larsson & Moe, 2011) and serves as an 
important campaigning tool for politicians (Enli & Skogerbø, 2013). As 
such, Twitter facilitates spreading knowledge about politics (Howard & 
Hussain, 2011) and affords its users to engage in politics through 
participating in everyday political discussions. Even though connective 
social media platforms such as Twitter are highly characterized by their 
users reproducing and repurposing meaning (Mortensen, 2017), the 
Twittersphere constitutes a communicative space where a fairly large 
proportion of ordinary people in society openly exchange ideas that are 
relevant to politics in an everyday fashion. Twitter, to this extent, allows 
us to study (online) everyday communicative processes through which 
the broader public discuss artivists and their activist practices. 

4.3 Research design

4.3.1 Data 
Data was collected from Twitter by manually scraping1 all English-
language tweets that contained the names of the respective cases. By 
opting for a five-year period (2010-2015), multiple – instead of one in 
particular – (media) events are included for each artivist case in the data. 
Data preparation consisted of several steps. First, a database was built 
consisting of verified Twitter accounts such as news platforms, 
celebrities, journalists and politicians. Verified Twitter accounts often 
signify a commercial motive as Twitter introduced these to certify more 
famous people (Marwick & boyd, 2011). As the focus in this chapter is 
on ordinary users, all tweets by the accounts in this database were deleted 
from the dataset. Second, Twitter users that accounted for one percent or 
more of the total annual tweets on one case were marked as potential 
spam accounts. All tweets of accounts that included a large number2 of 
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identical tweets were deleted. Third, tweets shorter than three words were 
removed as they are difficult to interpret meaningfully. For the remaining 
2,201,286 tweets, words that bear low meaning3 as well as all links and 
emoji’s were deleted in order to strengthen the topic model (DiMaggio, 
Nag & Blei, 2013). Because of the sheer size of the dataset, inexactitudes 
such as messy spelling can, for a large part, be rendered irrelevant for the 
outcome (Mayer-Schonberger & Cukier, 2013). 

4.3.2 Method 
Methods like topic modeling (TM) and semantic network analysis (SNA) 
serve as helpful tools to uncover meaningful themes within large datasets 
of textual documents. TM produces groups of words – topics – that are 
associated by their frequent occurrence together. They convey the 
dominant latent themes within texts. The strength of TM is that it 
assumes that the meaning of words emerges from their use in the 
contexts of other words (Mohr & Bogdanov, 2013). This means that, 
within all the text in the data, if particular unique words occur several 
times in varying semantic contexts they will appear in multiple topics to 
different degrees. One potential weakness of TM, however, is that the 
researcher has to tell the algorithm how many topics there are in the data. 
Assessing the right number of topics is a time-consuming process of 
trying different numbers until some degree of saturation and stability is 
reached where no new themes seem to emerge when requesting more 
topics.

The output of TM was used to conduct a SNA. Methods like SNA, 
too, build on the assumption that the meaning of words emerges from 
their semantic contexts (Dreiger, 2013) and, as shown in previous 
research (Weij & Berkers, 2017), strengthens the interpretation and 
visualization of textual data. Since TM includes each word in the dataset 
in one of the topics, I can assess the relationship between topics. By 
setting SNA up in this way, I do not assess the relationship between 
individual words, which would be similar to TM. Rather, I analyze the 
relationship between groups of words that appear together frequently. 
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Combining TM and SNA, therefore, uniquely enables me to discern 
major themes at a higher level of abstraction, by identifying clusters of 
topics that are semantically related, while still maintaining an eye for 
semantic nuances within these broader themes by identifying individual 
topics. 

For this study, each individual tweet is treated as a textual document. 
The Latent Dirichlet Allocation (LDA) algorithm provided in the Mallet 
toolkit was first used. LDA is a topic model algorithm that provides a 
specified number of topics and estimates how each textual document in 
the dataset exhibits these topics (DiMaggio, Nag & Blei, 2013). The 
program Gephi was then used to conduct a semantic network analysis. 
The nodes in the semantic network graph represent the topics from our 
model. The ties between topics represent the relationship between two 
given topics, calculated as follows: 

where n represents the total amount of unique words occurring both in 
topics x and z; xi represents the amount of occurrences of word i in topic 
x and zi represents the amount of occurrences of word i in topic z. As 
such, the weight of the tie between two given topics is high not only 
when the topics have many words in common but also when the amount 
of occurrences of those words is similar in both topics. Conversely, for 
example, if two topics only share one word that appears 1,000 times in 
the data and is included in topic x 999 times and only 1 time in topic z, 
then that word is, semantically speaking, much more important for the 
interpretation of the first topic. In this case, these two topics will exhibit a 
weak tie in the network graph, only to become stronger if they have more 
unique words in common and if the occurrences of those words are more 
balanced between the two topics. 

I then used Gephi’s modularity algorithm to assess and visualize 
whether some topics are more highly interconnected than others. Not all 
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topics have to yield meaningful interpretations (DiMaggio, Nag & Blei, 
2013), however. For each cluster of topics, therefore, I will go into those 
topics that are substantively meaningful and exhibit the most interesting 
ties with other topics in the network graph. The analysis is subsequently 
based on two outputs: (1) the topic solution that consists of the 
collections of words that occur together frequently and (2) the textual 
documents that exhibit the topic most highly according to probability 
scores, providing qualitative ground for our interpretation of topics.

4.4 Results
Table 4.1 breaks down the collected tweets per case. We can see that Ai 
Weiwei, Banksy and Pussy Riot together account for 98.91% of all the 
collected tweets. Explaining why specific cases receive more media 
attention than other is beyond the scope of this paper. Yet, one important 
factor that likely influences the degree of Twitter attention given to 
artivists is the degree of news media attention they receive. This is 
supported by the findings from the previous chapter, as these three cases 
score high on news media coverage. We know from other studies that 
mainstream news media content constitutes a considerable part of Twitter 
content (Rogstad, 2016). Unsurprisingly, Twitter attention to celebrity 
artivists eclipses other artivists. 

After preparing and filtering the data, 45 topics were requested as 
more topics did not bring up any new themes and less topics resulted in 
certain themes being overshadowed by others. All the relationships 
between topics were then calculated and uploaded into Gephi. After 
filtering out the weakest ties, rendering the network graph more 
comprehensible, nine topic clusters emerged from Gephi’s modularity 
algorithm (scoring a relatively strong 0.582, meaning that the topics in 
each cluster are relatively well interconnected as opposed to the others). 
The network graph is presented in Figure 4.1, in which each cluster is 
uniquely colored and the graph layout is plotted according to Gephi’s 
Force Atlas algorithm.
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Table 4.1: Data descriptives.

After preparing and filtering the data, 45 topics were requested as more 
topics did not bring up any new themes and less topics resulted in certain 
themes being overshadowed by others. All the relationships between 
topics were then calculated and uploaded into Gephi. After filtering out 
the weakest ties, rendering the network graph more comprehensible, nine 
topic clusters emerged from Gephi’s modularity algorithm (scoring a 
relatively strong 0.582, meaning that the topics in each cluster are 
relatively well interconnected as opposed to the others). The network 
graph is presented in Figure 4.1, in which each cluster is uniquely 
colored and the graph layout is plotted according to Gephi’s Force Atlas 
algorithm.  

Case Tweets Percentage
Ai Weiwei 325,932 14,81%

Banksy 1,383,095 62,83%

Hans Haacke 2,938 .13%

Jonas Staal 20,683 .94%

Jafar Panahi 417 .02%

Pussy Riot 468,221 21.27%

Totaal 2,201,286 100%
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Figure 4. 1: Network graph of topic solution

Modularity: 0.582; edge weight filter: 2000; Force Atlas layout.
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4.4.1 Topics of state prosecution
The first cluster that stands out in the network graph (green) mainly 
conveys the reoccurring theme of prosecution (Table 4.2). Five out of the 
seven topics within this cluster display strong ties and address different 
aspects of the trial cases against Pussy Riot and Ai Weiwei. Topic 23 
loads strongly in tweets that address charges laid against Ai Weiwei and 
his response to it (see Table 4.2). Twitter users that posted these tweets 
share news articles (e.g. Reuters) and stress that the artist has been 
harassed and has attacked injustices. They thereby frame China’s 
prosecution of Ai Weiwei as being unjust. Following these, the tweets in 
which Topic 7 is highly present address developments in the tax evasion 
case that was held against Ai Weiwei in China. They report on the lost 
court case which resulted in him having to pay a fine in order to settle his 
case. Topic 42 revolves around reporting that Ai Weiwei has been 
released on bail for his tax evasion case. 

Topic 5 and Topic 28, in turn, address the prosecution that some 
members of Pussy Riot faced in Russia. Tweets in which these topics 
load strongly signal court developments and decisions. Similar as with Ai 
Weiwei, most Twitter users share and retweet tweets by news media 
platforms that report on this trial case. In contrast to reporting on Ai 
Weiwei, however, some of the tweets that mention Pussy Riot include the 
hashtag ‘#humanrights’, thereby more explicitly speaking out against the 
Pussy Riot prosecution than is visible for Ai Weiwei. Additionally, our 
data show that Pussy Riot gains celebrity attention as users react directly 
to, for example, the British comedian Eddie Izzard (Topic 28). This has 
undoubtedly contributed to further attention on Twitter, although 
celebrity status in itself is found to be insufficient for political legitimacy 
(Watts, 2019).
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Table 4.2: Topics in green cluster.

Topic 23 weiwei china artist famous detention reuters chinese dissident solitary 
charges 

(21.1%) China's Ai Weiwei threatened with bigamy, pornography charges http://
reut.rs/M87LNd via @reuters #news

(18.6%) Ai Weiwei attacks injustices in China in magazine article: World-famous 
artist accuses officials of denying peop... http://bit.ly/oq51yV 

Topic 7 weiwei artist tax million chinese dissident authorities case pay fine

(22.0%) Chinese court upholds fine against dissident Ai Weiwei: BEIJING 
(Reuters) - A Chinese court upheld a $2.4 million tax evasion fine ag...

(20.8%) Chinese dissident ordered to pay back taxes: China ordered dissident 
has artist Ai Weiwei to pay 15 million yuan... http://bit.ly/w3QJdx

Topic 42 weiwei artist chinese dissident activist released detained bail wife 
government 

(18.5%) Outspoken Chinese Artist/Activist ~ Ai Weiwei ~ Released On Bail 
http://artpr.org/mnzTMf  #outspoken #China #Weiwei #released #bail

(18.2%) Chinese artist released on bail: RENOWNED Chinese artist and 
activist Ai Weiwei has been released on bail after ... http://bit.ly/
kCfKUN

Topic 5 riot pussy court moscow appeal trial case verdict reuters hearing

(22.4%) Court bans Pussy Riot video clips: A Moscow court rules that websites 
must remove video clips of the Pussy Riot female punk band, two...

(20.1%) UPDATE 4-Russian court adjourns Pussy Riot appeal hearing: Russian 
believers saw protest as sacrilege. By Maria ... http://bit.ly/QjZCH3

Topic 28 riot pussy putin amnesty trial russia vladimir release activists punks

(17.9%) Pussy Riot punks compare trial to Stalin-era - Russian band, on trial 
for insulting President Putin, equates hearing...

(17.9%) @eddieizzard Pussy Riot nds yr support-text & stand up for free speech 
| Blogs |Amnesty International UK http://bit.ly/M8cTmT  via 
@AmnestyUK
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There is little normative judgment to be found in this cluster however. 
Rather, most tweets remain at the level of signaling and sharing 
developments of the trial cases as they appeared in the news. As 
newsworthy events often trickle down to social media platforms 
(Rogstad, 2016), it is unsurprising that many Twitter users pay attention 
to these developments in particular. For these Twitter users, however, it is 
not so much the activism of artivists that matters; they show hardly any 
support or rejection. Instead, the fact that Twitter users mainly retweet, 
share and talk about the trial cases shows that they particularly care about 
the course of the prosecution of Ai Weiwei and Pussy Riot.

The tweets that are clustered together in the second, purple cluster are 
closely related to the first cluster (Table 4.3). This relationship is 
established through one relatively strong tie between Topic 5 from the 
green cluster that discusses prosecution and Topic 26 from the purple 
cluster that discusses Pussy Riot’s experiences in jail. The topics in the 
purple cluster, in other words, deal more specifically with the experiences 
of the artivists in relation to their prosecution instead of the prosecution 
itself. 

These topics all display very strong ties among each other and all deal 
with different developments after two members of Pussy Riot had 
received their prison sentence. Topic 32 appears mainly in tweets about 
the two prosecuted Pussy Riot members who fled Russia to outrun their 
prison sentence. Topic 26, subsequently, loads strongly in tweets that 
highlight the hunger strike of a jailed Pussy Riot member during her 
prison sentence. Two of the three highest scoring tweets for this topic 
report on the supposed ‘slave-like’ conditions that resulted in the hunger 
strike protest. 

Even though relatively strongly related to the first cluster, no attention 
to Ai Weiwei’s sentence is apparent. In contrast to Ai Weiwei, however, 
two members of Pussy Riot spent roughly two years in actual prison. 
Next to being prosecuted, the severity and conditions of the sentence play 
a key role in the degree of attention that is given to artivists. This further 
supports the interpretation of the first cluster: the activism of artivists 
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does not seem to matter for Twitter users, while artivist prosecution and 
sentence severity more strongly affect when ordinary Twitter users 
perceive of artivists as political actors. In other words, the perception of 
artivists as activists, rather than artists, is more strongly dependent on the 
consequences of the artivists’ actions than on the activism itself.

Table 4.3: Topics in purple cluster.

4.4.2 Topics of artistic recognition
In the third (yellow) cluster, some attention to the artistic side of activist 
art emerges. The topics in this cluster address the Oscar nomination for 
Banksy’s film Exit through the Gift Shop and the Golden Bear that Jafar 
Panahi received at the Berlin Film Festival for one of his films that was 
smuggled out of Iran (see Table 4.4). Yet, most tweets in this cluster 
merely signal these events. None of them convey personal views as to 
why the artists are recognized for their artistic products. 

When mentioning Banksy in this context, Twitter users highlight 
Hollywood actor James Franco singing at the Oscars (Topic 37). This is 
indicative of the attention that is given to popular culture celebrities and 
popular culture events on Twitter. Such associations with celebrities add 
to the celebrity status of Banksy too. Twitter users, in other words, 

Topic 32 riot pussy russia members freed attacked flee protests putin arrest

(20.8%) Two #PussyRiot members flee #Russia to 'recruit foreign #feminists' 
http://bit.ly/On9bT2  #getaway

(19.5%) Two members of Pussy Riot flee Russia: Women flee country to avoid 
prosecution for staging protest against Presi... http://aje.me/Pg6gAP

Topic 26 riot pussy member jailed russian protest hunger strike moscow 
hospitalized

(23.2%) Jailed Pussy Riot member starts hunger strike against Russia prison 
'slave labour'

(19.9%) Jailed Pussy Riot Band Member on Hunger Strike To Protest ‘Slave-
Like’ Conditions: A jailed member of the Russ... http://slate.me/
14B2QyG
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seemingly include Banksy among popular culture celebrities, while not 
mentioning the artist explicitly in an artistic (or political) context. Only in 
Topic 20 do Twitter users mention Banksy along with Lucy Walker, who 
is a British documentary maker notable for producing societally relevant 
and critical documentaries. This is, however, done in the context of 
professional recognition rather than of artistic or political content. 

Table 4.4: Topics in yellow cluster.

In the case of Jafar Panahi (Topic 43), however, Twitter users address the 
artist as a dissident filmmaker and director, thereby stressing the political 
context of Panahi in which the artist faced prosecution for his artistic 
products in his home country Iran. This is further emphasized by the use 
of the hashtag ‘#Irandeal’, indicating that Jafar Panahi’s award winning 
film cannot be seen separately from its political context in Iran. Yet, from 
reading the tweets, we do not get any information as to why Panahi is 
considered a dissident artist in Iran or what this Iran deal means. 

Topic 20 banksy streetart graffiti oscar art street beautiful power walker 

(16.6%) #SanDiego Oscar Nominees Aren't Afraid Of Banksy: Lucy Walker is 
more worried about gussying up for the 83... http://tinyurl.com/46sg32p

(15.7%) @RedMojoMama pretty deep film huh.. Did you know that Banksy's 
film lost out on an oscar to that..

Topic 37 banksy oscar oscars revealed street graffiti franco industry singing 
giftshop

(15.7%) RT @theinsider Banksy, Franco's singing among Oscar mysteries at 
The Insider http://bit.ly/hn0XYj

15.2%) Banksy, Franco's singing among Oscar mysteries - Yahoo! News http://
yhoo.it/gOpOH1

Topic 43 panahi film jafar berlin festival director iran iranian filmmaker taxi

(25.5%) Iran's Panahi wins Berlin film fest Golden Bear top prize: Iranian 
dissident director Jafar Panahi won the Gol... http://yhoo.it/1EsQmbv

(25.1%) Iranian filmmaker and dissident Jafar Panahi supports the #IranDeal: 
https://youtu.be/OIOfF6wKAx8  Seen his "Offside"? It's pretty great.
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This cluster, in other words, illustrates that a particular group of 
Twitter users signal recognition of artists without going into the broader 
context and without sharing personal views. Instead of raising pressing 
political issues in which these artivists are involved or which they 
themselves convey, these users seem to be interested mostly in sharing 
how artivists are recognized in their respective art fields. As such, the 
Twitter attention to Banksy and Jafar Panahi conveys internal rather than 
external artistic legitimacy, as award nominations signal consensus 
among inner members of an art world and not necessarily among the 
general public (Baumann, 2007). At the same time, this shows that not all 
Twitter users are interested in the political side to artivism, which means 
that the degree of audience attention in itself does not guarantee societal 
impact. 

4.4.3 Retail activism
The network graph also displays a cluster of weakly tied topics (red) of 
which the majority pertains to the sale of consumer items derived from 
Banksy’s artworks. Even though Twitter accounts of companies and 
media platforms were excluded from our dataset, retweets of - and replies 
to – such accounts do often occur. Topic 17, for example, loads high in 
tweets that refer to fashion items based specifically on Banksy’s Balloon 
Girl artwork (see Table 4.5). Topic 36 shows up mostly in tweets about 
laptop decals and stickers with Banksy’s famous Molotov Guy artwork. 

This cluster, therefore, includes tweets that announce the availability 
of consumer items with Banksy designs. The use of hashtags like 
‘#fashion’ tells us that such items are fashionable and desired. Only in the 
second highest scoring tweet for Topic 2 do we encounter a normative 
judgement: by adding the hashtag ‘#stolen’ the user expresses something 
of a personal view to the practice of commercializing Banksy. However, 
this particular tweet also includes the statement that this is ‘Too funny!’, 
illustrating more of an ironic attitude towards marketing and selling 
Banksy consumer items. 
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Table 4.5: Topics in red cluster.

Perhaps the attention to Banksy consumer items suggests that there is 
some interest among consumers to express their taste for the artist 
Banksy, without relating Banksy’s commodified works to the artist’s 
activism. To that extent, the commodification of art into consumer items 
such as bags and posters fits well into a widespread consumer culture that 
affords consumers some room for self-expression (Chouliaraki, 2013). 
Again, however, this type of attention illustrates that a significant 
proportion of the Twitter users are not interested in the political activism 
of artivists, suggesting that societal impact for artivists is not necessarily 
related to their artistic products, their activism or their commercial 
success.

Topic 17 banksy graffiti selling work art streetart street gaza tricked comfortable

(17.1%) UKfashion #6: Banksy Ballon Girl with Bus Oyster Card Holder: 
Banksy Ballon Girl with Bus Oyster Card Holder  Ur... http://amzn.to/
zzpMAi

(15.8%) UKfashion #7: Banksy Ballon Girl with Bus Oyster Card Holder: 
Banksy Ballon Girl with Bus Oyster Card Holder Urb... http://amzn.to/
JpdFIK

Topic 36 banksy los angeles works wall opinion sold sticker sells decal

(22.0%) banksy molotov guy vinyl decal vinyl macbook laptop decal sticker 
graphic banksy molotov guy vinyl decal

(20.8%) sales banksy molotov guy vinyl decal vinyl macbook laptop decal 
sticker graphic buy compare price

Topic 2 banksy paint graffiti spray social love heart strange stuff rich

(16.3%) #handbags BANKSY GANGSTER RAT DUFFLE BAG College 
Rucksack Gym Beach Backpack Sports:  £11.99End Date: Wednesd... 
http://bit.ly/1q5NnQl

(16.0%) Photo: dufflebagg: Too funny! Love this #stolen #streetart #banksy 
#shrooms http://tmblr.co/ZrI96ymeyjWy
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4.4.4 The damaged art of the refugee crisis
Albeit a rather small cluster (pink), the three topics within this cluster 
each highlight the geopolitical problem of migrating refugees. The main 
tweets in each of these topics, however, revolve around a particular 
project by Banksy in which this political issue is highlighted, even 
though Pussy Riot and Ai Weiwei both have addressed the refugee crisis 
in their work during the period of data collection. 

Looking more closely at the tweets themselves, it becomes apparent 
that two out of the three topics mainly address the damaging of Banksy’s 
murals rather than the issue of refugees depicted in these murals. Topic 0 
is mainly present in tweets that signal the destruction of Banksy’s 
immigration mural in UK town Clacton-on-Sea (see Table 4.6). Similarly, 
Topic 13 loads high in tweets that address how the same Banksy mural 
was scrubbed by local authorities. Even though Twitter users explicitly 
refer to the mural as confronting racism (Topic 0) and an anti-
immigration rhetoric (Topic 13), attention in these tweets mainly goes out 
to what happened to the artworks instead of what they stand for or their 
role in a current and ongoing geopolitical issue. Only in the case of the 
third topic in this cluster (Topic 25) there is some room for reflection on 
the refugee crisis. Some tweets highlight the entrepreneurial spirit of 
migrants in a Calais migrant camp who charge people to view the Banksy 
mural of Steve Jobs as a refugee. 

By bringing these Banksy murals to attention and relating them, both 
implicitly and explicitly, to the global crisis of (Syrian) refugees and 
immigration, Twitter users show that this crisis is a theme that deserves 
attention. The nature of attention given to Banksy, however, is similar to 
Pussy Riot and Ai Weiwei in the context of their prosecution. Most 
tweets on which Banksy’s artworks within this topic do not include 
personal views with regards to refugees and gravitate mostly towards 
attention to what happened to Banksy’s artworks rather than to what 
these stand for. Yet, the acts of mentioning, spreading and repeating the 
global refugee crisis tells us it is a theme many Twitter users deem 
important and newsworthy. Moreover, these tweets indicate that Twitter 
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users accept Banksy as someone who is allowed to raise awareness for 
this subject. 

Table 4.6: Topics in pink cluster.

4.4.5 The ‘other’-category: signaling individual projects by the 
artivists.
The remaining clusters (orange, blue, grey and brown) consist of topics 
that do not seem to convey any clearly related themes4. In the largest 
cluster in the network graph (grey), in particular, several topics are 
grouped together even though they convey very different themes on the 
individual topic level. In contrast, the smallest cluster (blue) consists of 
only one topic pertaining to Ai Weiwei’s Lego project. The topics in both 
these clusters do not exhibit any strong and noteworthy ties. They pertain 
mostly to smaller projects relating to the cases in our sample, such as Ai 
Weiwei’s bicycle project (Topic 12), Hans Haacke’s gift horse (Topic 18) 

Topic 0 banksy tattoo graffiti street sea sharp rebel racism world walls

(17.1%) Banksy wanted Clacton-on-Sea to confront #racism instead it 
confronted him http://gu.com/p/424nx/stw  @theguardian

(17.1%) Banksy anti-immigration birds mural in Clacton-on-Sea destroyed 
http://www.bbc.com/news/uk-england-essex-29446232 …

Topic 13 mural london wall auction banksy removed painted artwork destroyed 
immigration

(20.8%) Whoops: Banksy mural scrubbed: A local council scrubs a Banksy 
mural highlighting anti-immigration rhetoric of... http://bit.ly/YSI65J

(19.2%) Racist' Banksy mural destroyed: A Banksy mural showing a group of 
pigeons holding anti-immigration banners is destroyed after a comp...

Topic 25 banksy jobs steve refugee calais refugees migrant camp crisis syrian

(22.5%) #news Calais migrants charging people to view Banksy mural of 
Apple's Steve Jobs: In an entrepreneurial spirit... http://
tnoticias.mooo.com/BzT

(21.7%) Banksy does Steve Jobs in Jungle migrant camp in Calais reminding us 
Apple's hero was son of Syrian migrants #c4news
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and Banksy’s Dismaland (Topic 1). Likewise, the remaining two clusters 
(orange and brown) consist of seemingly unrelated projects. In the one 
(orange), topics that pertain to Pussy Riot are clustered together. Yet the 
topics in this cluster only share that they each (except one) deal with 
different Pussy Riot projects. The other cluster (brown) covers projects 
by different cases without any clear relation between them. This suggests 
that these clusters constitute a residual category consisting of topics that 
gain less interest. 

4.5 Discussion
The findings in this chapter indicate that the attention that artivists 
receive on Twitter has little to do with the political cause they 
respectively aim to advance. Instead, the majority of attention to – and 
interest in – artivism on Twitter can be characterized as focusing on 
consequences rather than content. Specifically, this entails a strong 
emphasis on state prosecution, media-centric artistic recognition and 
consumerism. The findings above demonstrate to a considerable extent 
that Twitter users focus mainly on newsworthy and media-centric events 
(similar to Rogstad, 2016). In other words, artivists appear to achieve 
societal impact not for their activism but primarily for the consequences 
of their activism. 

These findings provide an important contribution to studies that 
indicate how matters of social engagement and activism increasingly 
permeate the arts. The artivists in our sample indeed receive little 
attention for their art other than when recognition by the inner members 
of an art field (Baumann, 2007) is emphasized. Instead, artivists primarily 
receive attention for social rather than artistic matters as others have 
pointed out (e.g. Bishop, 2012). Even more so, the Twitter users in the 
sample rarely mention art and political activism together. They discuss 
the artivists as either artists, for example through the topic of artistic 
recognition, or as political actors, for example through the topic of state 
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prosecution. As such, the social change that artivists seek (Danko, 2018) 
is strikingly lost in the process. 

By focusing so strongly on the consequences of art activism, artivism 
affords Twitter users to display solidarity with the suffering artivist. This 
contributes to research that suggests that Western media audiences seek 
to display solidarity as a form of cosmopolitan self-expression 
(Chouliaraki, 2013). Twitter, as a social media platform, lends itself 
greatly for such practices of self-expression (Hogan, 2012) and Pussy 
Riot and Ai Weiwei especially constitute the cosmopolitan ‘other’ as they 
originate from countries that score relatively low on indicators of 
freedom (Freedom House, 2016). This form of solidarity, however, 
extends only as far as mainstream news media attention goes. The other 
artivist who suffered state repression – Jafar Panahi – remains largely 
invisible in the topic model, which means that the display of solidarity by 
Twitter users follows widespread news media attention before the actual 
suffering artivist. 

And yet, both popularity and the lack thereof among the broader 
public, at least as far as this public extends to Twitter users, result in little 
attention for the artivists and their causes. Highly popular artivists such 
as Banksy, Pussy Riot and Ai Weiwei see their political agenda being 
overshadowed by attention that barely scratches the surface of their 
causes, while the less well-known artivists such as Jafar Panahi, Jonas 
Staal and Hans Haacke receive virtually no attention on Twitter at all. 
Audience attention, then, takes the form of a Matthew Effect for artivists: 
attention leads to more attention. Yet, societal impact for artivists in 
terms of attention comes at the great cost of their activist intent being 
largely ignored.

