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Editorial Introduction

Finding Listeners for Walls that Speak

Geert J. Verhoeven ', Massimiliano Carloni?, Jona Schlegel, Benjamin Wild 2 and Stefan Wogrin*

!Ludwig Boltzmann Gesellschaft - LBl ArchPro, 1190 Vienna, Austria; E-Mail: geert@projectindigo.eu;

jona.schlegel@archpro.lbg.ac.at

2 Austrian Centre for Digital Humanities and Cultural Heritage, Osterreichische Akademie der Wissenschaften, 1010 Vien-

na, Austria; E-Mail: massimiliano.carloni@oeaw.ac.at

3TU Wien - Department of Geodesy and Geoinformation, 1040-Vienna, Austria; E-mail: benjamin.wild@geo.tuwien.ac.at

4SprayCity, Austria; E-Mail: stefan.wogrin@spraycity.at
* Corresponding author

1. Modern Graffiti—Objects to Study or a Study to Object
Colourful and quickly changing: graffiti can be considered
the chameleon skin of any urban landscape (Curtis, 2005).
Two millennia ago, people were already writing their
thoughts on the urban surfaces of Greek Aphrodisias in
present-day Turkey (Chaniotis, 2011) or Roman Pompeii in
Italy (Garrucci, 1856), and this practice has lived on through-
out many cultures until this very day (Lovata & Olton, 2015;
McDonald, 2013). Because of this long history and the mul-
titude of surfaces on which graffiti have appeared, defining
‘graffiti’ is complicated. A safe but overly general definition
could be that graffiti are a multifaceted, ‘self-authorised’
(Blanché, 2015) form of personal mark-making that ex-
ploits the public space using a visual intervention. ‘Graffiti’
can thus be an umbrella term for many ancient and contem-
porary mark-making practices, including engravings, paint-
ings, sprayings, stickers, and other personal expressions
attached to public (urban) surfaces in legal or illegal ways.
[Note that we use the adjective 'ancient’ instead of the com-
monly found ‘historic’ since the latter excludes prehistoric
paintings and inscriptions from the graffiti definition. For
more info on how to define ‘graffiti’, see Schlegel et al. in this
volume].

Many modern graffiti might evoke the feeling of violat-
ing basic principles of acceptable social behaviour while
providing colour to a city and displaying artistic skill. This
tension between vandalism and art explains why contem-
porary graffiti can be so polarising and why they intrigue.

That appeal is even reinforced by graffiti’s usually unsanc-
tioned and volatile character. Graffiti simply represent am-
bivalence, friction, and contrast: between legal and illegal,
tangible and intangible, subversive and humorous, textual
and graphical, condemning and apathetic, pleasing and dis-
turbing. Few present-day phenomena embody so many dif-
ferent values, are characterised by this multitude of expres-
sion forms and have such a long history. In that sense—and
going by the definition of ICOMOQOS (ICOMOS International
Committee on Cultural Tourism, 2022)—both ancient and
modern graffiti must be considered cultural heritage.

Although others increasingly share this viewpoint (e.g., For-
ster et al., 2012; Ronchi, 2009; The European Task Force on
Culture and Development, 1997), graffiti still have a dubi-
ous relationship with(in) the cultural heritage sector. Many
books on urban heritage (e.g., Colavitti, 2018; Longstreth,
2008; Obad S¢itaroci et al., 2019) do not mention them, and
some heritage professionals explicitly exclude graffiti from
the heritage realm. In her text on heritage resource man-
agement policies implemented in the South African Nation-
al Heritage Resources Act (NHRA), Janette Deacon writes:
“Staff members responsible for implementing the NHRA
often find it impossible, however, to identify graffiti artists
who damage heritage places” (Deacon, 2010, p.167). Note
that even though graffiti creators are labelled as ‘artists),
Deacon considers their work by default ‘damage’. A similar
tone can be heard by conservation specialist Saiz Jiménez,
who remarks that “rock art in shelters is often vandalised,
such as with modern graffiti that cover or obscure the
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paintings” (Saiz Jiménez, 2010, p. 9). In his monumental
“The past is a foreign country - revisited”, David Lowenthal
tells his readers that “graffitists avid for nominal immortal-
ity defaced monuments in ancient Greece and Pompeii, as
did Renaissance scribblers in the Catacombs” (Lowenthal,
2015, p. 504). Note that the latter three authors consider
different aspects of the graffiti phenomenon: whereas Dea-
con and Saiz Jiménez likely refer to contemporary sprayed
graffiti, Lowenthal uses a more moderate vocabulary to talk
about ancient inscriptions.
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This ambivalent value judgement of graffiti also surfaces
in various graffiti documentation projects. Documenting
ancient graffiti (like Barber, 2007; Cosentino et al., 2015;
Sou, 2016; Valente & Barazzetti, 2020) typically raises
fewer critical questions, as if these would have an inher-
ent greater value than modern graffiti. Present-day graffiti
might not address future historians, but neither did ancient
graffiti. They served a contemporary audience which could
only understand those graffiti if they knew the names and
the social, cultural and political contexts. Only when framed

Figure 1. The wide variety of graffiti and graffitied surfaces found along the Donaukanal.
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within these (pre)historic contexts and combined with oth-
er data sources, ancient graffiti do become archaeologically
valuable. So why would this rule not hold for contemporary
graffiti, for which such contexts are commonly well-known
and for which the (spray)painted pieces, murals, and charac-
ters often exhibit a clear(er) artistic merit?

The authors share with de la Iglesia (2015), Holler (2014)
and Novak (2014; 2015) the opinion that proper documen-
tation of contemporary graffiti should get more academic
attention. Without a digital record as a surrogate for a re-
al-world object, any research is bound by graffiti's ephem-
erality. And without long-term archival goals, these digital
surrogates are constrained by the impermanence of digital
technology. Even though the lack of a digital record can rep-
resent the vision that graffiti are and should remain tempo-
rary, it also makes for partial and biased research: compar-
ing graffiti based on dimensions, colour, or spatio-temporal
dynamics is virtually impossible, while contentual classifi-
cation and contextual interpretation remain reserved for
eyewitnesses exclusively.

Editorial, Verhoeven et al.- goINDIGO 2022

2. Project INDIGO

In the summer of 2020, the idea arose to document, digital-
ly safeguard, and analyse a large part of the graffiti-scape in
Vienna, Austria. The city centre of Vienna is characterised
by the relatively bendy Donaukanal (Eng. Danube Canal), of
which the surrounding public surfaces have constituted a
graffiti hotspot since the early 1980s (Ringhofer & Wogrin,
2018). Every day new graffiti appear along the Donaukanal,
ranging from colourful pieces and eye-catching characters
on large unobstructed walls to political symbols and mono-
chrome writing on bins, bridge pillars, and staircases (see
Figure 1).

The initial idea and project drafts culminated approximate-
ly one year later in the international and interdisciplinary
academic project INDIGO. Besides being a colour, the proj-
ect’s name stands for IN-ventory and Disseminate G-raffiti
along the d-O-naukanal. Project INDIGO was launched in
September 2021. Funded by the Heritage Science Austrian
programme of the Austrian Academy of Sciences (OAW),
this two-year project aims to build the basis to systemati-
cally document, monitor, disseminate, and analyse a large
part of the graffiti-scape along Vienna’s Donaukanal in the
next decade.

Figure 2. Anillustration to answer INDIGO’s “What?”, “Where?”, “Why?” and “Who?” questions.