These conclusions, however, should be taken with some caution. Even 
though it’s a strength of Twitter that it provides an empirical window to 
study everyday discussions by the broader public, the conclusions 
mentioned here only extend, strictly speaking, to the Twittersphere. 
Secondly, and due in part to the rather short nature of tweets, Twitter 
users remain mostly at the level of signaling particular events in their 
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tweets. By doing so, however, for example by signaling Pussy Riot’s 
conviction, Twitter users imply that they support the artivists. 
Throughout both its strengths and weaknesses, Twitter constitutes a 
communicative space through which people in contemporary 
democracies actively engage with politics (Vromen, Xenos and Loader, 
2015). For artivists to achieve any impact beyond the art field, receiving 
attention on platforms such as Twitter is indispensable, even though this 
means that attention by social media users remains somewhat superficial 
and fails to explicitly recognize the activism of artivists.

Finally, by combining topic modelling and semantic network analysis 
I have been able to study a rather large dataset of textual content while 
also providing qualitative microscopes within these data (Bail, 2014). 
These methods, therefore, bridge the methodological polarization 
between quantitative and qualitative analysis (Tinati et al., 2014) and 
help to better study meaning structures. Admittedly, the analysis is 
somewhat biased towards frequently-occurring textual content in the 
data. Therefore, it falls short to trace out smaller differences within 
themes as well those artivists who have received considerably less 
attention. Yet, the disproportionate amount of attention to Ai Weiwei, 
Banksy and Pussy Riot shows that Twitter users mainly focus on that 
which is popular, trending and widely debated in society. 
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Footnotes

1 Manual scraping by loading and copy-pasting all tweets on an artivist 
case for consecutive periods on a web page proved to be the least 
time-consuming option. Most API’s for Twitter do not allow to collect 
all historical tweets, which was necessary in order to collect tweets 
from 2010 until 2015. After copying and pasting the tweets, Python 
was used to clean the data from all information that was not part of the 
actual tweets.

2 I assessed potential spam accounts individually and manually, without 
one strict rule to enforce upon all potential spam accounts as they can 
vary greatly in numbers and percentages.

3 Words like (demonstrative) pronouns occur often in the data while 
they do not convey or add much meaning and are therefore excluded 
from the data.

4 Not all topics in the topic model allow for meaningful interpretation. 
In line with DiMaggio, Nag and Blei (2013: 582), I consider topic 
modelling like a lens through which to view large datasets. Although 
no topic solution is perfect, the researcher should look for the most 
optimal topic model through the data can be viewed most clearly.
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CHAPTER 5
CELEBRITY RECEPTION OF ARTIVISM

5.1 Introduction
It is a complex question to ask whether Ai Weiwei’s art installation of 
14.000 life jackets worn primarily by Syrian refugees had any impact on 
the flow of refugees into Europe or on how European countries dealt with 
refugees. Through such politically motivated artistic expressions, 
however, artivists influence public opinion and fuel debates about 
pressing political or societal matters. In line with Tunali’s (2017) 
argument, therefore, instead of focusing on immediate effects of 
politically engaged art, it is perhaps much more feasible to examine the 
way in which artivism becomes an arena for political discussion by 
engaging with social issues. Any artist could address political or societal 
issues, but change is only possible when they are heard and discussed. 

This chapter, therefore, studies discussions about artivists to gauge the 
degree and type of attention they generate in a specific sub-sphere of the 
media realm: celebrity attention. More specifically, for this chapter I have 
collected tweets by popular culture celebrities, who take centre stage in 
the media realm to such an extent that people in contemporary 
democracies increasingly engage with politics through mediagenic 
celebrities (Wheeler, 2013). Celebrities are able to raise political and 
societal issues otherwise overlooked (Thrall et al., 2008). The central 
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question throughout this chapter, therefore, is how and to what extent 
celebrities from different backgrounds discuss artivism on Twitter. 

5.2 Performing celebrity on Twitter
Popular culture celebrities take centre stage in the media realm and 
therefore enjoy a lot of attention in the broader society. By giving 
attention to some and ignoring other artivists, they too perform the role of 
gatekeeper in deciding which types of political activism and which types 
of artistic expression require more attention within society. Celebrity 
attention to artivism, therefore, constitutes a suitable measure to assess 
the degree in which artivists are heard for their political activism. The 
concept of celebrity, however, is less a set of characteristics than it is a 
set of practices that give media visibility (Marwick & boyd, 2011). This 
is perhaps most clearly visible by pointing out that all celebrities are 
famous while not all famous people are celebrities. As Turner (2016: 85) 
puts it, celebrity can be based on nothing more than the achievement of 
visibility itself. Celebrity, therefore, is primarily characterized by a set of 
practices through which people carefully develop a persona that is to be 
consumed by others (Hearn & Schoenhoff, 2016). These practices mainly 
entail the construction of a public self, the maintenance of a fan base and 
the performance of intimacy and authenticity (Marwick & boyd, 2011: 
140). 

Social media constitute suitable platforms through which celebrity 
practices can be performed. Many celebrities actively use social media 
platforms to present their public selves (Thomas, 2014), to interact with 
their fan base (Marwick, 2016) and generally to command the attention 
of an audience (Page, 2012). In this way, celebrities can maintain an 
intimate relationship with large fan bases by generating personal media 
content (Marwick, 2016) and construct what Marshall (2010) refers to as 
a ‘public private self.’ Celebrities can pick up their mobile devices to post 
more or less anything they want to share on social media at any time of 
the day (or hire staff to do this for them), without having to wait for 
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someone to interview them on camera. Social media presences for 
contemporary celebrities, therefore, can be considered almost a 
requirement (Giles, 2018). 

Social media outlets, therefore, constitute well-suited platforms 
through which celebrities maintain and retain visibility. This is 
particularly true for Twitter, where users share their views and interests 
and engage in conversation with others (Hogan, 2010). However, the 
relationship between Twitter users, expressed in terms of followers and 
followees, is non-reciprocal (Page, 2012): the followee is not required to 
subscribe to all its followers. Celebrities can therefore maintain a 
substantive follower base without having to follow thousands of Twitter 
users themselves. This makes celebrity tweets follow a one-way stream 
mostly: celebrities post tweets and many other users view these tweets 
without the celebrity being required to view the tweets from other users. 
Furthermore, other users can engage with celebrity tweets by replying to 
them, liking them, or reiterating them through so-called retweets. 

Additionally, platforms such as Twitter constitute communicative 
spaces for everyday political talk (Vromen, Xenos & Loader, 2015). 
Twitter, then, allows celebrities to engage in politics on an everyday 
level, which I understand as a form of latent political participation in line 
with Ekman and Amnå (2012). Twitter, therefore, further enables me to 
empirically study the visibility of artivists in the media realm by 
analyzing the extent in which celebrities discuss such artists on Twitter 
on an everyday level to perform their own celebrity and how others 
engage with celebrity tweets on artivism. 

5.2.1 Celebrity practice
Popular culture celebrities often carefully separate between their 
professional artistic occupation and their political or activist practices to 
protect their artistic career (Roussel & Lechaux, 2010). Whenever they 
engage in politics, they do so not as a popular culture artist but as 
someone who represents mass popular culture audiences (Daley, 2013). 
Therefore, it is likely that celebrity artists avoid professional association 
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with artivists and focus predominantly on the artivists’ activism when 
they give attention to artivism. Hypothesis 1 therefore states that 
celebrity tweets on artivism emphasize the political content more strongly 
than the artistic content. There is little research distinguishing between 
celebrities from different fields and industries (e.g. film, music, tv, etc.) 
so there is little ground to expect particular differences between celebrity 
types and celebrity profiles, which therefore will be addressed 
exploratively.

Celebrities, furthermore, differ greatly in terms of visibility and wield 
different levels of star power (Thrall et al., 2008) and celebrity capital 
(Driessens, 2012). At the core of both these concepts, it is primarily 
media visibility that allow us to view celebrity as a ‘deserved 
glory’ (Marshall, 1997) that is assigned to some and withheld for others. 
Media visibility, then, allows us to differentiate between celebrity 
profiles. First, since celebrities operate in highly professionalized fields, 
they are greatly dependent on cooperation with others (Roussel & 
Lechaux, 2010), particularly when they are still crafting their public self 
(Marwick & boyd, 2011). Hence, lower profile celebrities, those who 
possess lesser media visibility, are likely to shy away from controversy if 
it could affect their careers negatively, informing the second hypothesis: 
in their tweets on artivism, low-profile celebrity tweets on artivism focus 
less strongly on political content than high-profile celebrity tweets. 

Second, celebrities who generate more media attention and hence have 
more media visibility are likely to generate more attention among the 
general public. Of course, by enjoying more visibility it is likely that 
their tweets will be viewed by a larger audience. It does not follow, 
however, that this automatically results in larger audience engagement 
through likes and retweets. The third hypothesis, therefore, states that 
tweets on artivism by high-profile celebrities generate more audience 
engagement than tweets on artivism by low-profile celebrities.

Celebrities, in turn, are influential on different levels. They are 
perceived to have a potentially strong influence on young people (Loader, 
Vromen & Xenos, 2016), public opinion (Jackson & Darrow, 2005) and 
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social movements (Meyer & Gamson, 1995). Budabin (2015: 401), in 
referring to this political potential of celebrities, frames them as ‘norm 
entrepreneurs’, who promote and frame political issues through media 
appearances in a way that resonates well with broader audiences. Their 
influence as norm entrepreneurs, however, is of course not only 
dependent on their star power, but also dependent on the political issues 
they involve themselves in. Celebrity involvement seems to be accepted 
more in political issues that are perceived to be of little importance 
(Becker, 2013) and are considered as ‘soft’ issues (Huliaras & Tzifakis, 
2010). Causes that lead to unquestionable public support are much more 
appealing to celebrities than controversial causes as celebrities tend to 
carefully avoid being too political and endangering their careers (Tsaliki, 
Frangonikolopoulos & Huliaras, 2011). These issues enjoy a great deal of 
attention and allow people in society to display solidarity as a form of 
self-expression (Chouliaraki, 2013). The more politically inclined 
celebrities, therefore, are likely to generate more attention, assuming that 
a strong focus on the politics of artivism leads to controversy which is 
expressed through increased attention to the celebrity through 
engagement in terms of for example likes and retweets. This informs the 
fourth hypothesis: celebrity tweets that include more activist content 
generate more engagement. Again, celebrities can be differentiated along 
several axes, but these will be addressed exploratively. 

5.3 Research design

5.3.1 Data
In this study the omitted tweets from the dataset of Chapter 4 are utilized 
by extracting all tweets by verified Twitter accounts. In an age of 
pervasive and ubiquitous social media platforms, however, it has become 
increasingly difficult to distinguish between celebrities and non-
celebrities. Turner (2006) points to a ‘demotic turn’ that signals an 
increased visibility of ordinary people in the media realm. Social media, 
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in particular, afford ordinary users to treat their followers and friends as 
fans, a practice commonly referred to as ‘micro-celebrity’ (Marwick & 
boyd, 2011). Turner (2016), similarly, writes about the ‘DIY celebrity’ 
who is able to gather an extensive following without the need of 
traditional gatekeepers in the mainstream media industry. This trend is 
perhaps best illustrated by the phenomena of social media influencers 
(Khamis, Ang & Welling, 2017) and the ‘Instafamous’ social media user. 
As for the latter, Instagram users have attained mass audiences similar in 
size as the audiences of television programs or networks (Marwick, 
2015). To address this issue, tweets by celebrities were filtered through 
several steps, based on visibility beyond Twitter as a key factor that 
distinguishes celebrities from non-celebrities. 

First, all tweets by organizational Twitter accounts, such as news 
media platforms who are active on Twitter, were omitted manually. From 
the remaining data, the number of followers is used as a proxy to omit all 
the non-celebrities since on Twitter visibility begins with one’s followers. 
It remains virtually impossible, however, to pinpoint exactly what the 
minimum required number of followers is for someone to be referred to 
as a celebrity. Still, I decided on 250,000 followers to distinguish 
celebrities from non-celebrities. Even though this cut-off point seems 
somewhat arbitrary, I decided on it by manually trying different cut-offs. 
Lowering the threshold of 250,000 followers results in the inclusion of 
many Twitter users who seem to be relatively unknown beyond social 
media and increasing the threshold throws out some well-known 
celebrities who are simply less active on Twitter. 

For the remaining Twitter accounts and tweets, I differentiated 
between industry celebrities and online celebrities in line with Turner 
(2016). The former category consists of celebrities known for their 
established position in the entertainment industries, such as music artists 
and Hollywood actors. Each of the remaining accounts of celebrities was 
therefore categorized inductively according to the industry in which the 
celebrities operate. For this I initially used their Twitter profiles and used 
a Google search when it was unclear from their profile how the 
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celebrities defined themselves. In some cases, celebrities referred to 
themselves as, for example, both comedians and Hollywood actors. For 
these cases, I checked the first page of a Google search on the name of 
the celebrity and categorized the celebrity according to whichever 
category prevailed. From all the industry celebrity types, then, I included 
the four largest categories as the smaller categories were considerably 
smaller which would make statistical analysis more unbalanced. This 
way, the dataset comprises of 324 celebrity profiles, accounting for 818 
tweets in total, the latter constituting the research units, of which the 
relative distribution is visible in Figure 5.1.

5.3.2 Measures
These celebrity categories, then, inform the variable of celebrity type. 
First, the category of Hollywood celebrities typically includes actors such 
as Tom Cruise or Mia Farrow but also includes well-known others that 
are involved in the production of movies or TV series other than through 
acting, such as famous directors. Music celebrities, second, are those who 
are involved in the production of music and include famous musicians 
and producers, such as Snoop Dogg. The category of TV celebrities, 
third, consists of celebrities that are involved in TV programs, such as 
talk shows, news broadcasting shows or reality TV and include 
celebrities such as Piers Morgan or Martha Stewart. Finally, a fourth 
celebrity type was established, including social media celebrities. This 
category is somewhat exceptional as it consists perhaps of the newest 
form of celebrity. Nonetheless, these celebrities are often highly 
influential on social media and have gathered an extensive follower base 
in the online sphere. They include social media influencers, bloggers, 
YouTube vloggers, or those who have become famous through platforms 
such as Twitter or Instagram. This category includes celebrities such as 
Perez Hilton.  
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Figure 5.1: Celebrity type and tweets distribution.
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Next, I differentiate between celebrities with higher and lower visibility 
by combining several indicators pointing towards the variable of 
celebrity profile. For this, I took inspiration primarily from Thrall et al. 
(2008: 367) and their variable of ‘star power’, which they use to rate 
celebrities according to their presence in news stories and the amount of 
hits of a Google search for the celebrity name. A Google search was 
conducted on each industry celebrity name and several binary indicators 
were used based on the first page of the search results. It was established 
whether or not (1=yes; 0=not) the first page of a Google search displayed 
(1) Google’s conventional ‘top stories’ about the celebrity, (2) a Google 
profile on the celebrity, (3) the IMDB page1 or a Youtube video2 of the 
celebrity, (4) a Wikipedia page of the celebrity and (5) a link to a news 
article on the celebrity. These indicators together already provided, at 
face value, a good way for distinguishing between different degrees of 
celebrity. Yet, another indicator was included for which the celebrity 
name plus the word “celebrity” was entered in a Google search to assess 
on the first page of the search results (6) whether or not the celebrity was 
referred to as indeed a celebrity. High-profile celebrities scored 1 for at 
least five out of six indicators and low-profile celebrities scored 1 for less 
than five indicators. 

For social media celebrities, these indicators did not seem to work 
properly. For this category, therefore, their profile was assessed based 
solely on the number of followers they have, as that is perhaps the most 
prevailing indicator for fame on social media platforms. Two equally 
large groups were distinguished based on the distribution of followers 
among social media celebrities. This resulted in high-profile social media 
celebrities having 509,049 followers or more and low-profile social 
media celebrities having less than 509,049 followers (but more than 
250,000). Overall, the variable of celebrity profile is somewhat validated 
by the average number of followers as this number is considerably higher 
for high-profile celebrities as is visible in Figure 5.2.  
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Figure 5.2: Celebrity profiles and mean followers within bars.

Next, and similar to the study in Chapter 3, I distinguish between artistic 
and political content of celebrity tweets by composing two dictionaries 
based on all unique words in the dataset3. Artistically oriented words 
were added manually to the artistic content dictionary while politically 
oriented words were added manually to the political content dictionary 
(see Table 5.1 for a small excerpt). No inter-coder reliability was 
calculated due to only one coder being involved. Intra-coder reliability 
was calculated with a five-month interval (Cohen’s kappa equals to .079). 
Both dictionaries were fed into a Python code4 to provide scores for each 
tweet that represent the degree of artistic content and political content 
within a tweet respectively. Each score represents the number of words 
from the dictionaries found within each tweet. The upside of this is that 
the coding procedure is conducted by a computer program, which makes 
matters of reliability largely irrelevant. The downside, however, is that a 
computerized analysis is only as valid as it is designed to be. Working 
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with just a selection of words on the basis of which each celebrity tweet 
is analysed for its focus on both artistic and political content means that 
there is little room for nuance and some words that pertain to either arts 
or politics or perhaps even both are inevitably overlooked. This is, 
however, a matter of degree. Even though the two dictionaries will surely 
not be exhaustive in including all words that pertain, respectively, to arts 
and activism and even though the distinction between art and politics not 
as black and white as suggested here, the dictionaries are large enough so 
that variance in the resulting scores for artistic and political content are 
meaningful. The greater the difference between the scores for artistic and 
political content, the clearer is their difference on content focus of an 
individual tweet.

Table 5.1: Example words used for artistic and political content 
dictionaries.

Finally, the nature of the data that was collected allows me to analyse 
different degrees of engagement with each celebrity tweet, and hence 
each artivist by proxy, could receive. Engagement with celebrity tweets 
was measured through three indicators. First, I analyse the amount of 
likes celebrity tweets on artivism receive, as a generally positive form of 
engagement. Second, I look at the retweets that each celebrity tweet 
generated. Retweets signify ongoing discussions which could mean both 

Artistic content Political content

actor abuse

album activism

art activist

artist advocacy

artwork ambassador

… …
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a positive and a negative reaction to the celebrity. Third, I analyse the 
number of replies to each celebrity tweet. The more replies a tweet 
receives, the more discussion it has triggered, although the amount of 
replies in itself does not say much about the content of any triggered 
discussion. Taken together, these three indicators of engagement indicate 
the degree in which celebrities generate attention among the general 
public of Twitter users.

5.3.3 Method of analysis
Many of these variables provide count data, which means that most of the 
data is severely skewed. Similar to Chapter 3, therefore, non-parametric 
statistical testing was primarily employed to analyse how different 
groups of celebrities differ from each other in terms of the content focus 
of their tweets and the degree of engagement their tweets generated. 
More specifically, RStudio was used to conduct Wilcoxon rank-sum tests 
and Kruskal-Wallis tests. Descriptive statistics are given when needed 
and when providing more nuance to the statistical tests.

5.4 Results

5.4.1 Art versus politics among celebrity types
The first hypothesis can be tested by using simple descriptive statistics. 
Celebrity tweets on artivism are expected to display a stronger focus on 
political content than on artistic content and this indeed seems to be the 
case. The mean score for artistic content over all tweets when controlled 
for word count is .09, while that for political content is .16. These are 
relative scores taking into account the length of each tweet, which means 
that on average of all words in a tweet 9% pertains to artistic content and 
16% to political content. This difference seems rather small and tells us 
that a considerable proportion of all tweets does not contain many of the 
words in our art and politics dictionaries. With an average word count of 
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15.7 words, however, tweets contain on average 2.5 word that pertains to 
politics and 1.4 words that pertain to art.

Simple mean scores, however, paint a very limited picture. 
Distinguishing between celebrity types allows for more thorough 
statistical analysis, making more interesting differences visible. Since the 
scores for artistic and political content do not display normal 
distributions, a non-parametric Kruskal-Wallis rank-sum test was 
conducted to compare between tweets by Hollywood, music, TV and 
social media celebrities, supplemented with a post-hoc Dunn test to 
further investigate which celebrity types are significantly different from 
each other exactly. As is visible from Table 5.2, the Kruskall-Wallis tests 
for both artistic and political content shows that indeed there are 
differences between celebrity types based on ranked median scores for 
both artistic and political content. A post-hoc Dunn test, next, shows that 
the only significant difference for artistic content is found between 
Hollywood celebrities on the one hand and the other celebrity types on 
the other hand. 

The Kruskal-Wallis test indicates statistically significant differences 
for both artistic and political content among celebrity tweets. The post-
hoc Dunn test further shows that two groups can be discerned. 
Hollywood and music celebrities both exhibit relatively high scores for 
political content in their tweets and do not appear to be significantly 
different from each other. TV and social media celebrities, in contrast, 
exhibit relatively low scores for political content and, similarly, do not 
differ among each other statistically for artistic content even though their 
median scores are not the same. The latter two, in other words, appear to 
be much less interested in the activism of artivism than Hollywood and 
music celebrities are. These findings furthermore suggest that the 
stronger attention to political content by Hollywood and music celebrities 
results in part in lesser attention to the art of artivism. This makes sense 
since tweets can only be so long and therefore display a very limited 
number of different frames (Wilkinson & Thelwall, 2012). Furthermore, 
this suggests that Hollywood and music celebrities are less likely to avoid 
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politics than TV and social media celebrities are, which is often seen to 
be a threat to the popular culture celebrities’ career (Tsaliki, 
Frangonikolopoulos & Huliaras, 2011). 

Table 5.2: Kruskal-Wallis rank-sum tests for artistic (top) and 
political (below) content by celebrity type.

Adjusted p-values: p < .1 = *; p < .05 = **; p < .01 = ***

Hypothesis 1, therefore, is partly confirmed. Hollywood and music 
celebrities indeed emphasize political content more strongly than artistic 
content, while TV and social media celebrities do not exhibit any 
difference. Of course, both Hollywood and music celebrities have a long 
history of political engagement and are likely to be interested in the 
societal concerns that our artivist cases address. In music, we can point to 
various well-known musicians who time and again attempt to raise 
awareness for a variety of issues. Some of the usual suspects, such as 

Kruskal-Wallis 
rank-sum test
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*
*
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Bono, Bob Geldoff and Madonna are known to have raised awareness for 
poverty in the Global South, gender equality and human rights issues 
(Partzsch, 2015). Similarly, Hollywood celebrity artists have often 
presented themselves as the white knights (Roussel & Lechaux, 2010), 
who become the public spokespersons for certain causes and protests. 

A large part of the differences, however, could be due to celebrity 
profile. To conduct a non-parametric statistical test between just two 
groups, low-profile and high-profile celebrities, Wilcoxon rank-sum tests 
were employed, which similarly maintains as its null hypothesis that two 
populations are the same with regards to a particular characteristic. If the 
null hypothesis can be rejected for low-profile and high-profile celebrities 
on the basis of first their scores for artistic content and second their 
scores for political content, it can be concluded that the two groups differ 
with regards to these two variables. 

Table 5.3 displays the results of the Wilcoxon rank-sum tests and tells 
us that the null hypothesis can indeed be rejected: the two groups differ 
for both their scores for artistic and political content. The median scores 
indicate that indeed on average high-profile celebrities are much more 
likely to address the politics of the artivist cases. Low-profile celebrity 
tweets display the same median score for artistic and political content. 
This confirms the second hypothesis.

Of course, the data and these findings exclude the motivation of 
celebrities to tweet what they have tweeted about the artivist cases. The 
differences between high-profile and low-profile celebrities, however, are 
considerable. It is therefore likely that the latter, when they tweet about 
artivists, aim to display interest and potential support while remaining 
careful not to overtly engage with the activism of artivists such as Ai 
Weiwei, Banksy or Pussy Riot. Indeed, considering the effort celebrities 
put into crafting their celebrity image (Marwick & boyd, 2011), low-
profile celebrities are indeed expected to be much more careful than high-
profile celebrities who generally have already attained the star power 
(Thrall et al., 2008) to easily maneuver into the field of politics and 
address more explicit political issues in relation to artivism.
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Table 5.3: Wilcoxon rank-sum tests for content by celebrity profile.

The artivist cases on which the data were collected, however, can 
influence the results discussed just now. The trio of Ai Weiwei, Banksy 
and Pussy Riot vastly dominate the data. This could perhaps be explained 
by pointing out that artivists who themselves already enjoy a high degree 
of media attention, do not require much introduction when celebrities 
tweet about them. Within Twitter’s technological infrastructure, tweets 
are relatively short and do not allow for lengthy elaboration which might 
be needed when celebrities give attention to lesser known artivist cases. 
Furthermore, Ai Weiwei has made several documentaries and covered the 
global musical hit Gangnam Style, relating him much closer to 
Hollywood and music celebrities than to TV and social media celebrities. 
Banksy, in turn, has been linked to the Hollywood movie industry for his 
mockumentary Exit through the Gift Shop, which received an Oscar 
nomination back in 2011. As a punk music protest collective, Pussy Riot 
relies strongly on music in its artivist practices and can therefore be 
linked much more strongly to music celebrities. Figure 5.3 partly 
confirms this genre-specific attention. Hollywood celebrities tweet 
mostly about Banksy. Music celebrities, in turn, show particularly much 
interest in Pussy Riot. TV and social media celebrities, in turn, do not 
necessarily relate to any specific artistic genre and therefore are 
potentially capable of more freely engaging with a wider variety of 
artivists. 

Artistic content 
Median

Political content 
Median

Average length 
in words

Low-profile 
celebrities

1* 1*** 13.3

High-profile 
celebrities

1.5* 2*** 17.2
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Figure 5.3: Distribution of artivists in tweets by celebrity types (Red 
= Banksy; green = Ai Weiwei; blue = Pussy Riot).

Still, out of all artivists, Banksy by far enjoys the most attention from 
each celebrity type. This is in accordance with the findings from the 
previous chapter, in which well over sixty percent of all tweets were 
devoted to Banksy. In comparison to Ai Weiwei and Pussy Riot, who 
each experienced legal repercussion and whose political activism is 
aimed more specifically at the government and at government officials, 
Banksy’s artivism takes a more general focus on pressing global issues. 
Banksy might therefore be much more appealing to celebrities, in order 
to avoid being considered too political (Tsaliki, Frangonikolopoulos & 
Huliaras, 2011).

5.4.2 Celebrity Twitter practices and engagement
Apart from the content focus of celebrities, tweets generate attention in 
terms of likes, retweets and replies. It is expected that celebrity tweets 
that score higher for political content generate more engagement in 
general. Since the number of likes, retweets and replies neither display 
normal distributions, a non-parametric Kruskal-Wallis rank-sum test is 
again preferred. To differentiate between tweets that score higher for 
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political content, I divide the data into four groups. First, the group of 
celebrity tweets on artivism that display none of the politically oriented 
words in our political content dictionary as Group 1. Group 2 exhibits 
only one politically oriented word, Group 3 contains 2 politically 
oriented words and finally Group 4 contains 3 or more politically 
oriented words. Table 5.4 details the results of the Kruskal-Wallis tests 
where I compared these four groups for the number of likes (top), 
retweets (middle) and replies (bottom). 

Table 5.4: Kruskal-Wallis rank-sum tests for likes (top), retweets 
(middle) and replies (bottom) by political content groups.

Adjusted p-values: p < .1: *; p < .05: **; p < .01:  ***

As we can see in Table 5.4, the four groups do not appear to differ 
significantly from each other for the number of likes generated. This 
means that a stronger focus on the politics of artivism does not 
necessarily result in more likes. This is already interesting since out of 
the three forms of engagement Twitter users can choose, likes reflect 
most clearly a form of positive and supportive attention. 

Kruskal-Wallis 
rank-sum test
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Median Mean Group 2 Group 3 Group 4
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73.2
10.5
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political content = 2
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ns 
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political content > 2
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82.0
11.6
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The groups do differ, however, for the number of retweets and replies 
generated. When it comes to engagement through the number of retweets 
and replies, Group 3 stands out and differs significantly from Group 2 
and 4. Both the median and mean scores for retweets of Group 3 are 
significantly higher than the other groups. In the case of replies, this is 
true for Group 3 in comparison to each of the other three groups. These 
findings suggest that tweets that are more strongly politically oriented 
generate significantly more retweets and replies up until a certain point, 
after which more focus on political content results in less retweets and 
replies. Hypothesis 4 can therefore be partly accepted. If it is indeed the 
case that an increased focus on the politics of artivism results in more 
engagement up until a point where a further increase in political content 
leads to a reduction in engagement, then perhaps tweets that display a 
focus on the politics of artivism most strongly, which is roughly 12% of 
all tweets, are perceived to be too controversial for the general public of 
Twitter users to engage with. Furthermore, Hypothesis 4 can be strongly 
supported for retweets and replies, but rejected for likes. 

Within Twitter’s infrastructure of liking and retweeting, there are no 
clear ways to express one’s negative feelings towards tweets by others. It 
could therefore be the case that users refrain from engaging with 
controversial celebrity tweets rather than to dislike them in some way. 
We do see, however, that celebrity tweets on artivism that are more 
political content-wise score somewhat higher for the number of replies 
generated. Out of the three types of engagement possible, replies 
constitute the only way to display disagreement or rejection. Yet, we do 
not know how general Twitter users replied so any claim on this part 
would be speculative. In terms of engaging in conversation with others 
(Hogan, 2010), however, replies constitute a very suitable tool and afford 
general Twitter users not just to reply to celebrities but to start engaging 
in discussion. In a sense, a stronger focus on political content for 
celebrity tweets seems to create at least to some extent an arena for 
further political discussions and political participation (Tunali, 2017).
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Even though these findings already allow us to partly confirm our 
fourth hypothesis, there is more to be said for engagement. In Table 5.5 
we can see that high-profile celebrities clearly generate more engagement 
except for the number of replies, confirming Hypothesis 3. A Wilcoxon 
rank-sum test shows that the median scores for likes and retweets for 
low-profile celebrities are 4 and 9 and for high-profile celebrities 9 and 
10 respectively. This difference is furthermore confirmed by the 
differences in mean scores. This is of course expected since high-profile 
celebrities enjoy more visibility in general (Driessens, 2012), which is 
reflected in their higher number of Twitter followers. It is likely that you 
generate more engagement on Twitter when you have more followers. 
Furthermore, it follows from the observation that celebrities represent 
mass popular culture audiences (Daley, 2013), that high-profile audiences 
indeed maintain a larger following and fanbase than low-profile 
celebrities and hence more easily generate engagement among their 
following.

Table 5.5: Wilcoxon rank-sum tests for likes (top), retweets (middle) 
and replies (bottom) by celebrity profile.

Adjusted p-values: p < .1: *; p < .05: **; p < .01:  ***

Although there was no theoretical ground to formulate expectations with 
regards to the different celebrity types in our data and the level of 
engagement they generate for their tweets, there are interesting 
differences on this level that further inform the explanations of the above 

Engagement

Median Mean

Low-profile celebrities 4***
5***
1ns

32.1
36.9
4.1

High-profile celebrities 9***
10***

1ns

63.3
75.9
5.8
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findings. Table 5.6 details the results of a Kruskal-Wallis rank-sum test 
that compares the engagement for Hollywood, music, TV and social 
media celebrity tweets on artivism. The groups differ significantly in the 
number of likes and retweets their tweets have generated. There is no 
statistical ground, however, to claim that one of the celebrity types 
generates more or less replies. 

Table 5.6: Kruskal-Wallis rank-sum test for likes (top), retweets 
(middle) and replies (bottom) by celebrity type.

Adjusted p-values: p < .1: *; p < .05: **; p < .01:  ***

Two groups stand out. First, what is striking on this level of analysis is 
the relatively high number of likes and retweets generated by TV 
celebrity tweets in comparison to the other celebrity types. It is difficult 
to explain this, but since the group of TV celebrities contains primarily 
those involved in talk shows and news broadcasting their tweets might 
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generally be related more strongly to news and newsworthy information 
and therefore generate more engagement. Second, even though social 
media celebrities generate audiences that are similar in size to the 
audiences that traditional popular culture celebrities have (Marwick, 
2015), their tweets on artivism generate little attention in comparison to 
the other three celebrity types. Seen in this light, even though social 
media celebrities constitute a new group of celebrities, our data suggests 
that general Twitter users seem to engage significantly less with this 
category of celebrities. Perhaps the most obvious explanation for this is 
that social media celebrities’ star power has worth particularly on media 
platforms in which they can engage in micro-celebrity practices 
(Marwick & boyd, 2011), such as Instagram. Their star power somewhat 
diminishes in the realm of media in general, particularly in comparison to 
for example Hollywood celebrities to the extent that the general public 
engages less with social media celebrities.

5.5 Discussion
Looking at the degree and type of attention that artivists generate by 
celebrities, there is some evidence to argue that celebrities are eager to 
raise attention to the activism of artivism, through the political content of 
their tweets. This should, however, be nuanced on several levels. For 
Hollywood and music celebrity artists, the content focus within their 
tweets is more strongly on politics than is the case for TV and social 
media celebrities. In line with this, some celebrities seem to stay close to 
their respective professional fields. In relative terms, Pussy Riot enjoyed 
the most attention from music celebrities, while Banksy, as a street artist 
nominated for an Academy Award, receives most attention from 
Hollywood celebrities. Such genre-specific attention follows 
unsurprisingly for Hollywood and music celebrities and is less applicable 
to TV and social media celebrities who in general are distanced more 
from the field of art. Furthermore, these findings go particularly for 
tweets by high-profile celebrities. They represent mass popular culture 
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audiences (Daley, 2013) and have attained such star power (Thrall et al., 
2008) that they are less likely to endanger their career by raising pressing 
political and societal issues (Roussel & Lechaux, 2010) through the 
prism of artivism. Where other studies suggest that celebrities often raise 
attention to issues that are not on the agenda of politicians (Loader, 
Vromen & Xenos, 2016) or increase the visibility of issues otherwise 
overlooked (Thrall et al., 2008), the findings in this chapter suggest that 
when it comes to artivism, celebrities stay close to their respective fields 
and differ significantly in their degree of celebrity if we understand 
celebrity to be a practice rather than a category of people (Marwick & 
boyd, 2011). 

Furthermore, by analyzing the level of audience engagement that 
celebrity tweets on artivism have generated, I analysed the extent to 
which artivism functions as an arena for political participation (Tunali, 
2017) on a different level. The more political content within tweets, the 
more engagement they generate, which means that ordinary Twitter users 
engage in political discussions through celebrity tweets on artivism. This 
does not only make celebrities constitute an alternative avenue for people 
to engage with politics (Wheeler, 2013), but artivism as well. With 
regards to generating attention, similarly, artivism receives most attention 
when framed and discussed within a political rather than artistic context. 
Future research, however, should point out more concretely and 
qualitatively how others engaged with artivism, the societal issues that 
artivists raise and whether we can speak of an influence on public 
opinion (Jackson & Darrow, 2005) more generally. Indeed, Thrall et al. 
(2008) demonstrate that politically involved celebrities do not 
automatically receive sustained attention, which could mean that 
attention to artivism by and through celebrities is short-lasting. 

Some reflections and critical notes, however, are required. The 
distinction between low-profile and high-profile celebrities has proven to 
be insightful. Overall high-profile celebrities have tweeted about artivists 
more than low-profile celebrities. This, of course, can be an artifact of the 
operationalization. As the motives behind their tweets remains unknown, 
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it cannot be fully claimed, for example, that low-profile celebrity tweets 
contain less political content because they have a greater fear of 
damaging their career and fanbase than high-profile celebrities do. The 
same can be said for the measurement of the content of celebrity tweets. 
Since words often have ambiguous meaning, depending strongly on the 
context in which they are used, the validity of the variables of artistic and 
political content remains somewhat debatable. The point, however, is not 
to decide whether or not a single tweet is primarily framed artistically or 
politically, but to analyze the likeliness and degree in which tweets 
address the arts and politics of artivism. The higher a scores for political 
or artistic content, the more likely and extensively it is focused on 
politics or arts respectively. Nonetheless, qualitative studies could 
provide more in-depth knowledge about how tweets are framed and what 
the motives behind tweets are. 

Furthermore, even though the findings in this chapter have been 
insightful with regards to the category of social media celebrities, more 
research is needed in how they engage in practices generally associated 
with celebrities, such as presenting a public self (Thomas, 2014) and 
maintaining a fanbase (Marwick, 2016). What is referred to as social 
media celebrities is perhaps closely related to what other scholars refer to 
as social media influencers. These are social media users that have 
relatively large numbers of followers and translate this ‘celebrity capital’ 
into economic benefit through advertisers and marketers that capitalize 
on the social media influencers’ audiences (Khamis, Ang and Welling, 
2017). Yet they generate significantly less engagement on Twitter than 
other celebrities do, which begs the question to what extent social media 
celebrities have any influence as social media influencers. Perhaps the 
data in this chapter suggest most strongly that when social media 
influencers tweet about artivism and tread the field of politics, their 
influence is considerably lower than that of traditional industry celebrities 
such as Hollywood actors and musicians, at least in terms of being liked 
and inducing further discussions through replies or retweets. 
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Footnotes

1 The IMDB website functions as an important database for the movie 
industry, where a vast majority of actors, directors and other core 
personnel in the movie industry are listed for virtually all produced 
and released movie. Hence, being featured on the IMDB website 
serves as an important proxy to determine whether a Hollywood 
celebrity is acknowledged in the field.

2 YouTube constitutes a suitable proxy for acknowledgement for 
musicians and TV celebrities. YouTube is actively used as a substitute 
for TV and music broadcasting to such an extent that many programs 
that appear on TV and many music numbers that are produced also 
appear on YouTube in order to draw sufficient viewers and listeners. 
The more views one receives on YouTube, the more likely it is that it 
appears on a Google search page based on the celebrity’s name.

3 See Appendix D for a full overview of both dictionaries. 
4 The Python code that was used is similar to that in Appendix B.
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CHAPTER 6
CONCLUSION

6.1 Introduction
Recently, UK artist Banksy has moved from depicting the current global 
migrant crisis through his well-known street art to acting on it by funding 
a migrant rescue boat in the Mediterranean Sea. The artist claimed to 
have used money that was made from his earlier artworks about the 
migrant crisis to finance the purchase of the ship out of moral conviction 
(Tondo & Stierl, 2020). The vessel itself is run by an all-female activist 
group experienced in rescue missions and features Banksy’s trademark 
street art in purple and black graffiti paint. To date, it has rescued over 
200 migrants and is still sailing the Mediterranean Sea in search for more 
to rescue. As such, this new Banksy project is both an art and 
humanitarian project at the same time. It is not just an artwork that can be 
observed in a museum – at least not yet. Nor is it merely a humanitarian 
project when Banksy’s signature art is all over it so plainly. At the same 
time, however, while some of his previous artworks primarily raised 
attention to the current migrant crisis, this one is used to the advantage of 
migrants more directly. Whereas his artworks can easily be ignored by 
the larger public, this one will keep saving migrants even if no one is 
paying attention. Of course, the artist could have simply financed a 
rescue boat without associating his name with it. Then again, it might 
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have received less media coverage and hence the global migrant crisis 
might have received less attention. It seems as though the boat needed to 
be an artwork for it to achieve more impact.

This recent art project of Banksy, therefore, is a perfect illustration of 
the complex position in which artivists find themselves. They aim to 
achieve societal change, but often attempt to do so through a mode of 
artistic expression. To study this phenomenon of artivism, I have 
analyzed the reception of artivism within the fields of art, news media 
and social media. I have attempted to answer the main research question 
through four empirical studies in which I compare three domains of 
artivist reception: within the art field, within the media realm and among 
media audiences. 

Internal to the field of art, I have demonstrated how for some curators 
artistic criteria do not appear to play an important role in attributing 
artistic status to artivists. For them, art and social engagement are 
inseparable and they believe that societal change can be achieved through 
socially engaged art (chapter 2). Within newspaper coverage (chapter 3), 
however, quality newspapers appear to differentiate between the art and 
activism of artivism by covering artivists in cultural sections when they 
are primarily artistically evaluated and in non-cultural sections when they 
are discussed in a political context. This differentiation is much less 
visible within popular newspapers, while the latter furthermore appear 
less artistically and politically oriented in their coverage of artivism 
overall. Among media audiences (chapter 4), artivists appear to enjoy 
attention that predominantly involves a focus on the consequences that 
artivists have faced for their activism rather than their activist cause. The 
analysis of popular culture celebrity engagement with artivism (chapter 
5), finally, shows that celebrities are primarily interested in the activism 
of artivists and that more political content in celebrity tweets on artivist 
cases results in more engagement by media audiences. While in the 
previous chapters I have already attempted to reflect on my findings, 
these studies offer several theoretical insights, along with possible 
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avenues for future research, when considered together. I will further 
elaborate on these below.

6.2 Return to representation
Although historically it can be argued that the field of visual arts came to 
define itself as relatively autonomous with its own status markers, today 
there appears to be a strong voice within the arts that perceives of the 
field of visual arts as an important avenue for social engagement. If a 
social turn in the arts is characterized by the arts being increasingly 
evaluated on the basis of social and ethical criteria (Bishop, 2012), then it 
could be argued that there is indeed some empirical support for this 
hypothesis. Where others have spoken of eroding boundaries between art 
and everyday life when extra-aesthetic elements become increasingly 
pronounced in the arts (e.g. Bishop, 2012; 2014), however, I would 
additionally argue that the boundaries between the field of visual art and 
the broader society in particular become blurred. Quite a few curators 
interviewed for chapter 2 appeared reluctant to follow dominant aesthetic 
considerations and instead give precedence to social criteria in their 
evaluation of art. According to De Duve (2019), this constitutes a 
counter-ideological approach: exclusively aesthetic considerations are 
explicitly rejected in favor of criteria of social engagement. This 
approach suggests that the arts become heteronomous in the 
Bourdieusian sense that criteria external to the arts become more 
important (Bourdieu, 1993) and that the field of art is not a strictly 
autonomous or societally isolated sphere but one that bears the same 
inequalities that can be seen in society in general. In contrast to 
Bourdieu’s findings, however, heteronomy here is found in the role of 
social engagement in the arts, rather than of economic factors. In other 
words, by countering inequalities in the arts inequalities in the broader 
society are expected to be tackled too.

The evaluative practices of curators with regards to social engagement 
in general and artivism in particular, furthermore, concern social and 
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ethical criteria that especially seem to pertain to representation. While 
representation in previous centuries was visible through artists who came 
to view themselves as the ‘cultural deputies’ of the court (De Duve, 2019: 
69), representation among the visual arts today is visible through its 
fragmentation into art movements that represent particular and often 
underrepresented or even oppressed social groups, such as feminist art, 
black art, community art and similar movements. This representation of 
the underrepresented can therefore be seen as primarily a social rather 
than artistic discourse in line with Bishop’s (2012) distinction and 
perhaps constitutes the contours of a new artistic paradigm or schism in 
which artistic expression becomes a means to a more socially oriented 
goal. Within such a paradigm, artistic status depends in part on criteria in 
social, ethical and political activist terms. Throughout their practices of 
categorizing artistic products, producers and practices (Lamont & 
Molnár, 2002), however, not all curators draw similar boundaries with 
regards to whether and what type of social engagement is accepted in the 
arts. While some curators strongly maintain an artistic discourse and 
consider social engagement to be reserved for non-artistic practices, 
others consider it a requirement for contemporary artists to be socially 
engaged. 

In the introduction I emphasized how socially engaged artistic 
practices, such as artivism, present a puzzle: they appear to follow their 
own logic, yet seek to achieve societal change through their focus on 
social engagement. This puzzle, then, can be explained by pointing to a 
strong voice within the arts for social engagement, in particular in 
relation to representation. From the perspective of the art field, those 
curators who applaud social engagement contend that by maintaining 
strictly artistic evaluative criteria social inequalities are reproduced. For 
them it is up to artists and themselves as cultural intermediaries to 
achieve societal change through art. Through representative art, 
underrepresented social groups gain a voice within the arts and this in 
turn is seen to give those groups a voice in society in general. 
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Ultimately, however, there is also a strong national element to 
representation as an artistic paradigm. In the end, representation comes 
down to the social groups who socially engaged artists in general and 
artivists in particular aim and claim to represent. Particularly in the West, 
what constitutes a minority group differs from country to country (e.g. 
Berkers, Janssen & Verboord, 2011). Indicatively, for example, US 
curators strongly displayed a curatorial attitude that is accepting of social 
engagement especially when it involves African-American minorities. 
Representation, therefore, further emphasizes the heteronomy of 
contemporary art within a national context particularly: it is never solely 
dependent on the evaluation practices of cultural intermediaries but 
ultimately depends on whether and how the claim of representation finds 
resonance within the broader society. As such, representation requires 
from the artist not a strictly aesthetic mode of artistic expression or 
exclusively artistic discourse. Rather, it requires from the artist a certain 
practice to speak for particular social groups and thereby to be heard by 
them and accepted in the broader society to speak on their behalf. 

Along the same line, there is a strong geopolitical element to 
representation. Particularly beyond the art field, representation could 
explain why so much news media and media audience attention go out to 
prosecuted artivists and the prosecution of artivists. Ai Weiwei, Pussy 
Riot and Jafar Panahi each represent the oppressed through the very state 
prosecution they have faced. For others, a ‘symbolic coup’ (Roussel & 
Lechaux, 2010: 22) might be needed to achieve representation: just like 
popular culture celebrities who equate their audience to a constituency 
they claim to represent (Watts, 2019), artivists address a pressing societal 
issue and seek representation among those they believe to have been 
wronged. Indicatively, Banksy has used the earnings he made for 
artworks that addressed to global migrant crisis to finance a rescue boat. 
Other artivists, in contrast, might have exposed wrongdoing but lack the 
representation when they, for example, quickly move from one societal 
issue to another throughout their artistic careers. 
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6.3 Media and media audience attention
This search for representation, however, is less visible within the 
newspaper coverage of artivism. In part, of course, this is the result of the 
way newspaper articles were coded. Instead, however, newspapers can be 
seen to somewhat reproduce the view of art as primarily preoccupied 
with itself, by separating their attention to the art and activism of 
artivism. In cultural newspaper sections, artivists are discussed primarily 
in an artistic context, while in non-cultural sections artivists are discussed 
primarily in a political context. Even more so, this contrast between the 
art and activism of artivism is most clearly visible in quality newspapers, 
while the latter also cover artivists much more often in cultural sections 
than popular newspapers do. This is particularly interesting when we 
consider art journalists who write for the cultural sections of newspapers 
to be cultural intermediaries (Kuipers, Janssen & Verboord, 2008). To 
that extent, the field of visual arts is treated as a separate sphere that 
follows its own autonomous logic and therefore deserves separated 
attention. Since news media such as newspapers are powerful in 
determining what is societally relevant (Champagne, 2005; Esser & 
Strömbäck, 2014), they appear to play an important role in reproducing 
the view of the arts as a separate, relatively autonomous sphere.

Taking news media attention and media audience attention as a 
measure for societal impact, then, requires some nuance. From analyzing 
the media audience attention to artivism on a large scale, it has become 
clear that some artivists enjoy much more attention than others and that 
the political activism of artivists finds little resonance. In case of the 
latter observation, media audiences appeared much more interested in the 
prosecution of some of the artivist cases in comparison to their respective 
activist causes. This is in part the result of news media practice as news 
media strongly determine what is considered societally relevant (Esser & 
Strömbäck, 2014) and thereby strongly influence social media attention 
(Wilkinson & Thelwall, 2012). Indeed, it is unsurprising that those 
artivists who received much newspaper coverage also appeared to enjoy 
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a lot of attention from Twitter users. At minimum, then, news media can 
be seen to work as a filter in that audience attention is primarily limited 
to certain artivists and to certain aspects of those artivists.

It is important to emphasize that news media in general and the 
journalists who produce news in particular operate as gatekeepers (Vos, 
2009) in that they reject some bits of information, while selecting others 
to become news. Not only do they selectively cover information about 
artivists, they selectively cover some and ignore others. As such, news 
media attention brings massive exposure among the broader audience to 
some artivists and much less to others. This selective news consumption 
is further catalyzed because news media are sensitive to content that 
attracts most readers as their business model depends strongly on 
engagement with audiences (Batsell, 2015). Perhaps, then, a social turn 
in the arts through a return to representation is visible within news media 
primarily in the extent of coverage in quantitative rather than qualitative 
terms. The number of articles devoted to particularly Ai Weiwei and 
Pussy Riot, in comparison to the other artivists, suggests that those who 
represent the oppressed indeed enjoy much more audience engagement. 

This parallel that can be drawn between newspaper coverage and 
Twitter attention is furthermore interesting in light of what others have 
referred to as a news gap (Boczkowski & Mitchelstein, 2013). The gap 
between what journalists consider important (i.e. hard news) and what 
media audiences desire (i.e. soft news) appears to lead to a watered-down 
coverage of artivists. Covering an artivist practice by for example Ai 
Weiwei on the global refugee crisis demands much more reflection from 
the audience than covering the aesthetics of it or covering his prosecution 
in China. News production that is focused on soft news or easy-to-read 
controversy tends to lead to the most audience engagement, while 
increased audience engagement in turn tends to push news producers to 
produce even more soft news.  

Perhaps this has been particularly visible among popular culture 
celebrities, who give virtually no attention to Hans Haacke, Jonas Staal 
and Jafar Panahi and by far appear to have been mostly interested in 
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Banksy. As such, celebrities too function as gatekeepers for artivism. In 
contrast to news media, however, celebrities appear much less interested 
in the art of artivism. Perhaps the attention to artivists by celebrities is 
primarily informed by the latter performing their celebrity status and the 
practice of maintaining their star power. As gatekeepers, then, celebrities 
can be seen to give attention to those artivists and those artivist causes 
that ultimately are instrumental in their celebrity performance, for 
example by sticking close to their respective professional fields. 

The attribution of societal impact to artivism, then, seems to depend 
on the type of news that can be produced about particular artivists. 
Indeed, news media attention can be seen to provide artivists with a way 
to engage the broader society and to be heard for their activism. At the 
same time, news media engage in gatekeeping practices and impose a 
filter: when artivists enjoy news coverage, their respective activist causes 
are at minimum communicated in a very limited way and at worst 
neglected entirely in favor of soft news. For artivists, this means that 
societal impact through media (including celebrities) and media audience 
attention comes at the cost of their activist cause.

Here too, however, there is a strong geopolitical dimension visible 
within newspaper coverage. In comparison to Dutch and UK newspapers, 
US newspapers appeared to be particularly interested in Chinese visual 
artist Ai Weiwei, Iranian filmmaker Jafar Panahi and Russian punk 
protest group Pussy Riot, each of which concerns an artivist from a non-
democratic country with which the US maintains challenging 
international relations. The international interest of US newspapers, 
therefore, is not only more politically oriented in its content but also 
appears to be more geopolitically oriented in its focus on artivist cases 
than could be said for Dutch and UK newspapers. In part, this can be 
explained by how social engagement through representation similarly 
appeared to be more prevalent among US curators. At the same time, 
however, societal impact for artivism beyond the confines of (national) 
art fields seems to be sensitive to geopolitical relationships: while 
curators strongly refer to representation within a national context, news 
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media coverage and media audience attention are much more 
internationally oriented.

6.4 Critical reflection and future research
Some critical reflections about this study seem appropriate. Furthermore, 
there is much room for future research beyond the scope of this study. 
First, studying the role of social engagement in the arts requires a better 
understanding of the types of political activism that are more accepted 
than others in terms of both form and content. In an era of global protest 
movements and increased polarization, the selective news media and 
media audience attention to artivism might do little more than reproduce, 
in line with Rancière’s (2009) argument, existing problematic societal 
values, tensions between social groups and geopolitical relationships. In 
that sense, there is much to gain for political scientists, media scholars 
and cultural sociologists from engaging with research from each other’s 
respective disciplines. With this dissertation I have shown that the topic 
of artivism touches upon each of these disciplines and that its role in 
society as an artistic and socially engaged practice can only be 
understood through interdisciplinary research. Further systematic and 
interdisciplinary case-based research, therefore, could provide further 
valuable insight into our understanding of how activism is viewed in 
relation to the arts and therefore into how the arts as a field is 
representative of the broader society in general. 

Second, newspapers in general are often seen to play an important role 
in the legitimation of art and in shaping public opinion (Champagne, 
2005; Purhonen, Heikkilä & Hazir, 2017). Such generalizing theories, 
however, fail to take into account the differentiated approach to the arts 
within newspapers. From a cultural sociology perspective, therefore, it is 
important to consider the extent to which the art journalists who work for 
newspapers reproduce the image of the arts as an autonomous field that 
requires coverage in separate sections primarily devoted to coverage of 
art in its own artistic context. Their role as cultural intermediary and 
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journalist places them in two different fields and considering the extent to 
which news media shape public opinion (Champagne, 2005), this double 
position of art journalists requires a systematic understanding of the role 
and effect of news consumption and news production in relation to the 
arts. Particularly in relation to artivism, news media coverage and 
audience attention are required to be studied in tandem to fully 
understand how artivists reach the broader society through the field of 
media. For example, such a study would need to take into account how 
the selective news production and consumption of artivism results in 
filter bubbles (Pariser, 2011) in which the ideological positions of 
consumers remain unchallenged when only certain types of artivism 
enjoy media coverage in terms of both form and content.

Third, this research topic furthermore has a lot to gain from a more 
longitudinal approach. If it can indeed be said that the arts increasingly 
returns to representation, albeit this time particularly of those who face 
inequality rather than of societal elites (e.g. De Duve, 2019), then a 
strong empirical basis is required on which this development can be 
grounded and one that is contrasted more clearly with the previously 
dominant paradigm of abstract art. This avenue of research requires a 
more longitudinal empirical analysis of the art field in the broader sense: 
changes in artistic practices, changes in intermediary practices, changes 
in museum practices, changes in cultural policies and so on. Existing 
research into this topic is still strongly theoretical and conceptual of 
nature. More in-depth longitudinal studies into how social engagement 
came to permeate the art field provides further insight into how practices 
of artistic production, distribution, reception and consumption have 
changed over recent years. This will additionally benefit policy makers in 
gaining knowledge of how current practices within the arts relate to 
existing cultural policies. This dissertation offers a point of departure for 
future research into this direction, by demonstrating the role of social 
engagement in the arts and the constraints that artists might face in 
receiving attention in the broader society.
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Fourth, an important shortcoming of the research into the media 
audience reception of artivism through a large-scale analysis of Twitter 
has been the lack of systematic geographical metadata for each collected 
tweet. It would be very interesting to further analyze differences in 
audience reception in relation to geographical location. Given the cross-
national differences in the newspaper coverage of artivism, it is likely 
that the reception of artivism among media audiences differs strongly on 
a cross-national level. This is especially valuable when we consider that 
even though the art field is affected by globalization (Quemin, 2006), 
strong national differences are visible with regards to contemporary 
practices of socially engaged art. Further research into this aspect, 
however, requires a different approach to data collection that overcomes 
at least one of two important hurdles. Collecting demographic 
information on Twitter users requires either an advanced technological 
understanding of Twitter’s API infrastructure that is generally reserved 
for those in the field of computer science or those with the financial 
means to buy the required data through a data broker that is more 
common in a commercial environment. 