8
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Although the project title discloses the “what” and “where”
of this research project, it does not cover “why” project
INDIGO was initiated and “who” is involved. Figure 2 clar-
ifies that the core staff of INDIGO consist of researchers
hosted at different academic institutes and non-academic
organisations. All their combined inventorying and dissemi-
nation efforts aim to A) digitally preserve the Donaukanal’s
distinctive graffiti-scape and B) provide unique analytical
pathways for anyone interested in contemporary graffiti
to disclose new socio-political-cultural research questions
and graffiti-specific insights. Although these two feats char-
acterise the “why” aspect of INDIGO, Figure 3 graphically
shows that INDIGO is essentially built around four specific
goals. Creating a graffiti inventory incorporates document-
ing newly produced graffiti and their long-term digital ar-
chiving. The unrestricted, interactive, and online dissem-
ination of these digital records must empower creators,
academics and non-specialists to analyse them.

3. INDIGO goes goINDIGO

INDIGO thus aims to mirror the actual public urban sur-
faces in the virtual public world of the internet to digital-
ly preserve and investigate an urban graffiti-scape in time
and space. This means that the project has both a techni-
cal- and more humanistic-oriented aspect. The first draft of
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INDIGO’s project proposal already put forward the idea to
cover both aspects in two different symposia. Although the
COronaVlrus Disease 2019 (COVID-19) was still wreaking
havoc across the world, the hope was nurtured to physically
bring together specific subsections of the (scholarly) graffiti
community in Vienna. The initial timing of both symposia
accounted for INDIGO's project schedule to maximise the
relevancy of the discussions and insights gained (see also
Figure 3).

e goINDIGO2022 had been planned to take place six
months into the project and tackle all the technical, logis-
tic, legal, and ethical aspects of documenting, archiving,
and disseminating graffiti. The idea of gathering experts
and experience so early on was to help avoid pitfalls on
various more technical topics further down INDIGO’s
road.

* A second symposium—goINDIGO 2023—is planned for
the end of the project. This gathering should focus on
graffiti’s socio-political and cultural impact. goINDIGO
2023 will also mark the launch of INDIGO’s online plat-
form and showcase how the graffiti (meta)data stored in
it enable societal and cultural insights. In this way, spe-
cialists from many different fields such as art history,
philosophy, cultural studies, law, urbanism, psychology,

Figure 3. The main goals of INDIGO and how they fit within the two goINDIGO symposia.
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and communication will see the potential of this massive
open-access archive, thereby ensuring the transdisci-
plinary sustainability of this project.

4. go0INDIGO 2022

Although the uncertainty created by the COVID-19 pan-
demic slightly delayed the goINDIGO 2022 symposium and
made a hybrid event inevitable, these proceedings are the
direct result of this relatively small but successful gather-
ing. From the 11t to the 13 of May, a mixed group of sixty
participants (graffiti creators, heritage professionals and
graffiti academics) from twelve countries met in Vienna or
online to learn from each other and build proverbial bridg-
es.

Throughout two and a half days, two keynote lectures and

Editorial, Verhoeven et al.- goINDIGO 2022

eighteen presentations touched upon many facets of docu-
menting, archiving and disseminating graffiti records. The
word cloud generated from the goINDIGO 2022 book of
abstracts reflects this topical diversity (Figure 4). Still, it
fails to represent the various viewpoints that speakers put
forward. Such variety should always be sought after, as ro-
bust strategies for inventorying and sharing graffiti records
can only be obtained when soft sciences meet hard scienc-
es, legal experts discuss with specialists on ethics, archivists
get to know web programmers and graffitists connect with
academics. INDIGO considers these inter- and intra-proj-
ect collaborations an essential feature because they hold
an unlimited potential to draw inspiration from peers and
experts in entirely different domains.

That is why the goINDIGO 2022 organising team is proud

Figure 4. The word cloud extracted from the goINDIGO 2022 book of abstracts.
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to have pulled off two highly interactive discussion sessions
between those who create graffiti and those who docu-
ment/archive/disseminate them. Both discussion sessions
were joined by six graffiti creators operating in Vienna. This
led to some fascinating insights which are also reflected in
these proceedings.

5. Overview of This Volume

We have divided all papers across three sections which
correspond to the main themes of goINDIGO 2022: docu-
menting, archiving, and disseminating. It is helpful to con-
sider the INDIGO research pillars (Figure 5) to understand
the exact scope of these terms.

¢ Documenting, in INDIGO’s view, is different from ‘re-
cording’. Many techniques exist to record the various
characteristics of heritage data: a laser scanner, a photo
camera, a piece of paper and a pencil, a thermal camera,
and a balance. One can record data with all five, but their
output will be vastly different. In a typical workflow, one
expects this output to adhere to certain criteria, since it
should answer or solve the problem for which data were
generated in the first place. For example, answering a
specific research question might need digital surface
topography with mm-level spatial detail and a given geo-
referencing accuracy. Such goal-oriented data acquisi-
tions are denoted as ‘documenting’, while ‘recording’ re-

Figure 5. The INDIGO research pillars.
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fers to mere data gathering (Verhoeven, 2019). Because
data are raw and typically need more or less treatment
to yield usable products, data processing naturally falls
under the umbrella term ‘documentation’. However, Fig-
ure 5 shows that archiving also encompasses processing,
so where does the boundary lie?

* Archiving is the act of establishing a well-curated (and
openly available) archive. Like documenting, archiving
should be purpose-oriented. However, the content of an
archive typically needs much management, so that the
stored documents are findable and can still be opened
after a decade. The border between such necessary ar-
chival and documentation-related processing is not al-
ways clear-cut. For instance, adding IPTC (International
Press Telecommunications Council) photo metadata is
typically done before any other image processing step.
Still, these IPTC values are essential from an archival
point of view.

* Dissemination is the action of spreading data, informa-
tion, knowledge or wisdom, whether in analogue, digital,
or hybrid form. Scientific papers, a website, an exhibi-
tion, an archive, and a non-specialist presentation are all
valid ways to disseminate (scholarly) results.

Even though many papers in these proceedings deal with
two or more topics, the intention was to order the texts
according to their primary focus. However, before open-
ing the floor to those who aim to document, archive and

11
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disseminate graffiti, we—the editors—think it is opportune
to reflect on these three activities. Do those who engage in
documenting, archiving and disseminating graffiti act out of
self-interest, or do the graffitists also think that these activ-
ities are of value? Graffiti creators know that they balance
on (and cross) an often fuzzy legal line. But are we—the doc-
umenters, archivers, and disseminators—always consider-
ing the potential legal and ethical implications of our ac-
tions? Because these questions often remain unanswered,
this volume starts with an extensive REFLECTING section,
comprising the symposium-opening keynote address of
Alex Hale and a reproduction of the two discussion sessions:
«Creators vs Academics» and «Ethics & Legality in Graffiti
(Research)».

In his text, Alex touches upon a range of topics. He voices
concern on how modern tools can sustain the space be-
tween researcher and researched; he questions the role
and very nature of graffiti archives, and wonders if the at-
tempts to mass-document graffiti still rhyme with climate
priorities. Due to the broad scope of his thought-provok-
ing musings, Alex’s text is an ideal proceedings opener
and a good launch for the following two articles, which are
slightly edited transcripts of goINDIGO 2022’s discussion
sessions. Both contributions are longer than the texts that
follow. Still, we believe that—in combination with the opin-
ions of Alex—they set the much-needed tone and reflective
framework for everything that follows, as these discussions
originated from the encounter of peers and experts in en-
tirely different domains, and hold the potential to inspire an
equally wide range of scholars, creators and other interest-
ed individuals. In addition, it is hard to find such written-out
discourse between those that ‘make walls speak’ and those
that ‘listen to them’. We hope these two ‘papers’ provide the
reader equally much pleasure and insight as they gave all
discussion participants.