In relation to this, finally, there is much to gain for sociologists of 
culture to utilize computational methods and the vast quantities of 
available online data to study the arts in more general terms. Although 
there surely are limitations to this, as I have addressed in the previous 
chapters, the combination of computational methods and large datasets 
offers several methodological and epistemological advantages. The 
availability of large amounts of quantitative and qualitative data enables 
researchers to bridge the traditional divide between quantitative and 
qualitative research. Particularly promising for sociologists of culture, for 
example, large-scale analysis of textual documents such as the analysis of 
newspaper coverage and social media messages in this dissertation 
enables research into many evaluative and boundary-drawing processes 
while maintaining qualitative depth and generalizability (e.g. Roose et 
al., 2018). The “theory-rich and methods poor” (DiMaggio, Nag & Blei, 
2013: 571) sociology of culture risks losing its grip on the ever-changing 
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social reality empirically if it fails to jump on the bandwagon of 
computational research. The same applies to the research topic central in 
this dissertation: artivism emerged in an increasingly globalized and 
digitalized society and can only be understood when different data points 
are brought together. Because there is so much to gain on this level for 
sociologists of culture, I hope that this dissertation provides at least a 
small contribution in that direction and demonstrates that computational 
methods are readily accessible for social scientists if they want to.
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Appendices

Appendix A 

Standard EUR informed Consent Form

Project Title 
and version

Geopolitics of artivism: Comparing the attribution of societal 
impact and artistic qualities in the Western reception of art 
activists from democratic and authoritarian regimes.

Name of 
Principal 
Investigator

Frank Weij

Name of  
Organisation

Erasmus University Rotterdam: Erasmus School of History, 
Culture and Communication

Name of 
Sponsor

NWO (De Nederlandse Organisatie voor Wetenschappelijk 
Onderzoek)

Purpose of the 
Study

This research is being conducted by Frank Weij. I am 
inviting you to participate in this research project about the 
way in which cultural intermediaries attribute artistic 
legitimacy to artists who combine political concerns or 
activist action with artistic production. The purpose of this 
research project is to further investigate the relationship 
between art and politics.

Procedures You will participate in an interview lasting approximately 
one to two hours. The interview will be recorded using a 
sound recording device or software. You will be asked 
questions about your role as a cultural intermediary and your 
views on politically and societally engaged or activist artists. 
Sample questions include: “How would you describe your 
role at your organization?“ and “How do you feel about 
artists who incorporate political protests or activism into 
their artworks?”
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Potential and  
anticipated 
Risks and 
Discomforts

There are no obvious physical, legal or economic risks 
associated with participating in this study. You do not have 
to answer any questions you do not wish to answer. Your 
participation is voluntary and you are free to discontinue 
your participation at any time.

Potential 
Benefits 

Participation in this study does not guarantee any beneficial 
results to you. The broader goal of this research is to further 
develop the research area that deals with the relationship 
between art and politics. This can potentially be of interest 
for policy makers and various actors working in the cultural 
sector both internationally and in the Netherlands. 

Sharing the 
results

After transcribing the interviews, a transcript will be send to 
you for approval. This provides you with the opportunity to 
correct factual errors and to withdraw or rephrase particular 
statements. After approval, the interview transcripts will be 
used for further analysis and development of research output. 
The research findings will be shared more broadly through 
publications and conferences.

Confidentiality Your privacy will be protected to the maximum extent 
allowable by law. No personally identifiable information will 
be reported in any research product. Moreover, only trained 
research staff will have access to your responses. Within 
these restrictions, results of this study will be made available 
to you upon request. 
As indicated above, this research project involves making 
audio recordings of interviews with you. Transcribed 
segments from the audio recordings may be used in 
published forms (e.g., journal articles and book chapters). In 
the case of publication, pseudonyms will be used. The audio 
recordings, forms, and other documents created or collected 
as part of this study will be stored in a secure location in the 
researchers’ offices or on the researchers password-protected 
computers and will be destroyed within ten years of the 
initiation of the study.
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Right to 
Withdraw and 
Questions

Your participation in this research is completely voluntary. 
You may choose not to take part at all. If you decide to 
participate in this research, you may stop participating at any 
time.  If you decide not to participate in this study or if you 
stop participating at any time, you will not be penalised or 
lose any benefits to which you otherwise qualify. If you 
decide to stop taking part in the study, if you have questions, 
concerns, or complaints, or if you need to report an injury 
related to the research, please  
contact the primary investigator:  

Frank Weij, MSc 
weij@eshcc.eur.nl 
Erasmus University Rotterdam 
Erasmus School of History, Culture and Communication 
Department of Arts and Culture Studies

Statement of 
Consent

Your signature indicates that you are at least 18 years of age; 
you have read this consent form or have had it read to you; 
your questions have been answered to your satisfaction and 
you voluntarily agree that you will participate in this 
research study. You will receive a copy of this signed 
consent form.
You have been given the guarantee that this research project 
has been reviewed and approved by the ESHCC Ethics 
Review Committee. For research problems or any other 
question regarding the research project, you can contact the 
Data Protection Officer of Erasmus University, Marlon 
Domingus, MA (fg@eur.nl).
If you agree to participate, please sign your name below.
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Audio 
recording
(if applicable)

I consent to have my interview audio recorded
   ☐ yes
   ☐ no

Secondary use
(if applicable)

I consent to have anonymised data be used for secondary 
analysis
   ☐ yes
   ☐ no

Signature and 
Date

NAME PARTICIPANT: 
 
 

NAME PRINCIPAL 
INVESTIGATOR: 
 
 

SIGNATURE SIGNATURE 
 
 

DATE 
 
 

DATE
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Appendix B

Python code

import tkinter as tk
import sys
import os
import re
from collections import Counter

########## to consider before running ##########

"""
For cleaner check:
- block 4: JOURNAL-CODE is not always given.
- block 6: change artist
"""

class ExampleApp(tk.Tk): 

    def __init__(self):
        tk.Tk.__init__(self)
        toolbar = tk.Frame(self)
        toolbar.pack(side="top", fill="x")
        b1 = tk.Button(self, text="cleaner", command=self.cleaner)
        b2 = tk.Button(self, text="print text", command=self.print_text)
        b3 = tk.Button(self, text="appearances", command=self.appearances)
        b4 = tk.Button(self, text="content analysis”,command= 

self.content_analysis)
        b5 = tk.Button(self, text="artist presence", command=self.presence)
        b6 = tk.Button(self, text="import ready", command=self.import_ready)
        b1.pack(in_=toolbar, side="top", fill="both")
        b2.pack(in_=toolbar, side="top", fill="both")
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        b3.pack(in_=toolbar, side="top", fill="both")
        b4.pack(in_=toolbar, side="top", fill="both")
        b5.pack(in_=toolbar, side="top", fill="both")
        b6.pack(in_=toolbar, side="top", fill="both")
        self.text = tk.Text(self, wrap="word")
        self.text.pack(side="top", fill="both", expand=True)
        self.text.tag_configure("stderr", foreground="#b22222")

        sys.stdout = TextRedirector(self.text, "stdout")
        sys.stderr = TextRedirector(self.text, "stderr")

    def cleaner(self):
        #block1: join the lines
        one = open("…/start.txt", "r")
        two = open("…/1.txt", "w")
        with open("…/start.txt") as one:
            print(" ".join(line.strip() for line in one), sep = "", file=two)
        one.close()
        two.close()

        #block 2: add <start>
        one = open("…/1.txt", "r")
        two = open("…/2.txt", "w")
        for line in one:
            line0 = line.replace("DOCUMENTAIRE", "documentaire")
            line1=line0.replace("DOCUMENTS", "\n<start><1>")
            line2 = line1.replace("DOCUMENT", "\n<start><1>")
            print(line2, file=two)
        one.close()
        two.close()
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        #block 3: remove redundent lines
        one = open("…/2.txt", "r")
        two = open("…/3.txt", "w")
        for line in one:
            if line.startswith("<start>"):
                print(line, end="", file=two)
            else:
                continue
        one.close()
        two.close()

        #block 4: remove redundent articles
        one = open("…/3.txt", "r")
        two = open("…/4.txt", "w")
        for line in one:
            if "LENGTH: " in line:
                print(line, file=two)
            else:
                continue
        one.close()
        two.close()

        #block 5: remove non-paged articles
        one = open(…/4.txt", "r")
        two = open("…/5.txt", "w")
        for line in one:
            text = line[line.find("SECTION: ")+9:line.find("LENGTH:")]
            if "Blz." in text:
                print(line, end="", file=two)
            elif "Pg." in text:
                print(line, end="", file=two)
            else:
                continue
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        one.close()
        two.close()

        #block 5: add page numbers
        one = open("…/5.txt", "r")
        two = open("…/6.txt", "w")
        for line in one:
            text = line[line.find("SECTION: "):line.find("LENGTH:")]
            text2 = text[text.find(";"):]
            text3 = text2.replace("Pg.", "Blz.")
            text4 = text3[text3.find("Blz."):]
            text5 = text4.replace(",", " ")
            text6 = text5.replace("Blz. ", "")
            text7 = text6.replace("A", "")
            text8 = text7.replace("C", "")
            text9 = text8.replace("B", "")
            text10 = text9.replace("D", "")
            text11 = text10.replace("E", "")
            text12 = text11.replace("T", "")
            text13 = text12.replace("Q", "")
            text14 = text13.replace("F", "")
            text15 = text14.replace("G", "")
            text16 = text15.replace("W", "")
            if len(text16.split()) == 1:
                print("<page>", text16, line, end="", file=two)
            elif len(text6.split()) == 0:
                print("<page>0", line, end="", file=two)
        one.close()
        two.close()

        #block 6: newspaper names
        one = open("…/6.txt", "r")
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        two = open("…7.txt", "w")
        for line in one:
            newspaper = line[line.find("<1>")+3:line.find("20")]
            if "Algemeen Dagblad" in newspaper:
                newspaper2 = "algemeen dagblad"
                line1 = line.replace("Algemeen Dagblad", " ")
            elif "Daily Mirror" in newspaper:
                newspaper2 = "daily mirror"
                line1 = line.replace("Daily Mirror", " ")
            elif "Daily Star" in newspaper:
                newspaper2 = "daily star"
                line1 = line.replace("Daily Star", " ")
            elif "Daily Telegraph" in newspaper:
                newspaper2 = "daily telegraph"
                line1 = line.replace("Daily Telegraph", " ")
            elif "Evening Standard" in newspaper:
                newspaper2 = "evening standard"
                line1 = line.replace("Evening Standard", " ")
            elif "NRC" in newspaper:
                newspaper2 = "NRC"
                line1 = line.replace("NRC", " ")
            elif "Daily News" in newspaper:
                newspaper2 = "daily news"
                line1 = line.replace("Daily News", " ")
            elif "New York Times" in newspaper:
                newspaper2 = "new york times"
                line1 = line.replace("New York Times", " ")
            elif "Telegraaf" in newspaper:
                newspaper2 = "telegraaf"
                line1 = line.replace("Telegraaf", " ")
            elif "USA TODAY" in newspaper:
                newspaper2 = "usa today"
                line1 = line.replace("USA TODAY", " ")
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            elif "Volkskrant" in newspaper:
                newspaper2 = "volkskrant"
                line1 = line.replace("Volkskrant", " ")
            elif "Washington Post" in newspaper:
                newspaper2 = "washington post"
                line1 = line.replace("Washington Post", " ")
            print("<newspaper>", newspaper2, line1, end="", file=two)
        one.close()
        two.close()

        #block 7: isolate headline
        one = open(“…/7.txt", "r")
        two = open("…/8.txt", "w")
        for line in one:
            newspaper = line[line.find("<newspaper>"):line.find("<start>")+7]
            text = line[line.find("<1>"):line.find("SECTION:")]
            text2 = text.lower()
            text3 = text2.replace("maandag", "<dag>")
            text4 = text3.replace("monday", "<dag>")
            text5 = text4.replace("dinsdag", "<dag>")
            text6 = text5.replace("tuesday", "<dag>")
            text7 = text6.replace("woensdag", "<dag>")
            text8 = text7.replace("wednesday", "<dag>")
            text9 = text8.replace("donderdag", "<dag>")
            text10 = text9.replace("thursday", "<dag>")
            text11 = text10.replace("vrijdag", "<dag>")
            text12 = text11.replace("friday", "<dag>")
            text13 = text12.replace("zaterdag", "<dag>")
            text14 = text13.replace("saturday", "<dag>")
            text15 = text14.replace("zondag", "<dag>")
            text16 = text15.replace("sunday", "<dag>")
            text16 = text15.replace("sunday", "<dag>")
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            text17 = text16[text16.find("<dag>")+5:]
            rest = line[line.find("SECTION:"):]
            print(newspaper, text17, rest, end="", file=two)
        one.close()
        two.close()
        
        
        #block 9: break into sections
        one = open("…/8.txt", "r")
        two = open("…/9.txt", "w")
        for line in one:
            if "LENGTH:" in line:
                newspaper = line[line.find("<newspaper> ")+12:line.find(" <start>")]
                headline = line[line.find("<start> ")+8:line.find(" SECTION:")]
                if "national edition" in headline:
                    if "byline:" in headline:
                        headline1 = headline[headline.find("national edition”)

+16:headline.find("byline:")]
                    else:
                        headline1 = headline[headline.find("national edition”)

+16:headline.find("SECTION:")]    
                elif "byline:" in headline:
                    headline1 = headline[:headline.find("byline:")]
                else:
                    headline1 = headline
                headline2 = headline1.replace("  ", " ")
                headline3 = headline2.replace(";", "")
                headline4 = headline3.replace("edition 1", "")
                headline5 = headline4.replace("sports final edition", "")
                headline6 = headline5.replace("sports final replate edition", "")
                headline7 = headline6.replace("late edition - final", "")
                headline8 = headline7.replace("final edition", "")
                headline9 = headline8.replace("every edition", "")
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                headline10 = headline9.replace("regional edition", "")
                headline11 = headline10.replace("suburban edition", "")
                section = line[line.find("SECTION: ")+9:line.find(" LENGTH:")]
                section2 = section.lower()
                section3 = section2.replace(";", "")
                section4 = section3.replace("blz.", "pg.")
                section5 = section4[:section4.find("pg.")]
                length = line[line.find("LENGTH:")+7:line.find(" woorden")]
                text = line[line.find("LENGTH: ")+8:line.find("LOAD-DATE")]
                text1 = " ".join(text.split()[2:])
                text2 = text1.replace(","," ")
                text3 = text2.replace("."," ")
                text4 = text3.replace("-"," ")
                text5 = text4.replace("!", " ")
                text6 = text5.replace("?", " ")
                text7 = text6.replace(":", " ")
                text8 = text7.replace(";", " ")
                text9 = text8.replace("_", " ")
                text10 = text9.replace("\#", " ")
                text11 = text10.replace("&", " ")
                text12 = text11.replace("\'", " ")
                text13 = text12.replace("\"", " ")
                text14 = text13.replace("(", " ")
                text15 = text14.replace(")", " ")
                text16 = text15.lower()
                year = line[line.find("LOAD-DATE: ")+11:]
                year2 = year.split()[2]
                if "Januari" in year:
                    month = "january"
                elif "January" in year:
                    month = "january"
                elif "Februari" in year:
                    month = "februari"
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                elif "February" in year:
                    month = "februari"
                elif "Maart" in year:
                    month = "march"
                elif "March" in year:
                    month = "march"
                elif "April" in year:
                    month = "april"
                elif "Mei" in year:
                    month = "may"
                elif "May" in year:
                    month = "may"
                elif "Juni" in year:
                    month = "june"
                elif "June" in year:
                    month = "june"
                elif "Juli" in year:
                    month = "july"
                elif "july" in year:
                    month = "july"
                elif "Augustus" in year:
                    month = "august"
                elif "August" in year:
                    month = "august"
                elif "Sepember" in year:
                    month = "september"
                elif "Oktober" in year:
                    month = "october"
                elif "October" in year:
                    month = "october"
                elif "November" in year:
                    month = "november"
                elif "December" in year:
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                    month = "december"
                pubtype = line[line.find("PUBLICATION-TYPE: "):line.find(" 

JOURNAL-CODE:")]
                pubtype2 = pubtype[pubtype.find("PUBLICATION-TYPE: “)

+18:pubtype.find(" Copyright")]
                pubtype3 = pubtype2.lower()
                print("<newspaper>", newspaper, "<head>", headline11, "<section>", 

section5, "<length>", length,"<date>", year2, " ", month, "<type>", 
pubtype3, "<text>", text16, sep="", end="\n", file=two)

        one.close()
        two.close() 

        #Block 8: remove duplicate headlines
        one = open("…/9.txt", "r")
        two = open("…/10.txt", "w")
        headlines = set()
        for line in one:
            text = line[line.find("<head> ")+7:line.find("<section>")]
            if text in headlines:
                continue
            else:
                print(line, end="", file=two)
                headlines.add(text)
        one.close()
        two.close()

        #block 9: remove duplicate texts
        one = open("…/Desktop/10.txt", "r")
        two = open("…/clean.txt", "w")
        texts = set()
        for line in one:
            text = line[line.find("<text>")+6:]
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            if text in texts:
                continue
            else:
                print(line, end="", file=two)
                texts.add(text)
        one.close()
        two.close()

        
        #block10: line count
        one = open("…/clean.txt", "r")
        lines = one.readlines()
        count = len(lines)
        one.close()
        print(count)
        os.remove("…/1.txt")
        os.remove("…/2.txt")
        os.remove("…/3.txt")
        os.remove("…/4.txt")
        os.remove("…/5.txt")
        os.remove("…/6.txt")
        os.remove("…/7.txt")
        os.remove("…8.txt")
        os.remove("…/9.txt")
        os.remove("…/10.txt")
        print("done cleaning")

    def print_text(self):
        #prints the text to compile the dictionaries
        one = open("…/clean.txt", "r")
        two = open("…/text.txt", "w")
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        for line in one:
            line1 = line[line.find("<text>"):]
            print(line1, end="\n", file=two)
        one.close()
        two.close()
        print("printed")

     
    def appearances(self):
        #add artist name and number it appears in the text
        one = open("…/clean.txt", "r")
        two = open("…/cleanv1.txt", "w")
        for line in one:
            text = line[line.find("<text>"):]
            countweiwei = text.count("weiwei")
            countbanksy = text.count("banksy")
            counthaacke = text.count("haacke")
            countpanahi = text.count("panahi")
            countjonas = text.count("jonas")
            countpr = text.count("pussy riot")
            headline = line[line.find("<head>")+6:line.find("<section>")]
            countpr = text.count("pussy riot")
            print("<countweiwei>", countweiwei, "<countbanksy>", countbanksy,
                  "<counthaacke>", counthaacke, "<countpanahi>", countpanahi,
                  "<countjonas>", countjonas, "<countpr>", countpr, line,
                  sep="", end="", file=two)            
        one.close()
        two.close()
        os.remove("…/clean.txt")
        print("appearances done")
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    def content_analysis(self):
        #uses two dictionaries to count how often artistic and political words 

appear in text
        one = open("…/cleanv1.txt", "r")
        art = open("… /art.txt", "r")
        pol = open("…/pol.txt", "r")
        two = open("…/cleanv2.txt", "w")
        artwords = art.read().lower()
        artwords1 = artwords.split("\n")
        polwords = pol.read().lower()
        polwords1 = polwords.split("\n")
        for line in one:
            count1 = 0
            count2 = 0
            line1 = line[line.find("<text>"):]
            for word in line1.split(" "):
                if word in artwords1:
                    count1 += 1
                elif word in polwords1:
                    count2 += 1
            print("<art>", count1, "<pol>", count2, line, sep="", end="", file=two)
        one.close()
        art.close()
        pol.close()
        two.close()
        os.remove("…/cleanv1.txt")
        print("analysis in cleanv2.txt")

    def presence(self):
        #uses  dictionaries to count how often the artist is present
        one = open("…/cleanv2.txt", "r")
        weiwei = open("…/weiwei.txt", "r")
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        banksy = open("…/banksy.txt", "r")
        haacke = open("…/haacke.txt", "r")
        panahi = open("…/panahi.txt", "r")
        jonas = open("…/jonas.txt", "r")
        pr = open("…/pr.txt", "r")
        two = open("…/cleanv3.txt", "w")
        weiweiwords = weiwei.read().lower()
        weiweiwords1 = weiweiwords.split("\n")
        banksywords = banksy.read().lower()
        banksywords1 = banksywords.split("\n")
        haackewords = haacke.read().lower()
        haackewords1 = haackewords.split("\n")
        panahiwords = panahi.read().lower()
        panahiwords1 = panahiwords.split("\n")
        jonaswords = jonas.read().lower()
        jonaswords1 = jonaswords.split("\n")
        prwords = pr.read().lower()
        prwords1 = prwords.split("\n")
        for line in one:
            count1 = 0
            count2 = 0
            count3 = 0
            count4 = 0
            count5 = 0
            count6 = 0
            line1 = line[line.find("<text>"):]
            for word in line1.split(" "):
                if word in weiweiwords1:
                    count1 += 1
                elif word in banksywords1:
                    count2 += 1
                elif word in haackewords1:
                    count3 += 1
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                elif word in panahiwords1:
                    count4 += 1
                elif word in jonaswords1:
                    count5 += 1
                elif word in prwords1:
                    count6 += 1
            print("<weiweipresence>", count1, "<banksypresence>", count2, 

"<haackepresence>", count3, "<panahipresence>", count4,
"<jonaspresence>", count5, "<prpresence>", count6, line, sep="", 
end="", file=two)

        one.close()
        weiwei.close()
        banksy.close()
        haacke.close()
        panahi.close()
        jonas.close()
        pr.close()
        two.close()
        os.remove("…/cleanv2.txt")
        print("analysis in cleanv3.txt")
        

    def import_ready(self):
#make ready for import for excel or rstudio with ; as delimiter  
#uses two dictionaries to count how often artistic and political words 

appear in text
        one = open("…/cleanv5.txt", "r")
        two = open("…/clean_sep.txt", "w")
        print("sectionsrecoded", "weiweipres", "banksypres", "haackepres", 

"panahipres", "jonaspres", "prpres", "art", "pol", "weiwei", "banksy", 
"haacke", "panahi", "jonas", "pr", "newspaper", "page", "headline", 
"section", "length", "date", "type", "text",sep=";", end="\n", file=two)

        for line in one:
            line1 = line.replace("<art>", ";")
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            line2 = line1.replace("<pol>", ";")
            line3 = line2.replace("<countweiwei>", ";")
            line4 = line3.replace("<countbanksy>", ";")
            line5 = line4.replace("<counthaacke>", ";")
            line6 = line5.replace("<countpanahi>", ";")
            line7 = line6.replace("<countjonas>", ";")
            line8 = line7.replace("<countpr>", ";")
            line9 = line8.replace("<newspaper>", ";")
            line10 = line9.replace("<head>", ";")
            line11 = line10.replace("<section>", ";")
            line12 = line11.replace("<length>", ";")
            line13 = line12.replace("<date>", ";")
            line14 = line13.replace("<type>", ";")
            line15 = line14.replace("<text>", ";")
            line16 = line15.replace("<start>", ";")
            line17 = line16.replace("<page>", ";")
            line18 = line17.replace("<weiweipresence>", ";")
            line19 = line18.replace("<banksypresence>", ";")
            line20 = line19.replace("<haackepresence>", ";")
            line21 = line20.replace("<panahipresence>", ";")
            line22 = line21.replace("<jonaspresence>", ";")
            line23 = line22.replace("<prpresence>", ";")
            line24 = line23.replace("<sectionrecoded>", "")
            print(line24, end="", file=two)
        one.close()
        two.close()
        print("import file done")

class TextRedirector(object):
    def __init__(self, widget, tag="stdout"):
        self.widget = widget
        self.tag = tag
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    def write(self, str):
        self.widget.configure(state="normal")
        self.widget.insert("end", str, (self.tag,))
        self.widget.configure(state="disabled")

app = ExampleApp()
app.geometry("630x750")
app.title("data processor")
app.mainloop()
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Appendix C 