Kicking off the DOCUMENTING part are three INDIGO
papers. In the first of those, Geert Verhoeven et al. detail
project INDIGO’s labour- and data-intensive approach to
discovering and documenting new graffiti. The text also ex-
plores new avenues for improving the existing workflows,
many of which rely on a vast number of photos. However,
having a mere collection of photographs does not facili-
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tate detailed and robust documentation of the spatio-tem-
poral variations in the urban chameleon skin. That is why
project INDIGO develops colourimetric and geometric
image processing pipelines, described in the papers by Ad-
olfo Molada-Tebar & Geert Verhoeven and Benjamin Wild et
al., respectively. Both articles introduce a freely available,
open-source software tool to work with digital photos.
Whereas Adolfo & Geert make a case for accurate image
colours when documenting graffiti (facilitated by the novel
Python-based toolkit COOLPI), Benjamin and colleagues
resort to photogrammetric engineering and the automated
generation of graffiti orthophotographs to tackle decon-
textualisation and documentation issues. After introducing
the orthophotography concept, the authors present AUTO-
GRAF, a free add-on for Agisoft’'s image-based modelling
software Metashape Professional. Since both COOLPI and
AUTOGRAF use raw photographic data as input to yield
qualitative archiveable outputs, these papers reside in the
Documenting section.

The last two papers in this section throw a slightly differ-
ent light on graffiti documentation. Gabriele Goffriller uses
historical sources in her quest to find the two-centuries-old
tags left by Joseph Kyselak. As a result of her documenta-
tion, Gabriele hypothesises that Josef Kyselak is likely the
first modern graffiti tagger. The paper by Laura Luque Rodri-
go & Carmen Moral Ruiz balances on the borderline between
the Documenting and Archiving sections. The authors start
by challenging the standard notion of urban art and provide
areflection onits ephemerality, which in turn guides the de-
velopment of a cataloguing card suitable to document and
efficiently archive this art.

By harvesting content from often forgotten online and
printed sources, Martin de la Iglesia shows yet another way
of acquiring (meta)data on graffiti. His paper addresses the
paradox that, despite all the published literature, it is still
hard to find comprehensive and structured graffiti metada-
tarecords. Since the article mainly focuses on all operations
necessary to turn these collected graffiti records into a us-
able database with clean and complete metadata, Martin’s
writing opens the ARCHIVING section. The importance of
proper metadata, and more specifically, unambiguous and
unified terminology, is also stressed in the following papers.
Chiara Ricci et al. elaborate on how the CAPuS project first
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worked on a multilingual illustrated glossary of graffiti and
street art-related terms to define a common language be-
tween different stakeholders. These terms support better
teaching and more objective documentation of graffiti and
street art, materialised in the open-source and online digital
CAPUS repository, which archives and disseminates infor-
mation about contemporary murals and metal sculptures.
With their attempt to establish a commonly-accepted graf-
fiti thesaurus, Jona Schlegel et al. elevate the glossary idea.
The text outlines the technical differences between a glos-
sary, a thesaurus and other knowledge organisation sys-
tems. At the same time, the authors try to develop a robust
framework to define graffiti within the broader ‘mark-mak-
ing’ concept. The paper first reviews the history of the Ital-
ian term graffiti to determine later that it constitutes a tri-
ple entity. Various examples then challenge the solidity of
the new definition. Such a thought exercise is valuable and
much-needed, not only because of the multiple meanings
attributed to the term graffiti (as is evident in these very
proceedings), but also to precisely define the overarching
thesaurus term. The paper ends with an outlook on seman-
tic technologies that can store this thesaurus. Although
organisation schemes like thesauri help to (hierarchically)
manage information and knowledge of a specific domain, a
knowledge representation scheme or formal ontology aims
to structure that particular field semantically. In the digital
humanities, the Conceptual Reference Model (CRM) is the
best established, but still underused, formal ontology. Nina
Richards et al. detail how the CRM can enable the semantic
integration of various humanities data sets, and why it is the
underlying framework for the OpenAtlas database that will
store project INDIGO'’s data.

The final two papers in this section form great examples—
each in their own way—of extensive graffiti archives. We
learn from Sven Niemann, the symposium’s second keynote
speaker, how INGRID or the Information System on Graffiti
in Germany collects its photographs and how the database
records are curated. Examples showcase how INGRID’s
neatly managed metadata enable the analysis of graffiti’s
stylistic and linguistic aspects while also supporting the
study of long-term graffiti developments. Whereas only a
part of INGRID’s records is available online so far (and ex-
haustive access is possible solely for research purposes),
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the extensive Spraycity archive is entirely open-access.
Spraycity contains two decades of photos primarily shot
by the archive’s owner Stefan Wogrin. Stefan’s text first pro-
vides a historical introduction to various graffiti archives,
later explaining Spraycity’s documentation approach and
its challenges concerning categorising, geotagging and
hosting large quantities of data. Through unique online
graffiti maps, an extensive website blog and the Offline
Graffiti Magazine, Spraycity also engages in various graffiti
dissemination activities. The paper thus bridges nicely to
the last section of these proceedings: DISSEMINATING.

Whether they disseminate graffiti as analogue real-world
representations, Virtual Reality (VR) entities, or hybrid
Augmented Reality (AR) pictures, all papers in this section
present exciting ways to spread information about graffiti.
Rita L. Amor Garcia opens this last section by discussing the
ethics and practice of in-situ graffiti conservation. Those
people claiming that graffiti are, and should stay, ephemeral
might be surprised that many creators interviewed by Rita
do not consider this a given and even use specific materials
to make their creations last longer. And although the latter
attitude might not be universal, creators and conservators
generally agree that ‘location’ or ‘place’ is central to their
decision-making process. From this viewpoint, it makes
sense to develop solid ethical and practical frameworks to
guide decision-making on in-situ preservation (especially
knowing how upset graffitists and non-graffitists can be-
come when works get relocated—and thus decontextual-
ised—from their place of origin to a museum).

How the analogue, in-situ reality can be augmented with a
digital layer to combat the decontextualisation of graffiti
and increase their understanding, gets explored by Fla-
minia Cavallari et al. Using a case study in Rome (lItaly), the
paper provides quantitative and qualitative insights into
the current technical capabilities and limitations of graffiti
communication via such AR solutions. When the real-world
representation is entirely removed from the graffiti com-
munication, one ends up with a VR depiction. Ljiljana Ra-
dosevic¢ presents the process of setting up such a VR graffiti
gallery for Belgrade (Serbia), with all the logistical and tech-
nical challenges it can bring along: from selecting suitable
photographs to getting specific urban surfaces digitised.

13
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Although some of the described technical struggles (like
creating a photo-based digital 3D surface of a long and tall
wall) are solvable, the text does bring into focus the ever-in-
creasing and ever-widening technical savviness and exper-
tise required from curators and exhibition teams wanting to
meet particular changing museological needs.

However, the latter do not have to be only digital. The last
two contributions of these proceedings exemplify this nice-
ly. Klaudia Kreslehner sketches the history of graffiti in Linz
(Austria), documented in the “Graffiti & Bananas” exhibi-
tion, which she curated. Christine Koblitz turned the former
historical museum of Vienna into an urban playground with
her “Takeover” initiative. Although both exhibitions had
a slightly different focus (“Graffiti & Bananas” being more
history- and information-oriented, with “Takeover” more
street-culture tailored via the inclusion of skateboarding),
each initiative questioned if and how (a) typical outdoor
activity(ies) can function in a standard museological setting
without losing the original spirit. Even though document-
ing and archiving graffiti also have a role to play, truly (re)
defining and exploring the boundaries of graffiti (as a phe-
nomenon, as a process, as an object) primarily occur via dis-
semination initiatives like those of Klaudia and Christine,
but equally-well those of Flaminia and colleagues, Ljiljana,
and Rita. After all, graffiti are created for an audience. They
are—as Reynolds (1975) called them—the ‘Magical Sym-
bols’ that fill our lives in one way or another.

6. Conclusion

goINDIGO 2022 has managed to bring various disciplines
together; that is why the editors hope that the contribu-
tions in these proceedings can collectively be considered a
proper methodological status quo on the inventorying and
dissemination of graffiti records. Because most academ-
ic efforts always focused on the analyses of graffiti, these
proceedings also hope to kickstart further discussion and
interdisciplinary scholarly action on the (need for) proper
documentation and dissemination of graffiti. Critical, may-
be even uncomfortable, reflections like those vented in the
discussion sessions or covered by Alex Hale form an essen-
tial part of this discourse.
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Graffiti Some Times: Archaeology, Artefacts and Archives
Alex Hale
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Abstract

This keynote address for the goINDIGO 2022 symposium aims to act as an introduction to the exciting complexities that
graffiti can present to archaeologists and others who are interested and choose to research this subject. The paper considers
graffiti through three lenses: as a subject for archaeological investigation, as artefacts from time past, time now and time as
unfolding surfaces; and it asks how should we develop our archival practices in the wake of digital profusion challenges and

the 6th extinction event, in the contemporary archaeological timeframe?

Keywords

archaeology; archives; artefacts; graffiti; between practice and collaboration

1. Graffiti and archaeology

| am making a big assumption, but indulge me for amoment,
that at some point graffiti emerged as a suitable subject to
most of us and we realised that this unknown, potentially
unruly, or even feral phenomena could open up new re-
search possibilities—including those beyond the academy.
| use the term feral in this context to remind us that graffiti
is not something to be tamed by research, but with the view
that it can enable new conceptualisations of approaches
and practices, with people and places, that archaeology and
archaeologists have rarely explored. Things get interesting
when we consider that not only is graffiti a way of life for
writers, but also how our involvement in this domain can
affect it. We are not the first to tread here, this feral land-
scape comprises a much deeper timespan, from cave paint-
ings and rock art to expressions within contemporary cul-
ture, ranging from language and music to performance and
graffiti (Ross, 2021). So, we should recognise and acknowl-
edge those who have trodden this path before us and walk
in their footsteps into this feral territory.
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Recently published edited volumes, amongst others, have
brought together multiple disciplines from around the
globe (e.g., Lovata & Olton, 2015; Ross, 2016) and have
done much to demonstrate the breadth and history of graf-
fiti and its role in past and contemporary cultures. These
contributions provide multidisciplinary research that ex-
tends for nearly 100 years, with early exponents such as
Brassai photographing graffiti in Paris between the 1930s
and 1960s (Brassai, 1960). Of course, this does not mark an
origin point for graffiti; historical and archaeological stud-
ies have demonstrated the long durée of graffiti since pre-
history to present (Frederick, 2009; Hale, Forthcoming; Ol-
iver & Neal, 2010). However, within many of these studies
it is the people who are an absent presence that cannot be
directly engaged with. Whereas within contemporary graf-
fiti studies, writers are very much present. When engaging
with graffiti today, we should be attentive to the central
agency of the writers and similarly our effects within re-
search practices when engaged in this work. As Herbert
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Khol explained in 1969, ‘The more | attended to that partic-
ular wall, the more | felt like a voyeur spying on the lives of
children who were strangers to me, (Kohl & Hinton, 1969).
| too am guilty of something similar, when | photographed
the changing graffiti on a wall, every week over the course
of ayear, in Edinburgh, Scotland (Hale, 2018).

Early research into contemporary graffiti, such as that by
Nancy Macdonald (2001) have adopted anthropological,
immersive, practice-based work and set standards in good
practice, that fully recognise the practitioner’s role. These
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earlier approaches have enabled more recent research-
ers to consider expanding archaeological approaches, ar-
chival practices, heritage conceptualisations and fruitful
collaborations. For example, work by Martha Cooper and
Henry Chalfant, Jeff Ferrell, Ursula Fredrick, Laima No-
miekaite, Susan Hansen, Martyn Reed, Samuel Merrill and
many more, some of whom were able to attend the golIN-
DIGO 2022 symposium, have raised the bar in terms of
how contemporary practices can inform interdisciplinary,
collaborative projects that broaden academic accessibility
and create learning opportunities beyond the walls of our

Figure 1. Walking along the Donaukanal, Vienna, whilst experiencing the micro to macro scales of the graffitiscape.

17
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organisations.

Ontopof this, | would personally like to thank graffitiwriters
for their hard work, ongoing endeavours and artistic abili-
ties, because they create an unruly subject that has opened
our eyes and ears to worlds beyond our working lives. Their
craft, that is the subject of this symposium, appears to be
the world’s largest (unofficial) art movement and one which
doesn’t appear to be diminishing. It is this feral, subversive,
pleasurable expression of writing, that enables projects like
INDIGO, to not only document and archive this living craft,
but it also opens up debates around urban spaces, enables
us to consider the precarity of the commons and public
realm, and why modes of research need adapting, in order
to become public, creative and collaborative. I'd like to fo-
cus on a few archaeological approaches that have been un-
dertaken with graffiti as the subject, which will perhaps ex-
pand our conceptualisations of our roles within the graffiti
world, if we choose to follow some of these paths (Figure 1).

2. Graffiti, time and artefacts

It is incredibly powerful to think that a lifestyle, like graffi-
ti writing, can affect change; remember the recent seismic
political disruptions across the Mediterranean since 2013,
that we are still experiencing (see Naeem (2013) for a sum-
mary).

| feel honoured to stand up in front of people and say that |
am an archaeologist. But what does it mean to be archaeo-
logical in today’s world? Like many friends and colleagues, |
began as a Prehistorian; proud to create data from primary
sources, combine them with secondary material, analyse
datasets and then interpret it to present stories of past
lives, from thousands of years ago. Nowadays, I'm not so
sure as to how | can speak about past lives. Today, | recog-
nise that everyone is archaeological in one practice or an-
other; that being archaeological has become a way of being,
seeing and engaging with our weird wide world (Holtorf,
2016). | consider archaeology to be a practice linked with
citizenship, that seeks to uncover worlds, through a broad
range of approaches and as Doug Bailey urges us, to disrupt
our perceived views, to unsettle our comfortable positions,
risk new practices and reflect on our actions (Bailey, 2017).
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New practices can take us beyond the past tropes of trea-
sure hunting that filled museums with artefacts and into
the realms of entanglements between material culture,
people and more than humans. These collaborations and
their impacts should be carefully considered, co-created
and co-produced, to enable others to positively participate.
Sometimes, this can be confusing and unsettling, but we
are not alone and feeling supported is an important aspect
in all our lives today. For an excellent example see Rachael
Kiddey’s research on working with people experiencing
homelessness (Kiddey, 2017). Rachael’s politically-oriented
work demonstrates the importance of recognising agency
across a range of people and places, and how archaeology
can provide an enabling framework to engage with complex
contemporary issues.