Art dictionary
 
[‘abbemuseum']['abramovic']['abramovich']['abromovitsj']['absurdistische']
['acclaim']['accordeon']['achtergrondmuziek']['acrylverf']['acteerprestaties']
['acterende']['acteur']['acteurs']['acteurscollectief']['acting']['actor']['actresses']
['actrice']['actrices']['aerosmith']['aesthetic']['aesthetically']['aesthetician']
['aestheticization']['aesthetics']['affichemuseum']['affleck']['aficionados']
['agitprop']['aguilera']['airbrush']['akoestiek']['akoestische']['albumhoes']
['albums']['altaarstukken']['amateuracteurs']['amateurfilmer']['amateurkunst']
['amateurkunstenaar']['amateurmuzikanten']['amateurschilderde']['ambacht']
['ambachtelijk']['amsterdammuseum']['amusementspraatprogramma']
['animatiefenomeen']['animatiefilm']['animatiestudio']['annehathaway']['ansari']
['anthem']['anthology']['anthologyfilmarchives']['antiekzaak']['antikunst']
['antiquair']['architect']['architecten']['architectenbureau']['architectenbureaus']
['architectenduo']['architectkunstenaar']['architectonische']['architects']
['architectural']['architecturale']['architecturally']['architecture']['architecturen']
['architectuur']['architectuurinstituut']['architectuurschepping']['architectuurstijl']
['architekten']['architektur']['aronofsky']['art']['artbasel']['artbeijing']['artclown']
['artdirector']['artefacts']['artfinder']['artforms']['artgoing']['arthouse']
['arthousebioscopen']['arthousedrama']['arthousefilm']['arthousepubliek']
['artiest']['artiesten']['artiesteningang']['artisanal']['artisanship']['artist']['artiste']
['artistic']['artistically']['artistiek']['artistieke']['artistiekelingen']['artistieks']
['artistresidence']['artistry']['artists']['artistswanted']['artivist']['artkunstenaar']
['artless']['artlessness']['artlondon']['artmasters']['artnet']['artpotentionals']
['artprize']['artreview']['artrotterdam']['arts']['artsbeat']['artscene']['artschool']
['artsiness']['artsnight']['artvermomming']['artwalking']['artwork']['artworks']
['arty']['asgardian']['atelierbezoek']['atelierbezoeken']['ateliercomplex']
['atelierdubbeloo']['atelierfoto']['ateliergebouw']['ateliermyth']['atelierruimtes']
['ateliers']['atlasarts']['attractiepark']['auction']['auctionable']['auctioned']
['auctioneers']['auctioning']['auctions']['audio']['audiofielen']['audiosculpturen']
['audiovisual']['audiovisuele']['auditioning']['auditions']['auteurs']
['auteurscinema']['authentic']['avantgarde']['avantgardegroep']
['avantgardestromingen']['award']['ballad']['ballet']['balletgezelschap']
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[‘balletgezelschappen']['balletpartituur']['balletpositie']['ballets']['balletsterren']
['balletuitvoeringen']['ballonmeisje']['balloons']['ballroom']['bambaataa']
['bandje']['bandleden']['bandleider']['bandlid']['banjo']['banksy']['banksystyle']
['barokensemble']['barokopera']['barokopera']['barrymore']['basel']['basklarinet']
['basklarinettisten']['basquiat']['bassclarinet']['bassist']['basspel']['beckhams']
['beeldcultuur']['beeldenaanzee']['beeldenexpositie']['beeldententoonstelling']
['beeldfascinatie']['beeldhouwer']['beeldhouwkunst']['beeldmakers']
['beeldromans']['beethoven']['benefietconcert']['berlinale']['beschilderd']
['beschilderde']['beschilderen']['bethesda']['beuningen']['beyonce']
['bezoekcijfers']['bezoekersaantal']['bezoekerscapaciteit']['bezoekerscijfers']
['bicycles']['biennale']['biennalle']['biennial']['bienniale']['billboard']
['binnenhuisarchitect']['biokunstwerken']['bioscoop']['bioscoopfilm']
['bioscoophit']['bioscooppubliek']['bioscooprelease']['bioscopen']
['blackmetalband']['bloemetjesdecor']['blomkamp']['blouinartinfo']['bocelli']
['boekenweek']['boekenweekvoorstelling']['boekhandel']['boekhandels']
['boekpresentaties']['boijmans']['bokma']['bollywood']['bollywoodfilms']
['bollywoodfimpjes']['bonham']['bonnefantenmuseum']['bono']['borduren']
['bospop']['bospop']['botticelli']['bourdin']['bouwsteentjes']['bowie']['boymans']
['bracque']['brahms']['breedbeeldformaat']['bricolage']['bristol']
['britishceramicsbiennial']['bronxmuseum']['bronze']['brooklynmuseu']
['brosnan']['bruikleen']['brushstrokes']['brutalist']['bugatti']['buikdans']
['buitenfestival']['buitententoonstelling']['buitenvoorstellingen']['bullock']
['bundeskunsthalle']['buscemi']['bushomeinagraffiti']['buurttheater']['buyers']
['cabaret']['cabaretfestival']['cabaretier']['cabaretiers']['cabaretprogramma']
['caine']['calixto']['calligraphic']['cameraman']['cameramen']
['campbellsoepblikken']['canaveral']['cannes']['canterbury']['canvas']['canvases']
['canvasnew']['canvassed']['canvasses']['caravaggio']['carey']['carnaval']
['carnavalesk']['cartier']['catalogiseren']['cathedral']['catwalkshow']['celebrity']
['centerpiece']['centrepiece']['centrepompidou']['ceramicist']['ceramicists']
['ceramics']['cezanne']['charliesheen']['charlize']['chinafestival']['chinaopera']
['choreograaf']['choreografeert']['choreografen']['choreograferen']['choreografie']
['choreographed']['choreographer']['choreography']['chorus']['choruse']['cineast']
['cineasten']['cinebergen'][‘cinema']['cinemarkt']['cinemas']['cinematheque']
['cinematic']['cinematically']['cinematized']['cinematografische']
['cinematographer']['cinematographers']['cinematography']['cinemax']
['cinephile'][‘cinephilia']['cinetic']['cinetourists']['classicism']
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[‘classicistische’]['clubcircuit']['cobain']['cobrabeweging']['cobramuseum']
['coensfilm']['coldplay']['collage']['collagekunstenaars']['collectie']['collecties']
['collectif']['collection']['collectioneurs']['collector']['collectors']
['collegacabaretier']['colourist']['colours']['comedyserie']['comics']['commedia']
['commissioned']['commissioner']['commissioners']['compagnietheater']
['competitiefilm']['componeert']['componist']['componisten']['composer']
['composers']['compositie']['composities']['composition']['compositions']
['conceptualism']['conceptualisme']['conceptualists']['conceptuele']['concert']
['concerten']['concertgebouw']['concertgebouworkest']['concerto']
['concertvleugel']['concertzaal']['concertzalen']['confrontatiekunstenaar']
['connoisseurial']['connoisseurship']['conservator']['conservatoren']
['conservatorship']['conservatory']['constructivisten']['constructivists']
['contactfilm']['contemporain']['contrabas']['corneille']['costner']['costumes']
['cotillard']['courbet']['couture']['creatiefs']['creation']['creative']['creatives']
['creativiteit']['creativity']['creators']['cremer']['crosby']['cubists']['cultfiguur']
['cultklassieke']['cultpersonage']['cultroman']['cultural']['culturally']['culture']
['cultured']['cultureel']['cultureelpodium']['culturehorde']['culturele']['culturen']
['cultuur']['cultuurcentrum']['cultuurcommissie']['cultuurdrager']
['cultuureducatie']['cultuurfondsen']['cultuurgeschiedenis']['cultuurgoed']
['cultuurhistoricus']['cultuurinstellingen']['cultuurinstituut']['cultuurlening']
['cultuurmagazine']['cultuurmaker']['cultuurmakers']['cultuurmanager']
['cultuuroase']['cultuurplatform']['cumberbatch']['curated']['curating']['curation']
['curator']['curatoren']['curatorencollectief']['curatorenretorie']['curatorial']
['curators']['curatorschap']['dadaisme']['dadatentoonstelling']['dahl']['dance']
['dancefloor']['dancepop']['dancer']['dansbaarste']['danseressen']['dansers']
['dansgezelschap']['danslustige']['dansmuziek']['danstalent']['dansten']
['danstheater']['dealership']['deathmetalband']['debuts']['debuutfilm']
['deconstructed']['deconstructivism']['deconstructs']['decor']['decorative']
['decors']['decorstukken']['deejays']['degeneres']['delftsblauwe']
['demeulemeester']['deparade']['depicted']['depictions']['depont']['depp']['design']
['designcollectief']['designed']['designer']['designers']['designmeubels']
['designmuseum']['designobjecten']['designwinkel']['deviantart']['diamanten']
['diamonds']['dicaprio']['dichtbundel']['dichters']['dickens']['dickensian']
['dickinson'][‘diptych’]['directing']['director']['directorial']['dirigeert']['dirigent']
['discopop']['discos']['dismal']['dismaland']['disneyfied']['disneyland']
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[‘documenta']['documentairefestival']['documentairefotografie']['documentaries']
['donatello']['doorfilmen']['dordrechtsmuseum']['dorrestijn']['dostoevsky']
['downey']['draaidagen']['drake']['dramaturg']['dramaturgie']['dronekunst']
['droomfilm']['drummer']['dubbelexpositie']['dubbelportret']
['dubbeltentoonstelling']['duchamp']['duchamps']['duetpartner']['dumas']['dunst']
['dutchculture']['dwarsfluitspeler']['dylanplaten']['easyart']['ebola']['eccentricity']
['ecclesiastical']['eclectisch']['eclectische']['ecstatic']['edelstenen']
['editorializing']['edvard']['eefjedevisser']['eendagsfestival']
['eenmanskunststroming']['elba']['electro']['electronicaduo']['electropunk']
['eliasson']['eliasson']['elijah']['elvis']['elysium']['emaille']['eminem']
['emscherkunst']['engravings']['ensceneert']['entertainments']['erfgoed']
['erotiekmuseum']['esoterically']['establishmentkunst']['estheten']['esthetiek']
['esthetisch']['esthetische']['etchings']['ethical']['ethnic']['ethnically']['ethnicity']
['etnisch']['etruskische']['eurovision']['exhibit']['exhibited']['exhibiting']
['exhibition']['exhibitionistische']['exhibitions']['exhibitors']['exhibits']
['expansionist']['experiment']['experimenteel']['exploitatiefilm']['explosions']
['exposeerde']['exposeert']['exposeren']['expositie']['expositieruimten']
['expositieruimtes']['exposities']['expositiezalen']['exposition']['exposoriu']
['expressie']['expressionism']['expressionisme']['expressionist']['expressionistic']
['expressionistische']['expressions']['eyefilm']['fabrics']['familietentoonstelling']
['fashion']['fashions']['fauvisme']['feestband']['feestconcert']['feestterreinen']
['feestweekend']['festival']['festivalbezoekers']['festivaldekeuze']
['festivaldirecteur']['festivaldirectrice']['festivaleditie']['festivalgast']
['festivalgasten']['festivalgoers']['festivalism']['festivalkassa']['festivalkrant']
['festivalleiding']['festivallocatie']['festivallogo']['festivalpaleis']
['festivalprogramma']['festivalpubliek']['festivals']['festivalsfeer']
['festivalthema']['festivaltraditie']['festivalwebsite']['festivalweekend']
['festivalwoordvoerder']['festiviteit']['festivities']['fijnproevers']['fijnschilders']
['filharmonie']['film']['filmcensuur']['filmcollectief']['filmcultuur']['filmdebuut']
['filmdistributeurs']['filmdistrict']['filmer']['filmervaring']['filmessay']
['filmfeestje']['filmfestdc']['filmfestival']['filmfestivals']['filmfestivalwereld']
['filmfonds']['filmforum'][‘filmfragmenten']['filmfreaks']['filmgehalte']
['filmgemeenschap']['filmgeschiedenis']['filmhuizen']['filmic']['filmindustrie']
['filming']['filminstituut']['filmische']['filmjournalisten']['filmjungle']['filmkeuze']
['filmkijkers']['filmklassieker']['filmkunst']['filmland']['filmloop']['filmmaakster']
['filmmaken']['filmmaker']['filmmakers']['filmmaking']['filmmarkt']
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[‘filmmuseum']['filmmuziek']['filmopera']['filmpagina']['filmposter']
['filmpresentaties']['filmprijzenseizoen']['filmproducent']['filmprofessionals']
['filmprogramma']['filmprogrammeur']['filmregisseur']['filmregisseurs']
['filmrollen']['filmschool']['filmset']['filmsite']['filmster']['filmsterren']['filmstrip']
['filmstudio']['filmtheorie']['filmtips']['filmtop']['filmvakblad']
['filmverboekingen']['filmvergunning']['filmvertelling']['filmvoorstellinge']
['filmwereld']['filmwerk']['filmwerken']['fingerpainting']['fingerprinted']
['flamenco']['flamencobiennale']['flamencogitarist']['flamencozanger']['flemish']
['flimsiest']['florentine']['foam']['fokke']['folkgroep']['folkinstrumenten']
['folkzangeres']['fordstheatre']['fortarock']['fortarock']['fotogalerie']['fotograaf']
['fotograferen']['fotografie']['fotografiecollectie']['fotografiemuseum']
['fotografieprojecten']['fotomuseum']['fotomuseumdenhaag']['fotopapier']
['fotoproject']['fotoprojecten']['fotoshoot']['fotostudio']['fototentoonstelling']
['fotoverzamelaars']['fotowerken']['frascatitheater']['freida']['frescoes']
['friesmuseum']['futurisme']['futurist']['futuristen']['futurists']['gaga']
['gainsborough']['galeria']['galeriebezoekers']['galeriehouder']['galeriehouders']
['galeriehoudster']['galeriemodel']['galeries']['galeriewand']['gallerie']['galleries']
['gallerist']['gallerists']['gallery']['garagerock']['gastconservator']['gastcurator']
['gastkunstenaars']['gastmuzikanten']['gastronomic']['gatsby']['gauguin']
['gauguins']['gedanst']['gedicht']['gedienstig']['geeks']['gefotografeerde']
['gelegenheidsexposities']['gemeentemuseum']['gemeentemuseum']
['genomineerde']['geometries']['geometrische']['geometry']['geregisseerd']
['geregisseerde']['gershwin']['gervais']['gesammtkunstwerk']['gesamtkunstwerk']
['geschilderd']['geschilderde']['geveild']['gevelarties']['giftshop']['gilliam']
['gitaar']['gitaarliedjes']['gitaarversterker']['gitaren']['givenchy']
['glamourkunstenaars']['glaskunstenaar']['glasobjecten']['glassculpturen']
['glasto']['glastonbury']['glastonburyfestivals']['gloucestershire']['gmaconcerts']
['goethe']['goffertpark']['gogh']['goghverhaal']['gogol']['goodfellas']['gorillaz']
['goths']['goud']['govaert'][‘graffiti']['graffiti']['graffitiartiest']['graffitiby']
['graffiticultuur']['graffitifilm']['graffitikunst']['graffitikunstenaar']
['graffitikunstenaars']['graffitikunstwerken']['graffitimeester']['graffitimekka']
['graffitimuseum']['graffitimuur']['graffitiproject']['graffitis']['graffitist']
['graffitiuiting']['graffito']['graffti']['grafisch']['grafische']['grafitti']['grammy']
['grammys']['gramophone']['graphics']['groepsportretten']
['groepstentoonstelling']['groningermuseum']['groningermuseum']
['grootmeester']['grootmeesters']['grotschilderingen']['guernica']['guerrillagirls']
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['guerrillakunst']['guerrillaoptreden']['guetta']['guggenheim']['guggenheims']
['guitar']['guitarist']['guitars']['gyllenhaal']['halliwell']['hampsteadtheatre']
['handwerktechnieken']['hardrockformatie']['hardy']['harvey']['hathaway']
['haute']['havenschilders']['haydn']['heavymetalnummer']['heimofstreetart']
['heinink']['helene']['hemingway']['hemsworth']['hepburn']['heritage']
['hermitage']['hetbatzorgel']['hieroglyphic']['hiphop']['hiphopcollectief']
['hiphopfestival']['hiphopinjesmoel']['hiphoporkest']['hipsters']['hirsch']['hirst']
['hitchcock']['hits']['hitssegment']['hitzangeres']['hoffman']['holifestival']
['hollandfestival']['hollywood']['hollywoodfilm']['hollywoodfilms']
['hollywoodstudio']['hoofdpersonage']['hoofdpersoon']['hoofdpodia']
['hoofdpodium']['hoofdrollen']['hoofdrolspeelster']['hoofdrolspeelsters']
['hoofdrolspeler']['hoofdrolspelers']['hoofdtentoonstelling']['houtsneden']
['hudgens']['huisconservator']['huisschilder']['hyperrealism']['hyperrealiteit']
['iconic']['ideetjeskunst']['idfa']['ijssculptuur']['illustration']['imagemaker']
['imaginefilmfestival']['impressionism']['impressionist']['impressionistic']
['impressionists']['improvisaties']['indiepo']['indieproducer']['infiltrators']
['ingelijste']['installatie']['installatiekunst']['installatiekunstenaar']['installaties']
['installation']['installations']['installed']['instrument']['instrumental']
['instrumentale']['instrumentalists']['instrumenten']['instruments']
['interieurartikelen']['interlude']['introdans']['itsfestivalamsterdam']
['jadesculpturen']['jagger']['japanmuseum']['jazz']['jazzband']['jazzlabel']
['jeroom']['jeugdfestival']['jeugdfilm']['jeugdtejaterchool']['jeugdtheater']
['jeugdwerkeloosheid']['jiskefet']['johansson']['jolie']['jonah']['jubileumsconcert']
['jugendstil']['juliet']['juwelenontwerper']['juxtapose']['juxtaposed']['juxtaposes']
['juxtaposing']['juxtaposition']['juxtapositions']['kaandorp']['kamerkoor']
['kamermuziek']['kamermuziekfestival'][‘kamermuziekfestival']['kameropera']
['kandinsky']['kanye']['kapoor']['karakteracteur']['karamazov']['kardashian']
['kardashians']['karelappelhuis']['karikaturen']['kasabian']['kassakrakers']
['kassucces']['keegan']['keitel']['keramiek']['keramiekgeschiedenis']
['keramiekkunstenares']['keramiekmuseum']['keramieksculpturen']['keramische']
['keyboardis']['khurnova']['kidman']['kinderboekenheld']['kinderboekenmarkt']
['kinderboekenschrijfster']['kinderboekenweek']['kinderlied']['kinderliedjes']
['kinderseries']['kinofestival']['kitscherige']['klankgedicht']['klassiek']
['klassiekers']['kleinkunst']['kleinkunstwereld']['kleuraccenten']
['kleurenschilderij']['klokkenmuseum']['kloosterinterieurs']['klum']['knightley']
['knutselen']['knutselkunstenaar']['kodaktheater']['kokoschka']['komiek']
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[‘koolhaas']['koolhaasachtige']['koorlid']['koorpartijen']['kostuumdrama']
['kosuth']['kramer']['krantenkunst']['krezip']['kubisme']['kubistische']['kubrick']
['kubusconstructie']['kubusstructuur']['kubusvormige']['kulturquartier']['kunis']
['kunst']['kunstacademie']['kunstacademies']['kunstactie']['kunstactiviteiten']
['kunstarbeiders']['kunstbehartiger']['kunstbeleid']['kunstbeleving']
['kunstbeschouwingen']['kunstbeurs']['kunstbeurzen']['kunstbezit']
['kunstbezuinigingen']['kunstbibliothek']['kunstblad']['kunstbladen']
['kunstbroeder']['kunstcentra']['kunstcentrum']['kunstcentrumbergen']
['kunstcircuit']['kunstcollectie']['kunstcollectief']['kunstcollecties']
['kunstcomplex']['kunstcritici']['kunstcriticus']['kunstdag']['kunstdandy']
['kunstdatabank']['kunstdatabas']['kunstdiefstal']['kunstdisciplines']
['kunsteconomie']['kunstelite']['kunstenaar']['kunstenaars']['kunstenaarsboeken']
['kunstenaarscentrum']['kunstenaarschap']['kunstenaarscollectief']
['kunstenaarsduo']['kunstenaarsenclave']['kunstenaarsfilms']['kunstenaarsgroep']
['kunstenaarsgroepen']['kunstenaarsinstituut']['kunstenaarsleningen']
['kunstenaarsmilie']['kunstenaarsmuseu']['kunstenaarspopulati']
['kunstenaarspositie']['kunstenaarsprotest']['kunstenaarsruimte']
['kunstenaarssubsidies']['kunstenaarstype']['kunstenares']['kunstencentrum']
['kunstenfestival']['kunstenstandpunt']['kunstenwereld']['kunstevenement']
['kunstfenomeen']['kunstfestival']['kunstfonds']['kunstfotograaf']['kunstgalerie']
['kunstgemeenschap']['kunstgeschiedenis']['kunstgeschiedenisboeken']
['kunstgrepen']['kunstgroep']['kunsthal']['kunsthal']['kunsthalle']['kunsthandel']
[‘kunsthandelaar']['kunsthandelaren']['kunsthandels']['kunsthelden']
['kunsthistorica']['kunsthistorici']['kunsthistoricu']['kunsthistorische']
['kunsthuizen']['kunstinitiatief']['kunstinitiatieven']['kunstinstallaties']
['kunstinstellingen']['kunstinstituut']['kunstjaar']['kunstjournalist']['kunstkenner']
['kunstkenners']['kunstkijkers']['kunstkijkhoudingen']['kunstklimaat']
['kunstkoning']['kunstkopers']['kunstkringen']['kunstkritici']['kunstkritiek']
['kunstkritische']['kunstlandschap']['kunstlerares']['kunstliefhebber']
['kunstliefhebbers']['kunstmanifestaties']['kunstmark']['kunstmarkt']
['kunstminnaar']['kunstminnende']['kunstmusea']['kunstmuseum']['kunstobject']
['kunstobjecten']['kunstondernemer']['kunstonderwijs']['kunstontwikkelingen']
['kunstopleidingen']['kunstpareltjes']['kunstperformance']['kunstperformances']
['kunstplannen']['kunstprijs']['kunstproductie']['kunstprofessor']['kunstproject']
['kunstprojectjes']['kunstrai']['kunstredactie']['kunstreus']['kunstrichting']
['kunstroof']['kunstruimte']['kunstruimtes']['kunstsammlungen']['kunstsector']

208



[‘kunststichting']['kunststof']['kunststroming']['kunststromingen']
['kunststudenten']['kunststukje']['kunststukken']['kunstsubsidies']
['kunsttentoonstelling']['kunstuitingen']['kunstveilingen']['kunstveld']
['kunstvereniging']['kunstvereniging']['kunstverkoop']['kunstverkopers']
['kunstverzamelaar']['kunstverzamelaars']['kunstverzamelaarster']
['kunstverzameling']['kunstverzamelingen']['kunstvideo']['kunstvlaai']
['kunstvoorwerpen']['kunstvorm']['kunstvormen']['kunstwereld']['kunstwerk']
['kunstwerken']['kunstwerkjes']['kunstwetenschapper']['kunstwethouder']
['kunstwijk']['kunstzaken']['kunstzinnig']['kunstzinnige']['landschapsfotografie']
['landschapsschilderijen']['larsson']['laserchoreografie']['leadgitarist']
['legoblokjes']['legokunstwerk']['legoproject']['legos']['legostenen']
['lentefestival']['levenskunstenaar']['lewitt']['librettist']['libretto']['lichaamskunst']
['lichtenstein']['lichtkunstwerken']['lichtsculpturen']['lichtstudies']['liedje']
['liedjes']['liedjesplaat']['liedjesschrijfster']['liedjesschrijvers']['lifestyles']
['likebanksy']['limitededition']['lionelgallery']['liotta']['literaire']['literatuur']
['literatuurfestival']['literatuurprijs']['lithograph']['lithographs']['livemuziek']
['liveoptredens']['locatietheater']['locatietheatergezelschap']
['londonfashionweekend']['longoria']['louvre']['loveboxfestival']['lowland']
['lucasfilm']['luchtviool']['luminatofestival']['luxere']['luxor']['luxueus']
['luxuries']['luxurious'][‘luxury']['lyrics']['macbeth']['macmillan']['madmuseum']
['madonna']['magritte']['magrittemuseum']['malevitsj']['mandoline']
['mangastrips']['mannenkoor']['mannerism']['maquette']['maquettegolf']
['maquettes']['marcheert']['margiela']['margritte']['masterpiece']['masterpieces']
['masterworks']['matinee']['matisse']['matisses']['mauritshuis']['mauritshuis']
['mccartney']['mcconaughey']['mcgowan']['medeontwerper']['mederegisseurs']
['medusa']['meesterpianisten']['meeuwis']['megadealer']['megagalleries']
['megahit']['meidengroep']['meidenpunkband']['meidenpunkgroep']
['meinhofschilderijen']['meisjesband']['meisjespunkband']['melkweg']
['melodieë']['melodies']['melodrama']['memorabilia']['memorized']
['metalfestival']['metalheads']['metallica']['metmuseum']['metopera']
['metropolisfestival']['meubelstukken']['michelangelo']['midconcert']
['middagconcert']['middelheimmuseum']['midzomernachtsdroom']['miku']
['miley']['minibioscopen']['minifestival']['minimalism']['minimalisme']
['minimalist']['minimalistisch']['minimalistische']['minimalists']['minimuseum']
['miniseries']['minitheater']['minitheatertje']['misantropisch']['model']
['modemuseum']['modeontwerper']['modeontwerpers']['modernism']
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[‘modernisme']['modernistisch']['modernistische']['modernists']['modeshow']
['modieuze']['mondriaan']['mondriaans']['mondrian']['monochromatic']
['monochroom']['monoculture']['monolithic']['monsterfilm']
['montclairartmuseum']['monumenta']['monumenten']['morrissey']['mortensen']
['motifs']['moviegoers']['moviemaking']['mozaïeken']['mozaïekfilm']['mozart']
['mrbrainwash']['multicolour']['multicoloured']['multimediaal']
['multimediafestival']['mumford']['munch']['mural']['muralism']['muralists']
['murals']['museologie']['museum']['museumbeleid']['museumbezoek']
['museumbezoeker']['museumbezoekers']['museumbonzen']['museumcollectie']
['museumdefundatie']['museumdefundatie']['museumdepot']['museumdirecteur']
['museumdirecteuren']['museumdirecties']['museumexperts']['museumgebouw']
['museumgoer']['museumgoers']['museumhetvalkhof']['museumhilversum']
['museumjaarkaart']['museumjaarkaarthouders']['museumjancunen']
['museumkaart']['museummanagers']['museummedewerkers']['museummeisje']
['museumnacht']['museumpark']['museumparket']['museumpaviljoen']
[‘museumpersoneel']['museumplein']['museumreservaat']['museums']
['museumstaf']['museumtentoonstelling']['museumvanloon']
['museumvereniging']['museumwachten']['museumwereld']['museumwereldje']
['museumwinkel']['museumzaal']['museumzalen']['museumzolder']['music']
['musical']['musical']['musicalartiest']['musically']['musiceert']['musician']
['musicians']['musicianship']['muurprenten']['muurschildering']
['muurschilderingen']['muurtekening']['muurtekeningen']['muziek']['muziekacts']
['muziekcentrum']['muziekcritici']['muziekcriticus']['muziekfestival']
['muziekgebouw']['muziekgebouw']['muziekgeschiedenis']['muziekinstrument']
['muziekinstrumenten']['muziekinstrumentenfonds']['muziekjes']
['muziekliefhebber']['muziekliteratuur']['muziekmaatschappijen']
['muziekmarathon']['muziekoptredens']['muziekscene']['muziekschool']
['muziekstudio']['muziektheater']['muziektheaterproject']['muziekvideo']
['muziekvrienden']['muziekwereld']['muziekwerken']['muziekzaal']['muzikaler']
['muzikant']['mysterieserie']['naaktfotografie']['naargeestigland']['nachtwacht']
['naschilderen']['nasjonalmuseet']['nationaletoneel']['nationalgalerie']
['nationalgallery']['nationaliseren']['nationalmuseum']['ncartmuseum']
['nederlandsfotomuseum']['nederlandsfotomuseum']['nederlandskamerkoor']
['neoclassical']['neoclassicisme']['neoclassicistische']['neolithic']['neopop']
['neorealism']['neosocialism']['newarkmuseum']['newartdealers']['newmuseum']
['nickelback']['nickelodeon']['nightclub']['nirvana']['noisemuziek']['nolans']
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[‘noordbrabantsmuseum']['noordegraaf']['nooteboom']['northseajazz']['novelist']
['novelle']['nummer']['nummers']['nvaderbyafrenchartistcalled']['obelisken']
['objectkunstenaar']['octaafje']['oefenruimtes']['oerol']['oerol']['oerolfestival']
['oeuvreoverzicht']['oeuvreprijs']['oldman']['olieverf']['oligarchy']
['onderzeebootloods']['onderzoekskunst']['ono']['onscreen']['onstage']
['ontwerpbureau']['ontwerpbureaus']['ontwerpers']['ontwerpwet']['ontworpen']
['openingsfilm']['openluchtgalerie']['openluchtmuseum']['openluchttheater']
['opera']['opera']['operaballet']['operadorp']['operahollandpark']
['operaproducties']['operaprodukties']['operaregisseur']['operas']['operastijl']
['operavoorstellingen']['opgevoerd']['opname']['opnames']['oppakken']
['optreden']['orchestra']['orchestral']['organisten']['originalart']['ornamental']
['oscarceremonie'][‘oscarfavoriet']['oscarnominatie']['oscarnominaties']
['oscarpodium']['oscars']['oscarshow']['oscarwinnaar']['oscarwinning']
['ostadetheater']['otherstreetarttours']['oudejaarsshow']['oudemuziek']['outkast']
['overgeschilderd']['overspelfilm']['overzichtstentoonstelling']['pacino']['paint']
['paintbrushes']['painted']['painted']['painter']['painters']['paintguide']['painting']
['paintings']['paints']['palmen']['paltrow']['panoramic']['papierkunst']['paradiso']
['paradiso']['parkexpositie']['pastelkleurige']['pavilion']['paviljoen']
['penseelstreken']['perform']['performance']['performancegroep']
['performancekunst']['performancekunstenaar']['performances']['performed']
['performer']['performers']['performing']['performs']['personage']['pesci']
['pharrell']['philamuseum']['philharmonic']['philharmonisch']['phoenix']
['photographer']['photography']['photorealism']['photorealist']['photorealistic']
['photoshoots']['pianospelen']['picaresque']['picasso']['pictorial']
['piefpafpoeffilm']['piranesi']['pitchfestival']['pitt']['platenlabel']['plays']
['playwright']['podiumkunsten']['podiumrockbands']['poem']['poems']['poessie']
['poet']['poetically']['poetinlied']['poetry']['pointilistisch']['pollock']['pompidou']
['popartiest']['popartiesten']['popcornfilm']['popdiva']['popfestival']['popgroep']
['pophistorie']['popkunst']['poplavskaya']['popmuziek']['popmuzikant']
['popparodist']['popplaten']['poppodium']['popster']['popsterren']
['popsterrenbestaan']['popsterrenstatus']['poptempel']['popuppery']['popzanger']
['porcelain']['porselein']['porseleinen']['porseleinkast']['porseleinscherven']
['porseleintentoonstelling']['porseleinverzameling']['portlandmuseum']['portrait']
['portraitist']['portraiture']['portrayal']['portret']['portretfoto']['portretteerde']
['portretteert']['portretten']['portretteren']['portrettist']['poseerden']
['posterindustrie']['posters']['postmodern']['postmodern']['potloodtekening']
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[‘potscherf']['powermetalband']['prachtcollectie']['prachtliedjes']['premiere']
['premieres']['premiering']['premodern']['prentenboekillustraties']
['presentatieduo']['pretpark']['previewdag']['prijzenseizoen']['print']['printing']
['printmakers']['producent']['producer']['productiehuis']['productiekant']
['productontwerpers']['programmeur']['promenadeconcert']['pronkstukken']
['protestkunst']['protestlied']['protestliederen']['protestliedjes']
['protestpunkgroep']['protestsongs']['protestzangers']['pstheater']['publieksfilms']
['publiekshit']['publiekstrekkers']['publishers']['pubrock']['punk']['punkband']
[‘punkbandjes']['punkbandleden']['punkbeweging']['punkconcert']['punkdames']
['punkensemble']['punkers']['punkgebed']['punkgebed']['punkgezelschap']
['punkgroep']['punkish']['punklied']['punkliedje']['punkmeiden']
['punkmentaliteit']['punkontwerper']['punkprovocaties']['punkrock']
['punkrockband']['punkrockers']['punks']['punkscene']['punksters']
['punkvrouwen']['punkzangeresje']['punkzangeressen']['quadriennale']['queen']
['queensmuseum']['querido']['quintet']['racoon']['radiohead']['rafael']
['rapformatie']['rapmuziek']['rapper']['rapping']['rapproducer']['rapunzel']
['readymade']['realism']['realisme']['realismeamsterdam']['realistische']
['reestreetartapp']['reeves']['refrein']['reggae']['reggaezanger']['regiedebuut']
['regiokunstenaars']['regisseerde']['regisseert']['regisseren']['regisseur']
['regisseuse']['rehearsals']['rehearsing']['reijn']['rekwisieten']['release']
['rembrandt']['rembrandthuis']['rembrandts']['renaissance']['renoir']['repeteren']
['repetitie']['repetitietijd']['representational']['restrepothemovie']['retro']
['retrospectief']['rhapsody']['rhythmic']['rietveld']['riffs']['rihanna']
['rijksakademie']['rijksmonument']['rijksmuseum']['rijksmuseum']
['rijksmuseumtuinen']['rijksmuseumtwenthe']['risdmuseum']['roadmovie']
['rockacademie']['rockband']['rockers']['rockfestival']['rockgitaren']['rockgitarist']
['rockgroep']['rockkringen']['rockmuziek']['rockopera']['rockzanger']
['rollfestival']['rolling']['romanschrijver']['romanticism']['romantie']['romeo']
['rommelrock']['rondbreimachine']['rondedansen']['rookkunstenaar']
['roosegaarde']['rotswandtekening']['rotterdamsphilharmonisch']['rubens']
['rubenshuis']['ruby']['ruinart']['saatchigallery']['salons']['sapphires']['sarandon']
['sarcofaag']['satelliettentoonstelling']['scenarioschrijver']['scenaristencinema']
['scenatheater']['scheepvaartmuseum']['schilder']['schilderactie']['schilderde']
['schilderen']['schilderende']['schildergiganten']['schilderij']['schilderijen']
['schilderijenlijst']['schilderijenroof']['schilderijtje']['schilderijtjes']['schildering']
['schilderingen']['schilderkunst']['schilderkunstige']['schilderles']['schilders']
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[‘schildersessies']['schildersnamen']['schilderspraktijk']['schilderstijlen']
['schildert']['schildertechnieken']['schilderwerk']['schiller']['schoonheisbeleving']
['schouwburg']['schouwburgring']['schouwburgstoelen']['schrijfster']['schrijven']
['schrijversclub']['scorsese']['screening']['screenings']['screenplays']
['screenwriter']['screenwriting']['sculptor']['sculptors'][‘sculptural']
['sculpturallyd']['sculpture']['sculpturen']['sculptuur']['sculptuurroute']['scultural']
['seattleartmuseum']['seeseenoevilbristol']['seinfeld']['seinfeldtoday']
['seksmuseum']['seksverslavingfilm']['selena']['seniorendansorkest']
['sensatiecultuur']['serpenti']['serpentine']['serpentinegalleries']
['serpentinegallery']['serpico']['shakespeare']['shakespearean']
['shakespearefestival']['shakespeareinlove']['shakespeares']['shakespearetheatre']
['shakur']['sharknado']['sheeran']['sherman']['show']['showbiz']['showcase']
['showcased']['showroom']['showrooms']['shows']['simon']['simulacrums']
['sinatra']['sing']['singer']['singers']['singersongwriter']['singing']['singly']
['singsong']['slipknot']['smithsoni']['smithsonian']['smithsoniancraftshow']
['snaren']['snoop']['snuisterijen']['societymuseum']['sokkels']['solist']
['soloartiest']['solopresentatie']['soloprogramma']['solotentoonstelling']
['solotentoonstellingen']['somniofilmfestival']['sonata']['song']['songcraft']
['songfestival']['songline']['songlist']['songstress']['songwriter']['songwriters']
['songwriting']['sopraan']['sotheby']['souljazzfunk']['soulplaat']['soundsystem']
['soundtrack']['spaceinvader']['spears']['speelfilm']['speelfilms']['speellijst']
['spektakeltentoonstelling']['spelen']['spielberg']['splendoramsterdam']['sponsor']
['sponsoring']['sponsors']['sponsorship']['spotify']['spotlights']['spray']
['sprintersfestival']['spuitbussen']['spuitkunst']['spuitkunst']['sstreetart']
['staatsieportret']['staatsjazz']['staatskunst']['staatskunstenaar']['staatsmusea']
['staatsmuseum']['stadsdichter']['stadsmuseum']['staedelmuseum']['stage']
['stagedive']['standbeelden']['starchitect']['stardom']['starr']['startbod']
['steampunk']['stedelijkmuseumschiedam']['stef']['steinfeld']['stembanden']
['stenciled']['stenciling']['stencilkunst']['stencilled']['stencils']['steracteur']
['sterarchitect']['sterrenfilms']['sterrenstatus']['stijl']['stilleven']['stillevens']
['stills']['stippenkunstenares']['stippenschilderij']['stopmotionfilm']
['straatfotograaf']['straatkunst']['straatkunstcuratoren']['straatkunstenaar']
['straatkunstenaars']['straatkunstfilm']['straatkunstprijs']['straatkunstwerk']
['straatschilders']['strangelove']['stratfordfestival']['stravinsky']
['streetartgaleries']['streetartist']['streetartkunstenaar']['streetartutopia']
['streetviewkunstenaars']['strijkorkest']['strikes']['stripmuseum']['stripscenarist']
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['studio']['studioalbum']['studioruimtes']['studiotheatre']['stylists']
['succesmusical']['succesvoorstelling']['sunflower']['sunflowers']
[‘suprematisme']['suprematist']['surrealism']['surrealisme']['surrealist']
['surrealisten']['surrealists']['swanepoel']['sweetlifefestival']['swingmuziek']
['symboliek']['symbolisch']['symbolism']['symfonie']['symfonische']
['symmetrical']['symposium']['synth']['synthesizers']['talent']['tarantino']
['tassenmuseum']['tassenontwerpster']['tatler']['tatoeages']['tatoeerenm']
['tattooed']['tattooist']['tattoos']['taxidermisten']['techkunstfestival']['teeuwen']
['tegenspeler']['tekenaar']['tekenen']['tekenfilms']['tekeningen']['tekenkunst']
['tenoren']['tentoon']['tentoongesteld']['tentoongestelde']['tentoonstelde']
['tentoonstellen']['tentoonstelling']['tentoonstellingen']['tentoonstellingsactie']
['tentoonstellingscircuit']['tentoonstellingsconcept']['tentoonstellingsmaakster']
['tentoonstellingsmaker']['tentoonstellingsmakers']['tentoonstellingsmodellen']
['tentoonstellingsplatform']['tentoonstellingspubliek']['tentoonstellingsruimte']
['tentoonstellingsruimten']['tentoonstelt']['terracotta']['textielfabriek']
['textielmuseum']['textielmuseum']['textielvakweefmachine']['theater']['theater']
['theaterbezoekers']['theatercollectief']['theaterdecors']['theaterevenement']
['theaterfestival']['theaterfrascati']['theatergezelschap']['theatergoers']
['theatergoing']['theatergroep']['theatergroepsuburbia']['theaterlicht']
['theatermaker']['theatermakers']['theaterproducent']['theaterprogramma']
['theaterregistratie']['theaters']['theaterschool']['theatershow']['theatersolo']
['theaterstuk']['theatertje']['theatervoorstelling']['theatervoorstellingen']
['theaterwetenschappen']['theaterzaal']['theaterzalen']['theatrale']['theatralere']
['theatre']['theatre80']['theatregoers']['theatres']['theatric']['theatrical']
['theatricality']['theatrically']['themapark']['themaparken']['theotherartfair']
['thorvaldsensmuseum']['tieneridool']['tienerpop']['tientet']['tigercompetitie']
['timberlake']['tinkebell']['titian']['toneel']['toneelbeeld']['toneelgezelschap']
['toneelgroep']['toneelhuis']['toneelmeubeltjes']['toneelschool']['toneelschrijver']
['toneelstudenten']['toneelstuk']['toneelstukken']['toneelwerk']['toonladders']
['toontje']['topartieste']['topdirigent']['topgaleries']['topgeneraals']['topkunst']
['topkunstenaars']['topleiders']['toponderhandelaars']['topschilderijen']
['topstukken']['topverzamelaars']['totaalinstallatie']['tour']['tournee']
['traenafestival']['tragikomedie']['tragikomische']['treden']['treedt']
['tringeltrangeltje']['triphop']['triphopcollectief']['troepen']['trombone']
['trombonist']['trombonists']['tropenmuseum']['troubadour']['tuinarchitect']
['tuinarchitecte']['tuinontwerper']['tupac']['turbinehal']['twilightzone']['u2']
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['uitgaansklimaat']['uitgeverij']['uitgeverijen']['uitingsvormen']['uitmarkt']
['undergroundfilmer']['uniemuseum']['usher']['ustreetmusichall']['vampierfilm']
['vanabbemuseum']['vangoghmuseum']['vanitas']['vase']['veilen']['veiling']
['veilinghuis']['veilinghuizen']['velazquez']['venezia']['venice']['verfilmde']
['verfilming']['verfspray']['verjaardagsballet']['vermeer']['versailles']['verven']
['verzamelaar']['verzamelaars']['verzamelingen']['verzamelkoorts']['videoclip']
['videofabriek']['videokleuren']['videokunst']['videokunstenaar']
['videokunstwerk']['viermansband']['vintage']['vinyl']['violation']['violations']
['violators']['violent']['violinist']['violist']['vioolconcert']['virtuoos']['virtuosic']
['virtuoze']['visage']['visual']['vitrines']['vocalist']['vocalisten']['vocally']
['vogelnest']['vogelneststadion']['volkscultuur']['volksfeest']['volksmuziek']
['voorstelling']['voorstellingen']['vormgever']['vormgevers']['vormingstoneel']
['voyeuristic']['vrielynckcollectie']['vuurwerkknutselaar']['wachowski']['wagner']
['wagnerthema']['wahlberg']['waltz']['wandelconcert']['warehousetheater']
['warhol']['warholcriteria']['warholdoctrine']['warholian']['warhols']
['warnertheatredc']['waterballet']['waylon']['weaver']['weerwolfje']
['wereldmuseum']['wereldtentoonstelling']['wereldtournee']['westbroek']
['westerners']['westernized']['westwood']['whedon']['whippings']
['whistleblowing']['whitewashing']['whocreatesceramicpie']['wildernessfestival']
['winehouse']['wintertuin']['wintertuinfestival']['wirelessfestival']['womack']
['ymusic']['zang']['zangeres']['zangeressen']['zangflarden']['zeefdruk']
['zeeuwsmuseum']['zelfexpressie']['zelfportret']['zelfportretten']['zenithgallery']
['ziggodome']['zingen']['zitting']['zomerconcert']['zomervoorstelling']
['zonnebloemen']['zonnebloemenproject']['zonnebloempitjes']
['zonnebloempitten']['zonnenbloempitten']['zoomfestival']['zwartecross']
['zwartkomische']
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Political dictionary
 
[‘aangeklaagden']['aangevochten']['aangifte']['aanranding']['aanslag']
['aanspannen']['aantijgingen']['aanwakkert']['aartsvijand']['abolishing']
['abolition']['abolitionists']['abortion']['abortions']['abuse']['abusers']['abusive']
['accusation']['accusations']['accuse']['accused']['actiegroep']['actievoerder']
['actievoerders']['actievoeren']['actievoerende']['actievoersters']['activism']
['activisme']['activist']['activiste']['activisten']['activistendrone']['activistisch']
['activistische']['activists']['admiraal']['advocaat']['advocaten']
['advocatenvergunning']['advocates']['afgevaardigde']['afluisterapparatuur']
['afluisterpraktijken']['afluisterschandaal'][]['agent']['agenten']
['agentenuniformen']['agents']['agentschappen']['aggression']['aggressiveness']
['aggressors']['agressor'][][][]['alcatraz']['allegations']['alliantie']['allies']
['allochtonen']['ambachtsman']['ambassade']['ambassademedewerkers']
['ambassaderaad']['ambassades']['ambassadeur']['ambassadeurs']['ambassador']
['ambassadrice']['ambtelijke']['ambtenaar']['ambtenaren']['ambtenarenapparaat']
['ambtenarenexamen']['ambtenarij']['ambtsgenoot']['ambtsperiode']
['ambtstermijn']['ambtstermijnen']['amendement'][]['amnestie']['amnestie']
['amnestieregeling']['amnestiewet']['amnesty']['amoral']['anarachistische']
['anarchism']['anarchisme']['anarchistisch']['anarchistische']['anarchists']
['anarcho']['anarchy'][]['annexatie']['annexing']['anonymousmasker']
['anticapitalist']['antichrist']['anticorruptie']['anticorruptieactivist']
['anticorruptiebestrijder']['anticorruptieblogger']['anticorruption']
['antigovernment']['antihomoseksualiteitswetgeving']['antihomowet']
['antihomowetgeving']['antihomowetten']['antikapitalisme']['antikapitalistisch']
['antimarket']['antipatriotic']['antipropaganda']['antiregeringsprotesten']
['antireligieuze']['antireligious']['antisemitische']['antisemitism']
['antiterreurwetgeving']['antiterrorism']['antitoneelstuk']['antivormgever']
['antiwesterse']['apartheid']['apartheidsallegorie']['apolitical']['apolitiek'][]
['arafat']['arbeidersdemonstraties']['arbitragezaak']['arbitration']['archbishop']
['arrestatie']['arrestatiebevel']['arrestatiebus']['arrestatiebusjes']['arrestatiegolf']
['arrestaties']['arrestatieteam']['arrested']['arresteerde']['arresteerden']['arresting']
['arrests']['asiel']['asielaanvraag']['asielzoeker']['asielzoekers']['assad']['assange']
['assassinate']['assassination']['assassinations']['assault']['associatieverdrag']
['asylum'][][][]['atoombommen']['atrocities']['attacked']['attorney']['auschwitz']
['auteursrechten']['authoritarian']['authoritarianism']['authoritarians']