Clearly with changing social, political and ethical shifts
within our lifetimes we are recognising that recasting our
archaeological approaches are increasingly necessary (Hae-
ckel, 2021; Hicks, 2020). One such approach is the concept
of time in archaeology. If we follow Karan Barad’s research
on quantum physics and time, we can consider that time is
neither linear nor unrepeatable but comprises rhythms and
multiplicity (Barad, 2007). Time for archaeologists is often
used as a hook on which we hang much of our work, but one
which we often get snagged on for a variety of reasons. We
strive to define the extent of a phenomena through dat-
ing, typologies, seriation and stratigraphic positioning, all
of which are linked to time, but as Gavin Lucas discusses
in his recently updated book ‘Making Time/, artefacts are
time, rather than existing ‘in time’ (Lucas, 2021). For exam-
ple, the artefacts of graffiti are intertwined through time by
past actions of writers and the present dissemination and
reception of images of graffiti, which can occur at multiple
times both synchronously and asynchronously, via social
media and the internet. This multiple time dimension can
take the form of a passer-by walking along the Donaukanal
and looking at the graffiti, and at the same time somebody
swiping on their Instagram feed and seeing images of the
same pieces. The latter can also take place on multiple oc-
casions and repeatedly. Add to this the possibility of the
writer looking back over their black books and remember-
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Figure 2. Throwie on a door in Edinburgh. (©Alex Hale).

ing when they came up with the letterforms, defined their
colour scheme, planned the spot to hit and then created the
piece, and we are confronted with artefacts that comprise
multiple times in multiple places, which can be both digital
and in-place.
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Another example of time(s) enclosed within the visual ar-
tefacts of contemporary graffiti is the inclusion of dates.
In Figure 2, we see a throwie accompanied by the number
‘14’. As an archaeologist my assumption would be that the
14 represents an origin date of 2014. But if that is the case,
what does the date represent? Is it the date when Youts, the
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writer, hit the spot? Or does it represent a significant mo-
ment in their life, which involved something that they want-
ed tocommemorate? Or is it part of their crew number? The
archaeological mind can be distracted by the temptation to
fall back on a known date and assume that it is an origin
point. However, it would be better to consider the date with
the other components of the throwie and recognise that
they are components of the performative materiality, which
encompasses intent, action, materials, time and archive,
that forms to create a dynamic, unfolding assemblage.

Today we are overburdened with metadata, which helps
improve our archival actions and the INDIGO project is
unique in its aims to set new standards in this arena. Be-
fore | come on to archives, I'd like to consider some specific
approaches to graffiti artefacts, from the spray cans to the
artworks themselves and photographic representations of
the works. The creativity is for all to see on walls around
the world, the spray cans and the walls are artefacts as-
sociated with the artworks, but it is perhaps photography
that has had some of the most significant impact on our re-
ception to both graffiti and archaeology. Some of the most
recent thinking around this has been published by Lesley
McFadyen and Dan Hicks in their book, ‘Archaeology and
Photography’ (2020). Specifically, the agency of contem-
porary photography within archaeological practices that
can enable us to go beyond the ocular-centric, representa-
tional tropes of 19th century and present new directions
(see Hale and Anderson (2020), with specific reference to
photographing graffiti). With the development of digital re-
cording, photography has become a crucial tool in not only
geo-spatially positioning artefacts, but seeing beyond the
visual spectrum, that can lead us into places beyond the eye
can see. We heard much more about this during the sympo-
sium and some of which is published in this volume.

But these exciting advances in research tools and methods
could, if not carefully considered sustain the space between
researcher and researched. For a specific discussion around
some of these issues in a community heritage context see
the work on the ACCORD project (Jones et al., 2018) and
for one specific Scottish example of a potential approach,
see Hale (2017). Without community engagement and
participation this can lead to uncomfortable, voyeuristic
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positions for a researcher, which we should strive to avoid
for ethical, moral and social reasons. | suppose, when it
comes to graffiti writing, an alternative approach is to be-
come immersed in the culture: to become a participant in
the artefact assemblage, perhaps even by practicing our
handstyles (see Graffiti Grannies: http://artnote.eu/graf-
fiti-grannies-come-to-aberdeen-for-the-nuart-festival)?
Within this form of participatory research we can begin to
experience and explore this culture by learning with writers
(Fransberg, 2020; Macdonald, 2001; NuArt journal, https://
nuartjournal.com). The following section considers immer-
sive graffiti territories as unfolding archives.

3. Graffiti archives

Just as the Parisian arcades inspired Walther Benjamin to
explore the physical remains of the city and at the same
time use the architecture to critique his contemporary
world (Benjamin & Tiedeman, 2002), we can be encouraged
to explore our worlds through the artistic interventions we
find on the streets, scratched in tree bark, laid out in fields
and carved on hillsides, and use them to critique our world.
The locations of graffiti, these places of performance are
critical in our understanding of why people engage with
space and make it a place (Nomeikaite, 2020). Across time,
people leaving marks on the landscape have left behind ar-
tefacts for us to engage and explore. Within these artefacts
are temporal rhythms and spatial performances, so as we
walked along the Donaukanal (https://www.youtube.com/
watch?v=TJEBPMYn3ac) on our graffiti tour during the
symposium, we observed the colours, shapes, styles, letters
and image forms, juxtaposed with the water of the canal,
the sunshine and the changing canvases that the writers
have adopted.

The positions of the pieces, throwies, tags, street art and
paste-ups converse with each other, with us and their sur-
roundings (Figure 3). These are not static artworks hanging
in a void and waiting for us to give them layers of meaning
through our academic practices. These are performed texts
that were not written for us, they are beyond our control
and part of a wilder-ness that we can explore. But these
artefacts should not be hidden in archives, their very pres-
ence is the archive.



goINDIGO 2022 - Graffiti Some Times, Hale

document | archive | disseminate graffiti-scapes

Figure 3. A small section of the graffiti on the Donaukanal (©Alex Hale).

If we are lucky, we sometimes encounter some of the oth-
er effects of these archival presences, such as caps and
cans (Figure 4). These artefacts are indicators that enable
writers to assemble their own timescales. Between paint-
ing and buffing there may be what we call days, weeks or
even months, but within painting time these events can
form quite different rhythms. Between creating a sketch in
a black book, planning where to place the work, hitting the
spot and the piece being buffed, is not a 9-5 job, the prac-
tices create their own cadences. Perhaps we should con-
sider ‘graffiti time’ as a scale that we have previously not
recognised or measured? It is projects such as INDIGO that
aim to research not only the colours, forms and positions of

the artefacts, but also to document and surface these new
cadences within graffiti.

Graffiti is always at the point of becoming, gathering layers
of paint because of writers ‘biting’ or over-writing, and this
can appear to disrupt the order of the wallscape where it is
placed. But aggregating information and collecting objects
with aview to placing them into archives, is one of our keen-
est human instincts. Rather than thinking about graffiti as
a phenomenon to be archived into a museum full of arte-
facts, we should consider it as an ongoing archival practice,
as an act of archiving through doing, what Henck Slager and
more recently Gina Wall and myself have referred to as ‘pa-
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Figure 4. Discarded cap, found behind a bridge support, by the Donaukanal (©Alex Hale).

ra-archiving’ (Slager, 2015; Wall & Hale, 2020). In this way
the writing not only forms an archive but it provides assem-
blages of materials to be reused and re-purposed into new
ways, that are yet to be surfaced and emerge.

Lachlan MacDowall has discussed how archiving has be-
come a world-wide lifestyle, especially within our online
lives that are predicated on algorithms, designed to cre-
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ate personal archives, without our consent, by way of giv-
ing away our data (MacDowall, 2019). But para-archiving,
whilst acknowledging and critiquing the power systems
that exist in archival practices, based on Derrida’s 1995 es-
say, ‘Archive Fever: a Freudian impression’, aims to expand
the creative opportunities that assemblages present (Der-
rida & Prenowitz, 1995). So, consider the possibility that
graffiti presents us with an archive that is constantly in a
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state of becoming assembled, but which is feral, unwieldy
and something not to be tamed. Within this para-archive
are artefacts that are continuing to be in a state of becom-
ing that contain multiple contradictions and opportunities.

4. Future graffitiscapes

So, to finish this ramble through graffiti, | wanted to quickly
remark on our era of data profusion and at the same time
the climate emergency. There is a tension here that should
make us ask difficult questions of our actions; for example,
does the ongoing amassing of data enable people to live
more sensitive, compassionate, and caring lives? And at the
same time, we know that museum stores are bursting with
artefacts, and archives are actively considering de-acces-
sioning aspects of their collections. Add to this, the ongoing
drive to mass digitisation, which is demanding vast quanti-
ties of electrical power, in some cases generated from finite
resources. We should all be thinking about these tensions
and how we address them on a range of scales. Emerging
from this are interesting possibilities that we are only just
beginning to consider, and it is interdisciplinary sympo-
sia such as this, that provide opportunities to dive deeper
into this aspect of (graffiti) research and being. Within our
subject area, graffiti artists, such as Bordalo Il, are making
their art using recycled materials and everyday remains,
and addressing some of these issues by being, ‘focused on
questioning the materialistic and greedy society of which
he is (also) part. The excessive production and consumption
of stuff, which results in the continuous production of “gar-
bage” and consequently in the destruction of the Planet, are
the central themes of his production’ (Bordalo, 2022).

So, | will finish by posing two questions, challenges if you
like for us as global citizens, graffiti archaeologists and ar-
chivists:

* How do we ensure that graffiti writers share in the plea-
sure of research, just as we share the pleasure of their
creativity and art?

¢ How do we conceptualise and develop complementary
archival practices that address current global environ-
mental, social and moral issues?

In addressing these and other questions we should be sure
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to always act collaboratively, sensitively and with others
in mind. Luckily for us graffiti writers create art that asks
many questions, not only of themselves, their craft, but
also of how we want to engage with art, performance and
transgression. This can lead us towards conversations
about curated social media feeds, blogs, vlogs and pod-
casts; to symposia, workshops, graffiti jams, bombing nights
and beautifully crafted books (Acker, 2013), amongst an
amazingly diverse assemblage of graffiti archives. So, | wish
everyone a most enjoyable symposium proceedings and
here’s to many more collaborative, unfolding graffiti jour-
neys through archaeology, artefacts and expanding archival
practices!
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‘Different Folks, Different Strokes’:
goINDIGO 2022’s « Creators vs Academics »

Discussion Round

Samuel Merrill, Geert J. Verhoeven, Benjamin Wild, JANER ONE, MANUEL SKIRL, SERT, SNUF, Massimiliano Carloni,
Martin de la Iglesia, Francisca Fernandez Merino, Ljiljana RadoSevi¢, Chiara Ricci, Jona Schlegel, Stefan Wogrin

1. Introduction

During the first discussion round of goINDIGO 2022, which
took place on Thursday, 12 May and was called Creators vs
Academics, four local graffiti creators were invited to con-
sider a series of (potentially provocative) statements in dis-
cussion with symposium participants (joining in-person and
online). The statements, compiled by Geert Verhoeven in
consultation with Samuel Merrill, were:

Academia CHANGES graffiti
Graffiti MUST be recorded

. ALL graffiti are archive-worthy
Decontextualisation MATTERS

. Graffiti NEED categorisation

. Digital media are ESSENTIAL

The four attending graffiti creators agreed to participate
following their contact and invitation via Instagram. When
introducing themselves, each conveyed their own, often
close, relationship to the Donaukanal as well as their dif-
ferent levels of experience and exposure within Vienna's
wider graffiti scene. JANER ONE (active since 2012), for
instance, took hope from doing graffiti in “tough times” and
identified the Donaukanal as a really big playground—"it
does not have many rules, and the few rules it has, you must
pick up by yourself”—and a site of graffiti history. MANU-
EL SKIRL (active since 2006) meanwhile recounted how
the openness and inclusiveness of the Donaukanal offered
the chance to begin creating and, in time, to develop a per-
sonal style in “more artistic” directions. SERT (active since

2009) highlighted moving to Vienna partly to be close to
the Donaukanal after growing up in a “pretty small village”
in the countryside. SNUF’s (active since 2012) first piece
was at the prestigious Donaukanal, the “best art gallery of
the city with almost daily changing exhibitions”. Each of the
four brought their personal, ‘inside’ perspectives to the dis-
cussion of the selected statements that is recorded in the
following text. This text is not, however, a verbatim nor se-
quential account of that discussion. Firstly, although retain-
ing the ‘feel’ of the discussion has been prioritised, the text
has been edited for readability, and some superfluous con-
tent removed. Secondly, as is often the way with the most
exploratory of dialogues, the main topic of conversation
shifted quickly and regularly. Thus, although the six state-
ments were originally detailed by Merrill (in his capacity as
moderator) following a preamble at the start of the discus-
sionround, in this text these statements (and their more de-
tailed elaborations) have been chronologically redeployed
to structure the text in a manner that might better serve
the reader. The reordering of the transcription in this way
means that in some places the text does not always flow
consecutively in the way it did during the discussion. These
places are indicated by [...] and they do not only represent
hops forward, but also hops backward in time.

Finally, it is essential to know that all authors—of which
none was a minor—have read this text and confirmed in
writing that they were fine with their statements. This
agreement notwithstanding, one must understand that
these statements were raised in a lively discussion and
must also be understood and treated this way.
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2. Discussion Preamble

Samuel Merrill: | want to start by thanking Geert and the
INDIGO team for the opportunity to moderate this discus-
sion session, the title of which got me super excited. My
excitement stems from a tension that | have felt on and off
since | started researching the heritagisation of graffiti and
street art as a master student. Namely, that my academic
study of street art and graffiti was somehow, contributing
to the broader social and cultural re-evaluation of these
phenomena in ways that might not always be desired by
those creating them.