216



[‘authorities’]['authority']['authorizes']['authorship']['autocratisch']['autoritaire']
['bachmann']['bail']['bailiff']['bailout']['bajesvrienden']['balkanoorlogen']
['ballots']['ban']['banned']['barack']['basisrecht']['battleship']['beaten']['beatings']
['beeldenstorm']['begrafenissen']['begroting']['begrotingstekort']['beijing'][]
['belangenverstrengeling']['belarus']['belasteren']['belastingaangiften']
['belastingaanslag']['belastingachterstand']['belastingaffaire']['belastingboete']
['belastingclaim']['belastingdienst']['belastingen']['belastingfraude']
['belastinggeld']['belastingheffing']['belastingklimaat']['belastingontduiker']
['belastingontduiking']['belastingproces']['belastingrekening']['belastingschuld']
['belastingwetgeving']['belastingzaak']['belastingzaken']['beledigende']
['beleidmakend']['beleidsiconen']['beleidsicoon']['beleidsmakers']
['beleidsterreinen']['bemiddeling']['berechting']['berlusconi']['beroepsverbod']
['beschuldigd']['beschuldigden']['bespioneerde']['bestandsakkoord']
['bestemmingsplannen']['bestraffen']['bestraffing']['betogen']['betoging']
['betogingen']['beveiligde']['beveiligingsbeambtes']['beveiligingsmedewerkers']
['bevrijden']['bevrijding']['bevrijdingsbeweging']['bewaker']['bewakers']
['bewaking']['bewakingssysteem']['bewijsvoering']['bewindsman']
['bezettingslegers']['bezuinigen']['bezuinigin']['bezuinigingsplannen']['bezuinigt']
['bible']['bilateraal']['biseksualiteit']['biseksueel']['bisexuality']['bisexuals']
['blackmail']['blasfemie']['blasfemiewet']['blasfemische']['blasphemous']
['blasphemy']['blaxploitation'][]['bolshevik']['bolsjewistische']['bombardeerden']
['bombardementen']['bondgenoten']['bondskanselier']['bosnian']
['bovenpolitieke']['boycot']['boycotacties']['boycotten']['boycottende']
['boycottin']['boycotts']['bribe']['buckingham']['buitenechtelijke']
['buitengerechtelijke']['buitenlandcommissie']['buitenlanderhaat']
['buitenparlementaire']['bulletproof']['bureaucrat']['bureaucraten']
['bureaucratenmonster']['bureaucratic']['bureaucratie']['bureaucratische']
['burgemeester']['burgemeesters']['burgemeestersketting']
['burgemeestersverkiezingen']['burgeractivisten']['burgerbevolking']
['burgerbeweging'][][]['burgeroorlog']['burgerprotest']['burgerprotesten']
['burgerrechten']['burgerrechtenactivist']['burgerrechtenjuristen']
['burgerwachten']['burgerzaken']['bussemaker']['cabinet']['caliphate']['cameron']
['campagneleider']['campagneteam']['campaign']['campaigner']['camps']
['candidacies']['candidacy']['candidates']['capitalism']['capitalist']['capitalists']
['captors']['captured']['ceasefire']['cel']['cellen']['cellmate']['celstraffen']['censor']
['censorship'][]['censuring']['censuurcommissie']['censuurpolitie']
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[‘centrumrechtse']['chairman']['chancellor']['charges']['charity']['chavez']
['chemical'][]['chinakenners']['christelijk']['christendom']['christenunie']
['christianity']['christians']['christusverlosser']['churches']['churchgoers']['cipier']
['circuitjudicial']['citizen']['citizens']['civilisation']['civilization']['civilizational']
['civilizations']['clicktivism'][]['clinton']['coalitie']['coalitieregering']['coalition']
['collegaministers']['collusion']['colonel']['colonial']['colonialism']['colonialist']
['colonies']['columbine'][][][][][][][][][]['commandant']['commnunist']
['communism']['communisme']['communist']['communisten']
['communistenleider']['communistisch']['communistische']['communistishce']
['communists']['complotten']['complotvermoeders']['concentratiekamp'][]
['confiscated']['conflict']['conflictgebieden']['conglomeraat']['congress']
['congressional']['congressionally']['congressmen']['congresswoman']
['conjunctuurcycli']['conjunctuurcyclus']['conservatieven']['conspiracy']
['constituencies']['constituency']['constituents']['constitutionality']['consulates']
['controlemaatschappij']['controversial']['controversy']['convicted']['convicting']
['convictions']['corbyn']['coronation']['corporations']['corrupt']['corruptie']
['corruptiebestrijder']['corruptiecampagnes']['corruptieschandaal']
['corruptieschandalen']['corruptievechter']['corruptiezaken']['corruption']
['cossacks']['coulissenpolitiek']['council']['councils']['councilwoman']
['councilworkman']['counterterrorism']['court']['courtroom']['courtrooms']
['courts']['covenant']['crime']['crimes']['criminal']['criminalise']['criminalised']
['criminaliseert']['criminalisering']['criminaliteit']['criminality']['criminalization']
['criminalize']['criminalized']['criminalizes']['criminalizing']['criminally']
['criminals']['criminele']['crisis']['crisisjaren']['crisistijd']['cultuurbegroting']
['cultuurbeleid']['cultuurbezuinigingen']['cultuurbudget']['cultuurbudgetten']
['cultuurminister']['cultuuroorlogen']['cultuurpolitiek']['cultuursector']
['cultuurwethouder']['cybercrime']['cyberspionage'][]['d66']['ddijsselbloem']
['decriminalized']['deelgemeente']['deelrepubliek']['deelrepublieken']['defection']
['defendant']['defiance']['delegations']['delinquent']['demagoguery']
['demagogues']['democraat']['democracies']['democracy']['democrat']
['democraten']['democratic']['democratie']['democratieopvatting']
['democratisch']['democratischer']['democratisering']['democratising']
['democratization']['democratizes']['democratizing']['democratleader']
['democrats']['demografisch']['demographic']['demonstrant']['demonstranten']
['demonstraties']['demonstratiestroken']['demonstratiewetgeving']
['demonstrating']['demonstrators']['demonstreren']['demonstrerende']
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[‘departement']['department']['destabiliseren']['destroyed']['detained']['detains']
['detective']['detectives']['detentie']['detentiecentra']['detentiekampen']
['detention']['dictatoriaal']['dictatorial']['dictatoriale']['dictators']['dictatorship']
['dictatorships']['dictatuur'][]['dierenbeschermers']['dierenmishandeling']
['dijsselbloem'][]['diplomaat']['diplomacy']['diplomat']['diplomaten']
['diplomatic']['diplomatically']['diplomatie']['diplomatiek']['diplomatieke']
['diplomats']['disarmament']['discriminated']['discriminatie']['discrimination']
['discrimineert']['discriminerend']['disobey']['dissenters']['dissidence'][]
['dissidente']['dissidenten']['dissidentenbestand']['dissidentenbeweging']
['dissidentie']['dissidents']['dissidentschap']['doctrinal']['dodencellen']
['doemaverkiezingen']['doodgehongerd']['doodgemoedereerd']['doodgeschoten']
['doodschoot']['doodsoorzaak']['doodsstrijd']['doodstraf']['doodvonnissen']
['dorpsbevolking']['dorpsgemeenschap']['dranghekken'][]['drugshandel'][]
['dystopian']['ecologist']['economical']['economics']['ecoterroristen']['education']
['eenmansprotesten']['eenpartijstaat']['egalitaire']['egalitarian']['egalitarianism'][]
['elected']['election']['elections']['electorate']['electorates']['emancipate']
['emancipaties']['emancipating']['embassies']['embassy']['emigranten']
['emigrantenkringen']['emigrate']['emigrated']['emigration']['emissions']
['energiepolitiek']['energiesector']['energietsaar']['environment']
['environmentalism']['environmentalist']['environmentalists']['epidemic']
['equality']['erdogan'][]['escape']['escaped']['espionage']['eurobashers']
['eurolanden'][]['europe']['european']['europeesgezinde']['eurozone']['evacuated']
['evasion']['evictions']['evidence']['excommunicate']['execution']['extrajudicial']
['extreemlinkse']['extremisme']['extremisten']['extremistische']['extremists']
['eyewitness']['eyewitnesses']['factieleiders']['famine']['famines']['fascism']
['fascisme']['fascist']['fascisten']['fascistische']['fascists']['fatsoensnorm']
['fatsoensnormen']['fawkesmaskers']['federal']['federally']['federatieraad']
['federations']['femen']['feminine']['femininity']['feminism']['feminisme']
['feminist']['feministe']['feministen']['feministes']['feministing']['feministisch']
['feministische']['feminists']['feodalisme']['ferguson']['fighting']['filmverbod']
['firearms']['fiscal']['fiscale']['fitna']['flutaanklacht']['forbidding']
['fotoprotestactie']['fracties']['freeaiweiwei']['freed']['freedom']['freedoms']
['freepussyriot']['frontlinies']['fugitive']['fundamentalism']['fundamentalist']
['fundamentalistische']['fundamentalists']['fundamentals']['funerals']['g20']
['gadaffi']['gaddafi']['gangster']['gangsters']['gardisten']['gardistengroep']
['gasprijzen']['gastarbeidermonument']['gastarbeidersmonument']['gay']
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[‘gaypride’]['gazastrook'][][]['gearresteerd']['gearresteerde']['gedetineerde']
['gedetineerden']['gediscrimineerd']['gediscrimineerde']['gehoorzaamheid']
['gekolonialiseerd']['gekoloniseerd']['gelijkheid']['gemarteld']
['gemeenschapsgeld']['gemeenteambtenaar']['gemeenteambtenaren']
['gemeentebestuur']['gemeentehuis']['gemeenten']['gemeenteraadslid']
['gemilitariseerde']['gendarmes']['gender']['gendered']['generaals']['gentrified']
['gentrifying']['geopolitically']['geopolitics']['geopolitiek']['geopolitieke']
['gepolitiseerd']['geprotesteerd']['gesanctioneerd']['geschillenbeslechting']
['geseponeerde']['gestraft']['getuigde']['getuigenverklaringen']['gevangen']
['gevangenen']['gevangenentransport']['gevangengenomen']['gevangenhouden']
['gevangenhouding']['gevangenis']['gevangenisbevolking']['gevangeniscellen']
['gevangenisdienst']['gevangenisdrama']['gevangeniseiland']
['gevangeniskleding']['gevangenisleven']['gevangenismodel']
['gevangenisontwerp']['gevangenispoort']['gevangenispoorten']
['gevangenisschap']['gevangenisschetsen']['gevangenissen']['gevangenisstraf'][]
['gevangenisstraffen']['gevangeniswezen']['gevangenisziekenhuis']
['gevangenkampen']['gevangenneming']['gevangenschap']['gevangenzaten']
['gevangenzetten']['gevangenzitten']['gevechtsvliegtuigen']['gevlucht']
['geweldloze']['geweldpleging']['geweldplegingen']['geweldsincidenten']
['gewetensgevangen']['gewetensgevangene']['gewetensgevangenen'][]
['gezagsdragers']['gezondheidszorg']['gingrich']['giuliani']['global']
['globalisering']['globalism']['goddeloze']['godsdienst']['godsdienstuitoefening']
['godsdienstvrijheid']['godslastering']['godslasterlijke']['goed/kwaad']
['goelagkampen']['golfoorlog']['gop']['gorbachev']['gouvernementeel']
['gouvernementele']['gouverneur']['gouverneurs']['governing']['government']
['governmental']['governments']['governor']['graaicultuur']['gratiebesluit']
['gratieverlening']['gratieverzoek']['greenpeace'][]['greenpeaceboot']
['greenpeacemensen']['greenpeaceschip']['grenscontrole']['grenspolitie']
['grensposten']['griekenland']['griffiervolksvertegenwoordiging']
['grondstoffenprijzen']['grondwet']['grondwettelijk']['grondwettelijke']
['grootmacht']['grotestadproblematiek']['guantanamo']['guantanamogevangene']
['guard']['guards']['guerilla']['guerillaorganisaties']['guerrilla']['guerrilladrone']
['guerrillaleider']['guerrillaleiders']['guerrillas']['guerrillatraining']['gun']
['gunfire']['guns'][‘hague']['hakenkruis']['hakenkruizen']['handcuffed']
['handelsbelangen']['handelsrelatie']['handwapens']['harass']['harassment']
['hassidic']['hateful'][‘hatred']['heiligschennend']['herdenkingsmonumentje']
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[‘heropvoeding']['heropvoedingskam']['herverkiezingscampagne']['hervormen']
['hervormingsgezinden']['heterosexual']['hiroshima']['hitler']['hiv']['holocaust']
['homeland']['homeless']['homelessness']['homicidal']['homicides']['homo']
['homoactivist']['homoactivisten']['homobeleid']['homobeweging']
['homodemonstranten']['homoerotic']['homoeroticism']['homofilie']['homofobe']
['homofobie']['homohuwelijk']['homojagers']['homoliedjes']['homomonument']
['homomuziek']['homoparade']['homophobe']['homophobes']['homophobia']
['homophobic']['homopropaganda']['homopropagandawet']['homorechten']
['homorechtenactivist']['homoscene']['homoseksualiteit']['homoseksueel']
['homoseksuele']['homoseksuelen']['homosexual']['homosexuality']
['homovriend']['homowet']['homowetgevin']['hongerstaking']['hooggerechtshof']
['hooligan']['hooliganism']['hooliganisme']['hooligans']['hoorzitting']['hospital']
['hostage']['hostages']['hostilities']['huisarrest']['huisvredebreuk']['huiszoeking']
['huiszoekingen']['hulporganisaties']['hulpverleners']['humaan']['humanist']
['humanistic']['humanistische']['humanitaire']['humanitarian']['humanizes']
['hunger']['hungers']['hypernationalists']['identiteitsbewijs']['ideologically']
['ideologies']['ideologisch']['ideologische']['ideologisering']['ideology']['illegaal']
['illegal']['illegale']['illegalen']['illegaliteit']['illegitimately']['illiberal']
['immigrant']['immigrants']['immigratie']['immigratiecontinent']
['immigratieland']['immigratiepartij']['immigration']['immunity']['impeached']
['imperialism']['imperialisme']['imperialist']['imperialistisch']['imperialists']
['imprison']['imprisoned']['imprisoning']['imprisonment']['imprisonments']
['inaugural']['inbraak']['indictment']['indoctrineren']['industrialisatie']
['inequality']['infection']['infidelities']['infidelity']['inhumane']['inhumanity']
['injustice']['inkomensongelijkheid']['inkomensverschillen']['inlichtingen']
['inmate']['inmates']['inspected']['inspector']['inspectors']['insults']['insurgents']
['internationaal']['international']['internationaland']['internetactivist']
['internetvrijheid']['interracial']['interrogate']['interrogating']['interrogations']
['intersectionality']['intimidaties']['intimidatietactiek']['intolerantie']['intraracial']
['invading']['investigate']['investigated']['investigating']['investigation']
['investigator']['investigators']['iraans']['irak']['iran']['iranians']['iraq']['isis']
['islamic']['islamicized']['islamisation']['islamist']['islamists']['islamoterrorism']
['isoleercel'][]['israelis']['issue']['istanbul']['jail']['jailed']['jailers']['jailhouse']
['jeltsin']['jeremijenko']['jews']['jihadi']['jihadist']['jihadistische']['jihadists']
['jihadstrijders']['jinping']['joegoslavische']['jordaanoever']['judge']['judicial']
['judiciary']['judicious']['juridical']['juridisch']['jurisdictie']['jurisdicties']
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[‘jurisdiction']['jurisdictions']['jurisprudence']['jurist']['juriste']['jurists']['justice']
['justices']['justitie']['justitieapparaat']['justitieel']['kabul']['kaddafi']['kadhafi']
['kalasjnikov']['kalasjnikovs']['kalifaat']['kamerleden']['kamermeerderheid']
['kameroverleg']['kampautoriteiten']['kampdirectie']['kandidaatpremier']
['kandidatuur']['kantonrechter']['kapitaalvlucht']['kapitalisme']['kapitalisten']
['kapitalistische']['kathedraal']['kathedralen']['keizerlijke'][]['kerkbezoekers']
['kerkgangers']['kerkleiders']['kerkschenders']['kerkverdediger']['kernoorlog']
['kernramp']['kiescommissien'][]['kiezer']['killer']['killing']['kinderporno']
['kinderrechten']['kinderrechter']['kindsoldaat']['kingdoms']
['klassenmaatschappij']['klassenonderscheid']['klassenstrijd']
['klassenverschillen']['klimatologisch']['klokkenluiders']['klokkenluiderssite']
['knokploeg']['knuffeldissident']['knuffelprotesten']['kogelvrij']['koloniaal']
['koloniale']['kolonisatie']['koningin']['koningshuis']['koningslied']['koningspaar']
['kosovo']['kraakster']['kredietcrisis']['kremlin']['kremlinfiguren']
['kremlingezinde']['kremlinjustitie']['kremlinkijkers']['kremlinleider']
['kremlinpaleis']['kremlinpartij']['kremlinstaf']['kremlinwatchers']['krijger']
['krijgsgevangene']['krijgsmacht']['krijgt']['krim']['kristallnacht']['kruis']
['kunduz']['kushner']['laagconjunctuur']['landeigenaar']['landeigenaren']
['landsbestuur']['landsgrenzen']['lastiggevallen']['law']['lawlessness']['laws']
['lawsuits']['lawyer']['lawyers']['lbgt']['leader']['leaders']['leftist']['leftists']
['legaal']['legalists']['legereenheden']['legerkleding']['legerplaats']
['legeruniforms']['leninism']['lesbianism']['lesbianisme']['lesbians']['lesbiennes']
['lesbisch']['lesbos']['leugendetectortest']['leus']['lewinsky']['lgtb']['liberal']
['liberale']['liberalen']['liberalere']['liberalisering']['liberalisme']['liberals']
['liberation']['libertarian']['libertarianism']['liberties']['liberty']['libya']
['lijsttrekker'][]['liquidatie']['liquideren']['loyalists']['luchtmacht']
['maatschappijbetrokken']['maatschappijcriticus']['maatschappijkritiek']
['maatschappijkritisch']['maatschappijkritische']['machiavelli']
['machiavellistische']['machinegeweer']['machte']['machthebbers']
['machtmisbruik']['machtsbasis']['machtsgreep']['machtshandhavende']
['machtshandhavers']['machtshi√´rarchie']['machtsmechanismen']
['machtsmisbruik']['machtsorganen']['machtsovername']['machtspolitiek']
['machtsrelaties']['machtsstrijd']['machtsstructuren']['machtssysteem']
['machtstrijd']['machtsvertoon']['madoff']['maffia']['magistrates']['majesty']
['mannencultuur']['mannenkabinet']['manning']['manslaughter']
['markteconomie']['martyr']['marxist']['marxistische']['masakela']
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[‘massademonstratie']['massademonstraties']['massamoord']['massaprotest']
['massavernietigingswapens']['matriarch']['matriarchs']['maximumstraf']
['mayor']['medegedetineerden']['medegevangene']['medegevangenen']
['medeoppositieleider']['medeplichtigheid']['medepolitici']['medevedev']
['medvedev'][]['medvedevfilm']['medvedevs']['meerpartijendemocratie']
['meerpartijenstelsel']['meesterwerk']['meesterwerken']['melkschandalen']
['meningsuiting']['meningsverschil']['mensenlevens']['mensenrechtadvocaat']
['mensenrechten']['mensenrechtenactivist']['mensenrechtenactiviste']
['mensenrechtenactivisten']['mensenrechtenadvocaat']['mensenrechtenadvocate']
['mensenrechtenadvocaten']['mensenrechtenbeleid']['mensenrechtenbeweging']
['mensenrechtenbewegingen']['mensenrechtendiva']['mensenrechtenexperts']
['mensenrechtengezant']['mensenrechtengroepen']['mensenrechtengroeperingen']
['mensenrechtenombudsman']['mensenrechtenorganisatie']
['mensenrechtenorganisaties']['mensenrechtenprijs']['mensenrechtenraad']
['mensenrechtenschendingen']['mensenrechtensituatie']['mensenrechtentulp']
['mensenrechtentypes']['mensenrechtenverdrag']['mensenrechtenweekeinde']
['mensenrechtenzaak']['mercenaries']['meritocracy']['microresistance']
['middelvingerpolitiek']['migrant']['migrantenorganisaties']['migrants']
['migratie']['migratieproblemen']['migration']['migrations']['migratory']
['milieuactivist']['milieuactivisten']['milieufanaten']['milieuproblemen']
['milieuschade']['milieuvervuiling']['milieuvraagstukken']['militair']['militaire']
['militairen']['militante']['militants']['militaries']['militarism']['militaristisch']
['militia']['militie']['milities']['miljardenprojecten']['milosevic']
['minderhedenbeleid']['minderhedenorganisaties']['minderheidskabinet']
['minderheidsreligies']['minimumloon']['minister']['ministerial']['ministerie']
['ministermaite']['ministerschap']['ministry']['minority']['misdaad']
['misdaadmeter']['misdadig']['misdadiger']['misdrijf']['misgovernment']
['misogynistic']['mistreatment']['mitrailleur']['molestatie']['molesting']
['monarchie']['monarchs']['monarchy']['monsterkapitalisme']['moordaanslag']
['moorden']['moordenaar']['moordenaars']['moordpartijen']['moraalpolitie']
['moral']['moraliteit']['morality']['morele']['mortieraanval']['mortierbeschieting']
['moscow'][][]['moskovskie']['moslimbroederschap']['moslimleiders']
['moslimterrorist']['mp']['mubarak']['multicultural']['multiculturaliteit']
['municipalities']['municipality']['murder']['murdered']['murderer']['murderers']
['murders']['murdoch']['nagasaki']['napoleon']['napoleons']['naties']
['nationalism']['nationalisme']['nationalisten']['nationalistische']['nationalists']
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[‘nationals’]['natuurrampen']['navalny']['nazi']['nazis']['nazism']['naziuniformen']
['nelson']['nemtsov']['neoliberale']['neoliberalism']['neoliberalisme']
['nepdemocratie']['nepfeministen']['netanyahu']['neutraliseren']['ngo']['nixon']
['nondiscrimination']['noneconomic']['nongovernment']['nongovernmental']
['nonmilitary']['nonpartisan']['nonpolitical']['noodtoestand']['nuclear']
['nuremberg'][‘obama']['obamacare']['obamaesque']['occupybeweging']['ocw']
['offences']['offends']['officer']['officials']['officier']['oktoberrevolutie']
['olieconcern']['olieprijzen']['ombudsman']['omkoping']['onafhankelijkheid']
['onafhankelijkheidsbeweging']['onafhankelijkheidsstrijd']
['onafhankelijkheidsverklaring'][]['onderdrukkende']['onderdrukking']
['onderdrukt']['onderling']['onderminister']['ondernemingsraden']['ondervragers']
['ondervraging']['onderwijsinstellingen']['onderzoekscommissie']
['onderzoeksdossiers']['onderzoeksjournaliste']['onevenredig']['ongelijkheid']
['onrechtvaardig']['onrechtvaardige']['onrechtvaardigheid']['onschendbaar']
['onschendbaarheid']['onschendbare']['onthoofding']['ontsnappingspoging']
['ontvoeringstaktie']['ooggetuigenverslag']['ooggetuigenverslagen']['oorlogen']
['oorlogsgebied']['oorlogsgeweld']['oorlogsjournalisten']['oorlogsretoriek']
['oorlogsschip']['oorlogsstad']['oorlogstuig']['oorlogsveteranen']
['oorlogszuchtige']['oorlogvoeren']['opendeurpolitiek']['opiniepeiling']
['opiniepeilingen']['opiumwet']['opponent']['oppose']['oppositieactivisten']
['oppositiebeweging']['oppositiecollega']['oppositiefiguren']['oppositiefilm']
['oppositiegerichte']['oppositieleden']['oppositieleider']['oppositieleiders']
['oppositiepartij']['oppositiepoliticus']['opposition']['opposition]']
['oppositionists']['oppressing']['oppression']['oppressive']['oppressively']
['oproerkraaiers']['oproerpolitie']['opruiende']['opstanden']['opstootjes']
['opwarming']['oranjerevolutie']['ordebewaarder']['orthdoxe']['orthodox']
['orthodoxe']['osama']['outlawed']['outlawing']['overbevolkte']['overheid']
['overheidsambtenaren']['overheidsbeleid']['overheidscamera']
['overheidsdiensten']['overheidsdocumenten']['overheidsfunctionarissen']
['overheidsgeld']['overheidsingrepen']['overheidsingrijpen']
['overheidsinstanties']['overheidsinstellingen']['overheidsinstituut']
['overheidsmusea']['overheidsmuseum']['overheidssteun']
['overheidstoestemming']['overheidsvertegenwoordigers']['overpopulation']
['overthrow']['overtreders']['overtreding']['overtredingen']['oxfam']['pacifism']
['pacifisme']['pacifists']['palestijn']['palestijnen']['palestijns']['palestijnse']
['palestina']['palestine']['palestinian']['palestinians']['palin']['pandemic']
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['paramedics']['paramilitary']['paratroopers']['paria']['parkeerwacht']['parlement']
['parlementaire'][]['parlementslid']['parlementsverkiezingen']
['parlementsvoorzitter']['parliament']['parliament/house']['parliamentary']
['partijcongres']['partijdemocratie']['partijgeld']['partijkopstuk']['partijleden']
['partijleider']['partijleiders']['partijleiding']['partijlid']['partijlidmaatschap']
['partijorganen']['partijtechnocraten']['paspoort']['passport']['patriarchaat']
['patriarchal']['patriarchy']['patriotism']['patriotten']['patriottische']['patriottisme']
['patrolling']['patronage']['patronagesysteem']['patrons']['peaceable']['peaceful']
['peacekeeping']['pedofielen']['pedofilie']['pedoseksualiteit']['peiling']['pekings']
['penalty']['penitentiary']['pensioenstelsels']['perpetrators']['persecute']
['persecuted']['persecutions']['persecutor']['persvrijheid']['petersburg']
['petitieactie']['petitioners']['petrodollars']['pinochet']['pistool']
['plattelandscultuur']['pleaded']['pleinrevolte']['pleitbezorger']['pleitbezorgers']
['poetin'][]['poetinaanhangers']['poetinactivist']['poetinactivisten']
['poetinbestrijder']['poetinbetoger']['poetinbetogingen']['poetinbeweging']
['poetincriticus']['poetindemonstratie']['poetindoctrine']['poetinhoofden']
['poetinisme']['poetinsysteem']['poetintijdperk']['polarisatie']['police'][]['policed']
['policeman']['policemen']['policewoman']['policewomen']['policies']['policy']
['policymakers']['politbureau']['politica']['political']['politically']['politici']
['politician']['politicians']['politicised']['politicization']['politicize']['politicized']
['politicizing']['politicologe']['politics'][]['politicus'][]['politieagent']
['politieagenten']['politieapparaat']['politieauto']['politiebeambte']
['politiebedreigingen']['politiebureau']['politiebusje']['politiebusjes']['politiecel']
['politiecensuur']['politiedetective']['politiedienst']['politiehemd']['politiek']
['politiekordons']['politieks']['politiemacht']['politiemannen']['politiepatrouilles']
['politierapport']['politiestaat']['politietoezicht']['politietrainers']['politieverhoor']
['politiewagen']['politiewagens']['politiewoordvoerder']['politiewoordvoerders']
['polity']['pollutes']['pongdiplomatie']['populism']['populisme']['populisten']
['populistisch']['populistische']['postcommunistisch']['postelection']['poverty']
['prejudicial']['preservationists']['presidency']['president'][]['presidenten'][]
['presidential']['presidentschap']['presidentskandidaat']['presidentsverkiezingen']
['prison']['prisoner']['prisoners']['privacy']['privatiseringen']['privilege']
['procederen']['prodemocracy']['prodemocratische']['profeet']['profeten']
['proletariaat']['proletarian']['propaganda']['propagandadrukwerk']
['propagandafilm']['propagandamachine']['propagandaposters']
['propagandastrijd']['propagandastunt']['propagandaverbod']['propagandist']
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[‘propagandisten']['propagandistische']['propagandists']['propagandizing']
['propageren']['property']['prosecute']['prosecuted']['prosecuting']['prosecutor']
['prosecutorial']['prosecutors']['protest']['protestactie']['protestations']
['protestbeweging']['protestborden']['protestcultuur']['protestdaad']['protestdag']
['protestdemonstratie']['protestdemonstraties']['protested']['protesteerde']
['protesteerden']['protesten']['protesteren']['protesters']['protestgemeenschap']
['protestgeneratie']['protestgevoelens']['protestgroep']['protestgroepje']
['protesting']['protestleiders']['protestmaaltijd']['protestmanifestaties']
['protestmars']['protestmarsen']['protestoptreden']['protestorganisatie']['protests']
['protestspeld']['protestspeldje']['protestsymbool']['protestverklaring']
['protestvideo']['protestwandelingen']['protestwinden']['protestzone']
['provinciebestuurders']['punishable']['punishment']['putin']['putinesq']
['putinism']['putins']['pyongyang']['qadaffi']['qaddafi']['qaddhafi']['queerness']
['queers']['r√©gime']['raadsleden']['raciale']['racially']['racism']['racisme']
['racist']['racistisch']['racists']['radicalen']['radicalisation']['radicaliseren']
['radicalisering']['radicalismen']['radicalization']['radicalizee']['rainforest']
['rampplek']['ransom']['rape']['reactionair']['reagan']['realpolitik']['realpolitiker']
['rearrested']['rebelled']['rebellen']['rebellenleider']['rebelliousness']['rebelse']
['recession']['recht']['rechtbank']['rechtbanken']['rechtbankfunctionarissen']
['rechteloos']['rechteloosheid']['rechter']['rechterlijke']['rechters']
['rechtsbeginsel']['rechtsgang']['rechtsgeleerden']['rechtsnormen']
['rechtsongelijkheid']['rechtsorde']['rechtspopulisten']['rechtspraak']
['rechtsstatelijke']['rechtsstelsel']['rechtssysteem']['rechtsvervolging']
['rechtszaak']['rechtszaal']['rechtszaken']['rechtszekerheid']['rechtszitting']
['rechtvaardig']['rechtvaardigheid']['rechtzaak']['rechtzaken']['recidivisten']
['redesigned']['reelection']['reformists']['refuge']['refugeat']['refugee']['refugees']
['regeertermijn']['regelgeving']['regenboogvlaggen']['regeringen']
['regeringsbobo']['regeringsdelegatie']['regeringsdelegaties']
['regeringsdemonstranten']['regeringsgetrouwe']['regeringsjubileum']
['regeringsleden']['regeringsleiders']['regeringspartij']['regeringsprotesten']
['regeringsstijl']['regeringsvorm']['regeringswoordvoerder']
['regeringswoordvoerster']['regeringszaak']['reinforcements'][]['rekenkamer']
['religarchia']['religie']['religiecommissie']['religieus']['religiositeit']['religiosity']
['religious']['repercussions']['repressed']['repressie']['repressiecampagne']
['repressief']['repubblica']['republic']['republican']['republicans']['republics']
['republikein']['republikeinse']['resign']['resolutie']['resolution']['revolting']
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[‘revolutionaries’]['right']['rights']['rijksdag']['riot']['romney']['roofkapitalisme']
['roofmoord']['roofovervallen']['rushdie']['rusland']['ruslandkenner']
['ruslandpartij']['ruslandveteraan']['russia']['russian']['russiannes']['russias']
['russification']['sabotaging']['salafis']['salafism']['salafisten']
['samenlevingsmodel']['samenzwering']['samenzweringen']['samoetsevitsj']
['samoetsjevitsj']['sanctie']['sanction']['santorum']['sarkozy']['satanisten']
['satanists']['scandalized']['scapegoats']['schaduwparlement']['scheidingsmuur']
['schendingen']['schietpartijen']['schuldbekentenis']['schuldverklaring']
['secretary']['seculiere']['security']['sekse']['seksegelijkheid']['sekseongelijkheid']
['seksistisch']['seksistische']['semitism']['semitisme']['senaat']['senate']['senator']
['senators']['sentences']['separatisme']['separatist']['separatisten']
['separatistische']['separatists']['seperation']['sexism']['sexist']['sextremism']
['sexuality']['sharia']['sharia4belgium']['shooting']['showprocessen']
['showrechtbank']['siberian']['sjiieten']['skinheads']['slaat']['slacktivism']
['slagwerkmuziek']['slave']['slavenarbeid']['slavernij']['slavery']['slechten']
['sloppenwijken']['slotpleidooi']['smokkelroutes']['sniper']['snowden']
['snowdens']['sochi']['socialise']['socialisme']['socialist']['socialistisch']
['socialistische']['socialists']['socialization']['socialize']['societal']['society']
['socioeconomic']['sociological']['sociopolitical']['soennieten']['soldaat']['soldier']
['soldierds']['soldiered']['solidariteit']['sovereignty']['soviet']['soviets']['sovjet']
['sovjetachtig']['sovjetdictator']['sovjetgehalte']['sovjethouding']['sovjetkampen']
['sovjetleider']['sovjetmodel']['sovjetperiode']['sovjetregime']
['sovjetrepublieken']['sovjetterreur']['sovjettijdperk']['sovjetunie']['sowjetische']
['spion']['spionage']['spionageactiviteiten']['spionageapparatuur']['spionnen']
['spionnenfilm']['staats']['staatsacties']['staatsbedrijf']['staatsbedrijven']
['staatsbestuur']['staatsburger']['staatscamera']['staatscensuur']['staatscommissie']
['staatsdiensten']['staatsgevaarlijk']['staatsgevaarlijke']['staatsgreep']
['staatshoofd']['staatsinstelling']['staatsjargon']['staatsjournaliste']['staatskrant']
['staatsleiders']['staatsmacht']['staatsman']['staatsmonopolies']['staatsoliebedrijf']
['staatsonderkomen']['staatsondermijnende']['staatsondermijning']
['staatsondernemingen']['staatsorgaan']['staatspersbureau']['staatspropaganda']
['staatssecretaris']['staatsstructuur']['staatsveiligheid']['staatsveiligheidsapparaat']
['staatsveiligheidsdienst']['staatsvijand']['stadsbestuur']['stafrecht']['stalin']
['stalingra']['stalinist']['stalinistische']['stalinization']['stalins']['stance']
['stateloze']['statelozen']['statenloze']['states']['statesman']['stateswoman']
['steekpartij']['steekpenningen']['stembusstrijd']['stemgedrag']['stemgerechtigde']
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[‘stolen']['straatactivist']['straatarme']['straatartiest']['straatdemonstraties']
['straatgevecht']['straatgeweld']['straatprotest']['straatprotesten']['straatsburg']
['strafbaar']['strafbare']['strafblad']['strafcampagne']['strafeis']['straffeloosheid']
['straffen']['strafgevangenis']['strafhof']['strafkamp']['strafkampen']
['strafkampuniform']['strafkolonie']['strafkolonies']['strafmaat']
['strafmaatregelen']['strafmethode']['strafmogelijkheden']['strafrecht']
['strafrechtelijk']['strafrechtelijke']['strafrechterlijke']['strafvermindering']
['strafvervolging']['strafwet']['strafzaken']['strijdkrachten']['studentenopstand']
['subsidieslurper']['subsidiestelsel']['subversieve']['subversiveness']
['subversives']['subversiviteit']['sudan']['sued']['suffered']['suffragette']['suicide']
['supercourt']['supermacht']['supermachtstatus']['superpower']['superpowers']
['supporter']['supporters']['supportingactor']['surveillance']['surveillances']
['sustainability']['sustained']['swastika']['symboolpolitiek']['syri√´rs']['syria']
['syrian']['syrisch']['syrische']['taakstraffen']['tahrirplein']['talibaan']['taxpayer']
['tegenbetogers']['tegencultuur']['teheran']['teherans']['tehran']['terechtstaat']
['terreuraanslag']['terreuraanslagen']['terreurcampagne']['terreurdaad']
['terreurdadend']['terreurdreiging']['terreurlijst']['territory']['terrorise']
['terroriseren']['terrorism']['terrorisme']['terrorist']['terroriste']['terroristisch']
['terroristische']['terrorists']['testify']['thatcheriaanse']['thatcherism']['theft']
['theresa']['thief']['thievery']['threatening']['tiananmenplein']['tirannie']
['toeristenvisum']['toeslagen']['toga']['topambtenaar']['topambtenaren']['torpedo']
['tory']['totalitaire']['totalitarian']['totalitarianism']['totalitarisme']['traangas']
['trainingskamp']['traitor']['tralies']['transgendered']['transgenderisme']
['transgressive']['transmigration']['transparency']['transseksueel']
['transseksuelen']['transsexual']['treason']['treaters']['treaties']['treinkaping']
['trespassers']['trespassing']['trial']['trials']['tribunal']['troeteldissident']
['troonopvolger']['tsjernobyl']['tsjetsjenioe']['tsunami']['tunesi√´']['tunesische']
['turkey']['turkije']['tyranny']['uitkeringen']['uitleveringsverdrag']
['uitleveringsverzoek']['uitzetting']['ukip']['ukraine']['ukraines']['ukrainian']
['ukrainians']['ultraconservatieve']['ultraconservative']['ultranationalist']
['ultranationalists']['ultraorthodoxe']['ultrarechtse']['ultrasecularist']
['unconscious']['undersecretary']['underwood']['undiplomatic']['uniform']
['uniformen']['unilaterale']['unparliamentary']['vaderland']['vaderlandsliefde']
['vaderlandslievende']['vandalising']['vandalism']['vandalisme']['vandalized']
['vandalizing']['vandals']['vastgezeten']['vastzaten']['vegetarianism']
['veiligheids']['veiligheidsadviseur']['veiligheidsagent']['veiligheidsagenten']
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[‘veiligheidsapparaat']['veiligheidschef']['veiligheidscontroles']
['veiligheidsdienst']['veiligheidsdiensten']['veiligheidsmaatregelen']
['veiligheidspolitie']['veiligheidsraad']['veiligheidsstructuren']
['veiligheidstroepen']['verantwoorden']['verbeteringskampen']['verdachten']
['verdachtmaking']['verdict']['verdicts']['verdrag']['verduisteringszaak']
['vergrijst']['vergrijzing']['verhofstadt']['verhoorcel']['verhoorkamer']
['verhoorsessies']['verkeersomleiding']['verkerkelijking']['verkiezen']
['verkiezingen']['verkiezingscampagne']['verkiezingsdagen']['verkiezingsdrama']
['verkiezingsfraude']['verkiezingskoorts']['verkiezingsmalversaties']
['verkiezingsoverwinning']['verkiezingsposters']['verkiezingsprogramma']
['verkiezingsspotjes']['verkiezingsstrijd']['verkrachters']['verkrachting']
['verkrachtingen']['verlichtingsdenken']['verlosserkathedraal']['vermoord']
['vermoordde']['vermoorde']['veroordelen']['vertelvoorstelling']['vervolging']
['vervolgingen']['vervolgingsmachine']['verzetsdaden']['verzetslintjes']
['verzetsorganisaties']['verzetsuniformen']['verzorgingsstaat']['veteran']
['vicepremier']['victim']['victimhood']['victimizes']['victimsofcommunism']
['vijandige']['vijandigheid']['vingerafdrukken']['visaregime']['visumregiem']
['vladimir']['vliegdekschepen']['vliegramp']['vliegtuigkapingen']
['vliegtuigrampen']['vluchteling']['vluchtelinge']['vluchtelingen']
['vluchtelingenkamp']['vluchtelingenorganisatie']['vn']['voedselbanken']
['voedselonthouding']['voedselproductie']['voedselrantsoenen']['voedseltekort']
['voetbalhooliganisme']['volkenrecht']['volkeren']['volksopstand']
['volksopstanden']['volksprotest']['volksrepubliek']['volksvertegenwoordigers']
['volksverzet']['vomit']['vonnissen']['voorarrest']['voorgeleiding']['vooroorlogse']
['voters']['vredestichter']['vreemdelingenangst']['vreemdelingendetentie']
['vrijgesproken']['vrijheden']['vrijheidlievende']['vrijheidsbeweging']
['vrijheidslievende']['vrijheidsmars']['vrijheidspartijen']['vrijheidsstreven']
['vrijheidsstrijders']['vrijheidstrijdster']['vrijlating']['vrijmetselaarsjoden']
['vrijspraak']['vrouwenactiviste']['vrouwenbesnijdenis']['vrouwenbeweging']
['vrouwenemancipatie']['vrouwengevangenis']['vrouwengevangenissen']
['vrouwenhaat']['vrouwenkamp']['vrouwenonderdrukking']['vrouwenpunkband']
['vrouwenrechten']['vrouwonvriendelijke']['wapenimporteurs']['wapenindustrie']
['wapenleveranties']['war']['warming']['warmongering']['warnings']['warplanes']
['warschaupact']['washington']['waterschapsbestuurders']['weaponized']
['weeskinderen']['wegvallen']['weimarrepubliek']['weinstein']['welvaart']
['welvaartstoename']['wereldleiders']['wereldmacht']['wereldmigratie']
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['wereldnieuws']['wereldpolitiek']['wereldproblemen']['wereldrevolutie']
['wereldverbeteraars']['werkkamp']['werkkampen']['werkloosheid']['wetboek']
['wethouders']['wetsontwerp']['wetsregels']['wetsvoorstel']['wetsvoorstellen']
['wettelijke']['wikileaksoprichter']['witness']['witnessed']['witnesses']
['woonlasten']['wraakactie']['wraaknemingsamenlevingen']['xenofobe']
['xenofobische']['xenophobia']['xenophobic']['yugoslavia']['zeerechttribunaal']
['zeerechtverdrag']['zekerheidsstelsel']['zelfmoordaanslag']['zelfmoordterroriste']
['zijlstra']['zimbabwean']['zorgverzekeraar']['zuiveringen']['zwaarbewaakte']
['zweepslagen']
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Appendix D