This tension is usefully further conveyed by two quotes.
One from bell hooks, borrowed from black feminist theo-
ry, and another from one of New York’s founding figures of
subcultural graffiti, PHASE 2. This is the first quote:

“When we write about the experience of a group to
which we don’t belong, we should think about the eth-
ics of our actions and considering whether or not our
work will be used to reinforce or perpetuate domina-
tion.” (hooks, 1989, 43)

This quote comes from a very specific context that | would
argue has much wider salience beyond just the context of
what bell hooks was writing about. The second quote from
PHASE 2:

“This is our community, this is our nation, our contri-
bution to the world, it’s our job to preserve it, ensure
it and nurture it - not someone else’s.” (cited by Mac-
donald, 2001, 176)

We might also actually add a third quote from DRAX (20
years later), cited by Theo Kindynis whose work on graf-
fiti archaeology is conducted from the perspective of an
academic with experience of the writing scene. This is the
quote that he cites in a recent paper entitled Graffiti Ar-
chaeology (in which he refers to a lot of earlier tags discov-
ered in certain corners of the London Underground):
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“It's only a couple of names... but it’s also memories,
a story of identity, distant screams for recognition,
frozen in time then fleetingly glanced before they are
‘finally’ consigned to history. Shit like this isn’t every-
one’s cup of tea, but for those of us that give a fuck this
is our archeology. This is OUR fucking history.” (cited
in Kindynis, 2019, 25)

The aim of today’s discussion is to explore some of this and
other associated tensions in relation to INDIGO’s focus on
documentation, archiving and dissemination. To guide and
spark this discussion, Geert and | came up with a series of
potentially provocative statements that should match the
somehow polarising title of the whole discussion session.
These statements were chosen with the hope of bringing
into focus points of disagreement, but hopefully also points
of agreement and consensus between those that create
graffiti and those that study it.

[.]

Academia CHANGES Graffiti

Academic research, including documentation and archiving ini-
tiatives, changes graffiti. We can recognise that the ‘academisa-
tion’ of graffiti can lend it new values and widen the populations
that value it. Does the long-term preservation (in situ or via
digital records) undermine the ephemerality that traditionally
underpinned the creation of graffiti? We might also consider
whether the new audiences, that grdffiti’s academisation cre-
ates, are wanted by those who create graffiti. In other words,
are these new audiences in line with the audiences that the
creators are seeking? Many of their creations, although placed
in public spaces use—as Alex Hale remarked in yesterday’s key
note—"languages which were not written for us” (see Hale in
this volume). In turn, does academically orientated digital doc-
umentation and archiving influence the sorts of graffiti that
are created, where they are created and how they are created?
So, do graffiti documentation projects like INDIGO enhance,
smooth, or alter certain characteristics of graffiti? What might
be the consequences of graffiti’s academic translation?

[.]
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Samuel Merrill: how do you feel about people studying
your artwork from an academic perspective?

MANUEL SKIRL: Weird, weird.

< Laughter >

MANUEL SKIRL: No, I mean, you [academics] take this very,
very seriously and also it’s really somewhat charming and
| blush a little bit. | think that, whatever we do, feeling it
meaningful or not meaningful, could create some meaning,
but on the other end, it’s just logic or the way things go that
when you do something that can be considered culture or
part of a culture it’s getting saved or preserved for the next
generations. That somebody who is educated and feels art
or images or language and image language must be pre-
served for the next generation. So, we understand history
as it’s going on. It just makes sense, you know, but on the
other hand, and | can speak for myself, but also for many
other people that | know, that it's not so much meaning in
there other than just this colourful bird, for example.

JANER ONE: A lot of times. Yeah. Like 99% of the time.

MANUEL SKIRL: Some people put meaning or some mes-
sage or something they want to transport for the audience
or viewers. But the graffiti we know, and we are talking
about is very strongly connected to hip hop in the first place
and to this like way of doing it, that started in the United
States and was very connected to gang culture and the vi-
sualisation of crime activity in certain areas. Then it was
transported over to Europe and completely messed up ac-
tually from this context, the way to just ego and group iden-
tity and showing their activity.

JANER ONE: And also, what about this sentence: Aca-
demia changes graffiti? It depends on what do you mean by
change? What about graffiti are you changing in your opin-
ion?

Geert Verhoeven: Can | give you an example?

MANUEL SKIRL: Yeah.
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Geert Verhoeven: If you know that we are going to photo-
graph whatever appears at Donaukanal, are you going to
paint more or other stuff when you know this or not?

MANUEL SKIRL: If you know it, yes. But you know, it's me
and him that you’re asking, and we are talking about a big
group of people where alot of them, | can be sure about that
don’t really care what you're doing. So, if they don'’t see it
and if they don’t consume it, or if they don’t see there is a
big audience consuming that, and they feel subconsciously
or consciously their potential in this field as well, it won't
change what they do and how they do it.

JANER ONE: Yeah. They do it anyways. They are tied to so-
ciety. They will doit. They do it as a sort of a protest against
society.

Geert Verhoeven: But it’s not like, for instance, in one year,
our database comes online. And then you can look for your
own works. Would you, now knowing this, feel the urge to
paint more so you would have more of your stuff appearing,
or not?

JANER ONE: Well, maybe for the very last layer, because
it’s on top of everything, then you would see it forever. If it's
the last layer, then you would see it very long. It is the first
thing everyone would see and it’s preserved there. If | know
it'’s the very last picture taken, then that would make me do
something really big, maybe, but other than that...

MANUEL SKIRL: Have you seen the picture already?

JANER ONE: I've only seen visualisations of models and
stories and so on. What it maybe will look like.

MANUEL SKIRL: | feel like I’'m not well prepared against
you here.

JANER ONE: Don’t worry. Sorry, what | wanted to say: this
statement “academia changes graffiti” for me, it's about the
way | understood this sentence first was like graffiti writers
give the paintings different value than academia has. That
makes sense to me. If you are looking through an academic
lens, then you have a different set of values, right?
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SNUF: I'd like to add something to that. I've just been here a
couple of minutes, but | already can say, I'm pretty sure that
you take more time looking at the graffiti than it took the
guy painting.

< Laughter >

Samuel Merrill: we've been here two and a half days, so
yeah, you're probably right.

< Laughter >

SNUF: So that might be like, okay, you kind of decide al-
ready. You interpret the kind of meaning that the guy
painting might not even have intentionally put there. That
doesn’t necessarily have to be something bad, but...

JANER ONE: Yeah, in that sense, it changes graffiti.

[.]

SERT: | would like to say that a lot of academics are doing
graffiti. | painted the floors with nurses. It's not like there
are academics and on the other side, there is graffiti. It’s
people that are doing graffiti. People are free, but it’s pretty
much mixed up. It’s not a strict line, | would say. There are
also a lot of people studying art or studying graphic design
who are doing graffiti. They know what they’re doing in
their job and they bring that to the graffiti sometimes. But
also, the people | know who started graphic design paint
classic graffiti, and they just paint the name, and there’s no
meaning mostly.

Liljana Radosevi¢: What | wanted to say from where | stand
as an art historian, as that person that goes around and
gives meaning to everything that is meaningless. What |
noticed for the past 20 years is that it’s very hard to have
just one point of view and analyse everything from that
[point of view]. For me it made more sense to analyse it
from two different perspectives. The first one is the cul-
ture. So, graffiti culture in general, or graffiti culture in a
particular city. Because culture as such has changed, and
the graffiti creators notice that. Nowadays, we have lots of
graffiti writers or street artists finishing either high school,
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artistic high schools or universities. And that, even though
they might be doing traditional graffiti and doing only let-
ters, still changes their perception. And this changes the
culture. In the nineties or late eighties, you still had graffiti
writers who probably had maybe just a primary school edu-
cation and were from different social status. And through-
out the 1990s, it changed. So, culture itself is changing, but
still, there are rules. So, if you look at it from this cultural
point of view, you can say, yes, it should be ephemeral. Yes,
it should be done without permission. Yes, we shouldn’t be
really intervening that much because we are not really part
of the culture, but when you look at it from the personal
point of view, from different artist’s point of view, you real-
ise that they’re human beings who are developing, who are
growing. They're finishing university. They're getting jobs,
they’re getting their families. These are all normal human
processes through which they’re changing their ideas of
what they’re doing, and their values. They're growing and
growing in every possible way. So, when you look at it from
that perspective, yes sometimes they want their art pieces
to be preserved, and yes, they might want to make it a job.
And yes, they might want to mix it up a little bit with street
art, and then you don'’t really know if he or she’s a graffiti
writer or street artist. And then, when you compare it, it
seems that the personal values are not really fitting the
cultural values of graffiti. And then on top of it, you have us
academics who are trying to squeeze all of these things into
particular drawers making them more understandable. So,
hopefully this made sense, but there are two different per-
spectives to this: the individual point of view, as a human
being and the culture point of view as a graffiti culture.