Art dictionary

[‘academy']['actor']['album']['amusement']['anish']['antics']['art']['artfail']['artist']
['artists']['artknowledge']['artkrushbanksy']['artmiami']['artpr']['arts']['artwork']
['auction']['auctioning']['avatar']['awards']['baldwin']['band']['bands']['banksyart']
['banksyfilm']['banksyism']['basquiat']['beastie']['beautifully']['bicycles']['bikes']
['brainwash']['brand']['bristol']['buy']['canvas']['celebrity']['cinema']
['cinemaesque']['cinemas']['classic']['collective']['colouring']['commission']
['concert']['creation']['creativity']['culture']['culturebox']['dali']['damienhirst']
['dannydevito']['designboom']['dicaprio']['diddy']['dismaland']['disney']
['elephant']['emmys']['ending']['entertaining']['entertainment']['exhibit']
['exhibition']['featuring']['festival']['feud']['film']['filmmaker']['films']['gaga']
['gallery']['gangnam']['giftshop']['gorillaz']['graffiti']['graffitti']['guetta']
['gwyneth']['hirshhon']['hollywood']['horses']['houseofcardsseason3']['iconic']
['industrial']['installation']['installs']['jamesfrancotv']['kapoor']['katemoss']
['ladygaga']['lennon']['logo']['lucienfreud']['madonna']['masterpiece']['matisse']
['miami']['movie']['mrbrainwash']['mtv']['mural']['museum']['museums']['music']
['musicians']['netflix']['nominated']['nomination']['novel']['obeygiant']['original']
['oscar']['oscars']['paint']['parody']['paulmccartney']['photographers']['portrait']
['premiere']['punk']['realtalibkweli']['review']['rickygervais']['rock']['rocker']
['rollingstone']['royalacademy']['russellcrowe']['salon']['salvador']['satire']
['screening']['seeds']['sell']['selling']['sells']['serpente']['sheperd']['shephard']
['simpsons']['singing']['sketchil']['slashfilm']['sold']['song']['spray']['stencil']
['stenciling']['stevemartintogo']['streetart']['style']['sundance']['sundanceawards']
['sunflower']['talented']['talibkweli']['tate']['theater']['therealswizzz']['tupac']
['tyrabanks']['ukulele']['unveiled']['unveils']['urbanart']['vase']['velvet']
['visitbristol']['visual']['warhol']['warhol']['williamshatner']
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Political dictionary

[‘abuse']['abused']['activism']['activist']['activists']['advocacy']['alcatrazisland']
['alcatrazpenitentiary']['ambassador']['amnesty']['amnestyusa']['arrest']['arrested']
['assange']['assembly']['attack']['authorities']['bail']['balaclava']['banishing']
['berlusconi']['bloody']['bomber']['borders']['caged']['capitalism']['capitalist']
['chamberlain']['charged']['charges']['church']['commercialism']['condemned']
['condemns']['confession']['confined']['consulate']['controversies']['convicted']
['conviction']['court']['criminal']['crisis']['customs']['death']['defense']
['demonstrating']['demonstration']['denied']['deputy']['detained']['detention']
['dissident']['district']['edward']['edwardsnowden']['election']['embassy']
['environmental']['evidence']['fascist']['feds']['feminist']['fines']['forgiveness']
['free']['freedom']['freeing']['freepussyriot']['gas']['gays']['gaza']['government']
['greenpeace']['grounded']['guerilla']['guerrilla']['hacked']['heist']['hitchens']
['homophobic']['hooliganism']['hospital']['hospitalized']['humanity']['identity']
['imperial']['imprisoned']['injured']['internationalist']['jail']['jailed']['jailing']
['journalists']['judge']['judges']['killing']['kingdom']['lawsuit']['lawyer']['liability']
['marine']['masked']['mayor']['migrant']['minister']['mosque']['nation']
['notantisemitic']['nypd']['onegreenplanet']['orthodox']['outrage']['outraged']
['parliament']['parole']['passport']['peace']['persecution']['petition']['police']
['political']['prayer']['president']['prison']['prisoner']['prisoners']['propaganda']
['protected']['protest']['protesting']['protests']['prove']['punished']['putin']
['radical']['rape']['refugee']['refugees']['released']['renegade']['revolution']['rural']
['scandal']['sentence']['sentences']['siberia']['siberian']['snowden']['society']
['soros']['spies']['spying']['steal']['strike']['strikes']['subversive']['support']
['supporters']['supporting']['surveilling']['suspects']['syria']['syrian']['tax']['taxes']
['templars']['theresa']['torture']['trail']['trial']['undercover']['vandal']['vandalism']
['vandalized']['vandalizing']['verdict']['violence']['visa']['visas']['vladimir']
['walmart']['washington']['west']['wikileaks']['withsyria']
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SUMMARY IN ENLGISH

Throughout (Western) art history, the visual arts have developed into a 
distinctive and relatively autonomous societal sphere. As such, the visual 
arts are primarily governed by a hierarchy of artistic criteria and largely 
insensitive to criteria unrelated to the arts. More concretely, this means 
that recognized artists enjoy status on the basis of the artistic (rather than 
for example economic) value of their work, that is for a large part 
determined by intermediary art institutions and actors such as art 
museums, curators, galleries, dealers and critics. More recently, however, 
several scholars have pointed to social matters increasingly permeating 
the sphere of visual arts. This is even referred to as a social turn in the 
arts, in which social and ethical criteria are thought to play an 
increasingly important role in the evaluation of art. Socially engaged 
forms of art, such as art activism or artivism, are particularly indicative 
of this development. 

If, however, artistic status today is still strongly rooted in autonomous 
artistic evaluation, then socially engaged artistic practices such as 
artivism present an interesting puzzle: they appear to follow their own 
logic, yet seek to achieve societal change through their focus on social 
engagement. This begs the question how practices such as artivism are 
evaluated and to what extent they have an impact and enjoy some degree 
of attention beyond the confines of the relatively autonomous sphere of 
visual art. The growing body of literature that has come to take shape 
around social engagement in the visual arts, however, remains incapable 
of fully explaining these questions for two reasons. First, social 
engagement in general, and notions such as artivism in particular, often 
remain problematically broad, ranging from artistic practices that are 
embedded in – and engage local communities to those that raise and fight 
against pressing global societal inequalities and human rights issues. 
Beyond conceptual considerations and anecdotal indications that social 
engagement is progressively pronounced in the arts, however, it remains 
unclear under which conditions artistic-activist expressions are accepted. 
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Second, current empirical studies are primarily preoccupied with the role 
of social engagement within the arts and often overlook how and to what 
extent social engagement from visual artists travels beyond the confines 
of the art sphere. In the end, any form of social engagement requires two 
parties: one engaging and one being engaged. Few scholars 
systematically and empirically address the questions as to which types of 
socially engaged artistic practices achieve acceptance not just in the art 
sphere but in the broader society. 

I have addressed both problems by conducting research into the 
reception of artivism within and beyond the arts through the following 
overarching research question:

How are artivists evaluated within the fields of art, news media and 
social media in a cross-national context?

In order to answer this research question, I have brought together 
literature from various disciplines. In the first chapter, therefore, I draw 
on art-historical literature to place social engagement in the arts more 
elaborately and concretely within an art-historical context. Combining 
this with sociology of culture literature, second, provides insight into 
how works of art are produced, consumed and distributed. I have 
approached the sphere of art as a historically developed field with its own 
logic and status markers and addressed the practices of classifying 
objects and actors within this field. This provided theoretical ground on 
which to study how artistic status is attributed and how distinctions 
within the arts are made in relation to artivism. Through literature from 
political sciences, third, I outlined how modes of artistic expression can 
function as avenues for social and political engagement. In combination 
with insights from media studies, finally, I theorized more concretely 
how news media and social media afford different ways of social and 
political engagement and how news and social media attention have 
become important for the question of societal impact with regards to the 
arts.
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Empirically, I have conducted four interrelated studies which in the 
end will be integrated on the level of outcomes. In the first study (chapter 
2), I analyzed the evaluation of social engagement in general and 
artivism in particular within the art field. More concretely, I conducted 
fifteen in-depth qualitative interviews with curators in the Netherlands, 
UK and US. The interviews are semi-structured and analyzed through a 
grounded theory approach to tap into the curators’ professional views on 
– and experiences with different forms and modes of social engagement 
within the arts. The analysis has shown that three different curatorial 
attitudes can be discerned with regards to social engagement in the arts. 
Aesthetics-first curators, first, do not necessarily verbalize a clear and 
explicit preference or rejection with regards to social engagement in any 
form, but give preference to aesthetic over social and ethical 
considerations in their own evaluation of art. Political curators, second, 
are much more vocal and pronounced in that they would maintain that art 
and social engagement are inseparable from each other and that art can 
bring change to society. Acquiescent curators, finally, express an 
optimistic attitude and willingness towards social engagement in the arts, 
while remaining reserved in their curatorial practices. It could be argued, 
therefore, that socially engaged art constitutes a distinct art movement or 
perhaps genre, roughly defined along the symbolic boundaries that 
especially the aesthetic and political curators draw.

In the second study (chapter 3), I looked at the newspaper coverage of 
artivists in terms of both content and magnitude. On the one hand, 
newspaper coverage plays an important role within the arts as art 
journalists and art critics, like curators, function as cultural intermediaries 
who select, evaluate and hence shape the perception of art. On the other 
hand, newspaper coverage plays an important role in politics as 
newspapers constitute a principle platform through which information 
about society is communicated and consumed. Newspaper coverage 
therefore constitutes a good measure of societal relevance in society 
when it comes to artivism. More concretely, in this study I conducted a 
computerized content analysis of over 2,000 newspaper articles from 
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both quality and popular newspapers from the Netherlands, the UK and 
the US. The analysis reveals that overall newspapers treat the art and 
activism of artivism quite separately, by focusing primarily on art in 
cultural newspaper sections and on politics in non-cultural newspaper 
sections. Furthermore, there are interesting national differences in that 
US newspaper are particularly politically oriented in their coverage of 
artivism. These findings are particularly indicative of how current 
research into social engagement in the arts take as their point of departure 
the art field and often overlook how the arts are perceived in the broader 
society.

In the third study (chapter 4), I analyzed the reception of artivists 
among the broader public by focusing on media audiences. For the last 
few years, social media platforms have come to constitute empirical 
windows to study audience reception on a relatively large scale. The 
content on social media platforms, therefore, provides insight into how 
people talk about social issues, such as politics and activism. In this 
study, therefore, I collected over two million tweets in order to analyze 
the media audience reception of the artivist cases on a relatively large 
scale. I employed the method of topic modelling to uncover the most 
dominant meaningful latent themes within this large dataset of short 
texts. Furthermore, I combined this topic modelling analysis with 
semantic network analysis to help visualize and interpret the results. The 
analysis indicates that media audiences are primarily interested in 
controversy surrounding artivism, for example in the case of artivist 
prosecution. The political causes of artivists therefore appear to enjoy 
little attention, limiting the societal impact of artivists. 

In the fourth study (chapter 5), I investigated the extent in which 
popular culture celebrities engaged with the artivist cases that are central 
to this dissertation, including their causes. This is interesting because 
celebrities and their political engagement constitute an important avenue 
through which people in the broader society engage with pressing 
societal issues. This fourth study consists of a computerized content 
analysis of close to a thousand tweets by over three hundred popular 
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culture celebrities. I have found that the way celebrities talk about 
artivists differs per type of celebrity. In addition, the more political 
content celebrities cover in their tweets, the more audience engagement is 
visible through likes, retweets and replies. As such, celebrities indeed 
constitute an important avenue through which people in society engage in 
political discussions in general and with artivism in particular. 

Finally, I have aimed to bring these four empirical studies together in 
chapter 6, by providing a general conclusion and by discussing 
possibilities for future research. The study of the reception of artivism 
particularly within the field of art, first, appears to point to the contours of 
a new artistic paradigm of representation in which artistic expression 
becomes a means to a more socially oriented goal. While art-historically, 
representation in the arts often pertained to the representation of societal 
elites, today representation is primarily visible in relation to 
underrepresented social groups. By giving a voice to the latter, 
inequalities in the broader society are expected to be tackled. Second, the 
selective news production and consumption in relation to artivism 
constitutes a filter and highlights how news media function as 
gatekeepers. While news media give considerable attention to some 
artivists in contrast to others, media audiences appear to largely ignore 
the activist causes of artivists. The puzzle of artivism, as an artistic 
practice that appears to follow a strictly artistic logic while seeking 
societal change, then, can be explained by pointing to how representation 
of the underrepresented constitutes an important social rather than artistic 
discourse within the arts. News media and media audience attention 
provide artivists with societal impact through a gatekeeping and filtering 
process whereby those who receive media coverage and audience 
attention see their activist causes largely ignored.  
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SUMMARY IN DUTCH

In de (westerse) kunstgeschiedenis, de visuele kunsten hebben zich 
ontwikkeld tot aan relatief gescheiden en autonoom maatschappelijk 
veld. Als zodanig zijn artistieke beoordelingscriteria bepalend in de 
kunst. Meer concreet betekent dit dat erkende kunstenaars status genieten 
op basis van de artistieke waarde van hun werk, welke voor een groot 
deel wordt bepaald door kunstinstituten en -actoren zoals musea, 
curatoren, galeries, kunsthandelaars en kunstcritici. Meer recent, echter, 
wijzen verschillende onderzoekers erop dat sociale beoordelingscriteria 
in toenemende mate een belangrijke rol in de kunst spelen. Vooral de 
sociaal betrokken kunstvormen, zoals kunstactivisme – in het Engels ook 
wel aangeduid met artivism – illustreren deze ontwikkeling. 

Wanneer, echter, artistieke status vandaag de dag nog sterk geworteld 
is in autonome artistieke evaluatie, dan vormen sociaal betrokken 
kunstvormen, zoals artivism, in interessante puzzel: ze lijken een eigen 
logica te volgen, maar zoeken tegelijkertijd maatschappelijke 
verandering door hun nadruk op sociale betrokkenheid. Dit roept de 
vraag op hoe dergelijke kunstvormen worden geëvalueerd en in hoeverre 
zij een impact hebben en aandacht genieten buiten de relatief autonome 
kunstwereld. Huidig onderzoek dat zich bezighoudt met de toenemende 
mate van sociale betrokkenheid in de kunst is echter niet goed in staat in 
dergelijke vragen te beantwoorden. Ten eerste blijven concepten zoals 
sociaal betrokken kunst in het algemeen en artivism meer specifiek vaak 
problematisch breed. Voorbij conceptuele overwegingen en anekdotische 
indicaties voor sociale betrokkenheid in de kunst, blijft het onduidelijk 
onder welke voorwaarden kunst-activistische expressies zoals artivism 
zijn geaccepteerd. Huidige empirische studies, ten tweede, houden zich 
vooral bezig met de rol van sociale betrokkenheid in de kunst en negeren 
vaak hoe en in hoeverre sociale betrokkenheid in de kunst buiten de 
kunstwereld wordt gezien. Uiteindelijk vereist sociale betrokkenheid 
altijd twee partijen: een partij die betrokken wil zijn en een partij die 
dient te worden betrokken. Weinig onderzoekers hebben zich 
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systematisch en empirisch gericht op de vraag welke vorm van sociaal 
betrokken kunst wordt geaccepteerd en gehoord buiten de kunstwereld in 
de bredere samenleving.

In dit proefschrift heb ik mij op de twee bovenstaande problemen 
gericht door onderzoek te doen naar de receptie van artivism binnen en 
buiten de kunstwereld middels de volgende onderzoeksvraag:

Hoe wordt artivisme geëvalueerd in het veld van de kunst, van 
nieuwsmedia en van sociale media in een cross-nationale context? 

Om deze onderzoeksvraag te kunnen beantwoorden heb ik literatuur van 
verschillende disciplines samengebracht. In het eerste hoofdstuk pas ik 
daarom kunsthistorische literatuur toe om sociale betrokkenheid binnen 
de kunst meer concreet in een kunsthistorische context te plaatsen. Ten 
tweede heb ik gebruik gemaakt van cultuursociologische literatuur om 
inzichtelijk te maken hoe kunstwerken worden geproduceerd, 
geconsumeerd en gedistribueerd. Ik benader de kunstwereld als een 
historisch ontwikkeld veld met een eigen logica en eigen wijze waarop 
objecten en actoren worden geclassificeerd en geëvalueerd. Dit biedt een 
theoretische grondslag om te bestuderen hoe artistieke status wordt 
toegekend en hoe onderscheid wordt aangebracht binnen het kunstveld 
met betrekking tot artivism. Hierbij pas ik literatuur uit de politieke 
wetenschappen toe om uiteen te zetten hoe vormen van artistieke 
expressie en manier tot sociale en politieke betrokkenheid kunnen zijn. In 
combinatie met inzichten uit mediastudies, tot slot, heb ik uitgelegd hoe 
media en sociale media sociale betrokkenheid mogelijk maken en hoe 
nieuwsberichtgeving en sociale media-aandacht van belang zijn binnen 
het kunstveld om maatschappelijke impact te bereiken.

Op empirisch vlak heb ik vier studies uitgevoerd. In de eerste studie 
(hoofdstuk 2) heb ik de evaluatie van sociale betrokkenheid in het 
algemeen en artivism meer specifiek binnen het kunstveld geanalyseerd. 
Meer concreet heb ik in deze studie vijftien diepte-interviews afgenomen 
onder curatoren in Nederland, Engeland en de Verenigde Staten. Deze 
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interviews zijn geanalyseerd middels een grounded theory benadering om 
inzicht te verkrijgen in de professionele visie van curatoren op en hun 
ervaring met verschillende vormen van sociale betrokkenheid binnen de 
kunsten. De analyse toont aan dat er drie verschillende houdingen zijn te 
onderscheiden onder curatoren met betrekking tot sociale betrokkenheid. 
Esthetische curators, ten eerste, vertonen niet noodzakelijk een duidelijke 
en expliciete voorkeur of afkeur van sociale betrokkenheid in de kunst, 
maar geven wel voorkeur aan esthetische boven sociale en ethische 
criteria in hun beoordeling van kunst. Politieke curators, ten tweede, 
blijken meer uitgesproken in dat ze kunst en sociale betrokkenheid 
onafscheidelijk van elkaar zijn en dat kunst verandering in de bredere 
samenleving teweeg kan brengen. De welwillende curators, tot slot, 
vertonen een optimistische houding en bereidheid tot acceptatie jegens 
sociale betrokkenheid in de kunst, maar blijven enigszins terughoudend 
in hun eigen werkzaamheden als curator. Sociaal betrokken kunst lijkt 
daarom mogelijk een nieuwe kunstbeweging te vormen, grofweg 
gedefinieerd langs de symbolische grenzen die vooral esthetische en 
politieke curators trekken.

In de tweede studie (hoofdstuk 3) heb ik gekeken naar 
dagbladberichtgeving van activistische kunstenaars in termen van inhoud 
en mate. Aan de ene kant speelt dagbladberichtgeving een belangrijke rol 
binnen de kunst omdat kunstjournalisten en kunstcritici, net zoals 
curatoren, kunst selecteren en evalueren en daarom de perceptie van 
kunst mede vormgeven. Aan de andere kant speelt dagbladberichtgeving 
een belangrijke rol in politiek omdat kranten een belangrijk platform 
vormen waarmee informatie over de samenleving wordt 
gecommuniceerd en geconsumeerd. Via dagbladberichtgeving kan 
daarom de maatschappelijke relevantie in de bredere samenleving 
gemeten worden voor wat betreft artivism. Meer concreet houdt dat in 
dat ik in deze studie een geautomatiseerde inhoudsanalyse heb toegepast 
op meer dan 2,000 krantenartikelen van zowel kwaliteitskranten als 
populaire kranten uit Nederland, Engeland en de Verenigde Staten. De 
analyse heeft laten zien dat dagbladberichtgeving in het algemeen de 
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kunst en het activisme van artivism als gescheiden behandelt, door vooral 
in de culturele secties aandacht aan de kunst te geven en vooral in niet-
culturele secties aandacht aan het activisme te geven. Daarnaast blijken 
er nationale verschillen zichtbaar daar waar vooral Amerikaanse kranten 
politiek georiënteerd blijken in hun berichtgeving over artivism. Deze 
bevindingen wijzen erop dat huidig onderzoek naar sociale 
betrokkenheid in de kunst de kunstwereld als vertrekpunt nemen en 
daarmee vaak de receptie binnen de bredere samenleving over het hoofd 
zien.

In de derde studie (hoofdstuk 4) heb ik de receptie van artivism 
geanalyseerd onder het bredere publiek in de samenleving. In de laatste 
jaren vormen sociale media een belangrijke bron van data om 
publieksreceptie op grote schaal te analyseren. De inhoud op sociale 
media geeft daarom inzicht in hoe mensen over bepaalde zaken praten, 
zoals politiek en activisme. In deze studie heb ik om die reden twee 
miljoen tweets verzameld om de publieksreceptie van artivism op grote 
schaal te analyseren. Hierbij heb ik de innovatie methode van topic 
modeling gebruikt om binnen de tekstuele data de meest dominante en 
betekenisvolle thema’s inzichtelijk te maken. Vervolgens heb ik deze 
methode gecombineerd met semantische netwerkanalyse om de 
resultaten beter te visualiseren en zodoende te kunnen interpreteren. Uit 
de analyse blijkt dat het bredere publiek vooral geïnteresseerd is in 
controverse rondom artivism, bijvoorbeeld in het geval van vervolging. 
De politieke doelen van artivists krijgen daarmee weinig aandacht, wat 
de maatschappelijke impact van artivists sterk beperkt. 

In de vierde studie (hoofdstuk 5) heb ik onderzoek gedaan naar de 
mate waarin beroemdheden binnen de populaire cultuur aandacht hebben 
gegeven aan artivism. Dit is interessant omdat beroemdheden en hun 
politieke betrokkenheid een manier vormen waarmee het publiek in de 
bredere samenleving betrokken kan zijn bij urgente maatschappelijke 
problemen. Deze vierde studie bestaat uit een geautomatiseerde 
inhoudsanalyse van circa duizend tweets door ongeveer 300 
beroemdheden. De analyse geeft aan dat de manier waarop 
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beroemdheden over artivists praten erg kan verschillen per type 
beroemdheid. Daarnaast blijkt een sterkere nadruk op politieke inhoud 
binnen de tweets van beroemdheden leidt tot meer betrokkenheid onder 
het bredere publiek middels zogenaamde likes, retweets en replies. 
Zodoende vormen beroemdheden inderdaad een manier waarop het 
bredere publiek in het algemeen zich in politieke discussies kan mengen 
en meer specifiek betrokken kan zijn bij artivism.

Tot slot heb ik de bevindingen van de vier empirische studies bij 
elkaar gebracht (hoofdstuk 6), waarin ik een algemene conclusie geef en 
mogelijk toekomstig onderzoek bespreek. De studie naar de receptie van 
artivism in het kunstveld, ten eerste, lijkt te wijzen naar de contouren van 
een nieuw kunstparadigma van representatie waarbij artistieke expressie 
een belangrijk middel tot een meer sociaal georiënteerd doel lijkt te 
worden beschouwd. Waar vanuit kunsthistorisch perspectief heeft 
representatie vooral betrekking op maatschappelijke elites, is 
representatie vandaag vooral zichtbaar met betrekking op 
ondergerepresenteerde sociale groepen. Door aan de laatste een stem te 
geven, wordt gepoogd om ongelijkheden binnen de bredere samenleving 
aan te pakken. De selectieve nieuwsproductie en -consumptie in relatie 
tot artivism, ten tweede, vormt een filter en toont hoe nieuwsmedia als 
poortwachters fungeren. De puzzel van artivism, als een artistieke 
praktijk dat grotendeels een eigen artistieke logica lijkt te volgen en 
tegelijkertijd maatschappelijke impact nastreeft, kan zodoende worden 
verklaard door te wijzen op hoe representatie een belangrijk sociaal in 
plaats van artistiek discours vormt binnen de kunst. Aandacht van 
nieuwsmedia en mediapubliek geven weliswaar maatschappelijke impact, 
maar deze wordt zodanig gefilterd dat de artivists die aandacht ontvangen 
hun activistische zaak grotendeels genegeerd zien worden.  
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