MANUEL SKIRL: Can | add something there? | really don’t
think that that’s something that makes graffiti or street art
special because I'm also pretty sure that most of the people
who created art or valuable historical objects or whatnot
we see today in museums, not all of them knew what kind of
impact they will have or what kind of value they were cre-
ating. | don’t want to compare us to people who did hiero-
glyphs or so but if you see the parallels there, | think most of
them just wanted to make their king or their pharaoh happy,
but just didn’t get any bread at the end of the day. And that
value we have today for it is something completely else.
And it’s so enormous, right, and | think it’s pretty much the
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same today. And also, with the fact that graffiti might have
been something for lower layers of society, young people,
kids from really bad neighbourhoods and stuff like that. And
today, it became something for the broad field. That’s some-
thing that is maybe true if you see the transportation of
graffiti from the United States over to Europe, especially in
countries like Austria, we don’t really have bad neighbour-
hoods, and we don’t have ghetto behaviour or territorial
behaviour and | think that’s just what also happened with
everything all around hip hop and all around youth cultures,
because whoever has resources, money, or, the wish to be
authentic is copying from criminals or dodgy people from
one generation before. This is always the thing which we
find authentic. And everybody wants to have a piece of this
cake, | guess. So, | see kids now, running around like peo-
ple who | would have considered drug dealers 10 years ago.
And it’s totally normal fashion today. No problem. And the
same thing, | think, went with graffiti when we were small
kids. | can just talk for myself, | was searching for something
which is super cool, breaking some rules, going over some
borders and has some artistic parts as well, and | found this
is just right for myself.

Liljana Radosevic: Yeah. | think this part, the last part you
said, this is what keeps graffiti culture alive because every
new generation wants to do exactly that. Just from their
personal point of view, they want to change something.
They want to do something.

MANUEL SKIRL: Be somebody.

Liljana Radosevi¢: Yeah. And this is what keeps it going.
This new influx of this fresh, positive energy keeps the graf-
fiti culture going. And then you have the ones that kind of
already rolled the wave, and then they want to go into an-
other part of their lives. But, you know, it’s still kind of com-
ingin. It’s still coming in.

MANUEL SKIRL: | think it’s this classical thing again, talking
for myself and for many, many people in Vienna that | know
who are between like 25 and 35. Many of them put a lot of
effort, love and time, incredible amounts of effort, love and
time into this. And to try to get something out of it when
this phase of life ends, when you discover the world and try
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to check out the boundaries and you just want to see what'’s
left from it. And people find very different, interesting ap-
proaches in doing that or not doing that.

Liljana Radosevic: Yeah. You still have the culture that sur-
vives, but then within the culture, you have the individual,
as | said.

MANUEL SKIRL: You need to eat something as well.

Liljana Radosevi¢: Yeah. You still have like two different
streams, which you can’t really always overlap.

Samuel Merrill: You mentioned authenticity there.

MANUEL SKIRL: You're still here.

Samuel Merrill: Yeah. You mentioned authenticity.

[...]

Samuel Merrill: Maybe this links into our second statement.
| mean, what about when people get seriously attached to
your work. Does that somehow diminish something about
the work, your authenticity. Is it artificially preserved?

[...]
Graffiti MUST be Recorded

Projects like INDIGO assume that graffiti must or at least should
be recorded for the future, partly because of graffiti’s tradition-
al ephemerality. They also reflect the new-found possibilities
provided by digital technologies and media to carry out such re-
cording at ever-increasing scales. At the same time, these tech-
nologies and media reformulate time, creating a kind of ever-ex-
panding now with consequences for the turnover and transience
of graffiti. Do the academics involved in such projects consider
the possible unintended consequences of the imperative to re-
cord graffiti? Who should be responsible for recording graffiti?
What do creators think about their work being documented,
digitally archived, and preserved? There’s obviously some recent
evidence, including that presented by Rita Amor Garcia yester-
day (see Amor Garcia in this volume), which suggests that
grdffiti creators might be changing their attitude with respect
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Figure 1. Graffito from 2009 from the Donaukanal. Photo by Massimiliano Carloni.

to this. Are archaeologists, heritage practitioners and archivists
new belligerents within the so-called ‘war on graffiti’, or are they
potential allies? Do they help creators beat the buff, or are they
the buff reformulated?

[.]

Samuel Merrill: There is this assumption about the impor-
tance of ephemerality or whether ephemerality within the
scene is just a consequence of the nature of reality, right?
This is a kind of preservation in a sense. Do you see that
as changing how long your works can last? And when you
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think about your works disappearing very quickly. If they
stay long, that’s good. If they don't, they go, that’s fine. Is it
like that? Are you kind of attached to them disappearing?
Do you want them to disappear or not?

JANER ONE: For me personally, | try to learn as fast as pos-
sible to not give a damn about what happens after because
the moment you let it get to you, you are an easy target
for other people. And if you speak that out to people, they
know it, and it’s only trouble...

Samuel Merrill: It’s going to go quickly.
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JANER ONE: In my opinion, it was always the most clever
way to not appear targeted by everything

MANUEL SKIRL: Yeah. If you do work in public space, |
think you must go along with public opinion and public stuff
happening there. So, it’s not yours, right? It belongs to the
nature of things happening there, and you shouldn’t get too
attached to it. But | think secretly, we are all a little bit at-
tached to this. Of course, we want to have our stuff be visi-
ble or consumable for trespassers or people.

SERT: | mean, of course, if you paint something, you want it
to last long. But if you paint it on a legal wall, it’s part of the
game, and will be gone someday. Maybe tomorrow, maybe
the day after tomorrow, who knows.

Samuel Merrill: What about when people get seriously at-
tached to your work. Does that somehow diminish some-
thing about the work, your authenticity?

JANER ONE: It depends on your own values. Different
folks, different strokes, right? The graffiti community is very
diverse. You can find your own group. | always knew what
kind of people I'm looking for and never dealt with shady
people. And there are definitely shady people, also in the
graffiti scene.

Samuel Merrill: And these pieces that were shown yester-
day on the tour. Potentially the oldest pieces that are still
there on the Donaukanal from 2009, up high in certain plac-
es. Cause these are places that have been essentially with-
in this environment embedded with value because they're
older, right? They're still there from 2009. And the idea is
that they’re still, maybe because they’re partly less accessi-
ble because they’re higher up and hard to get. But | mean...

Massimiliano Carloni: For example, this one...

< Displays the photo (Figure 1) on his smart phone >.
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MANUEL SKIRL: This is an area where you would need a
ladder, a really high ladder, like five metres or more. These
are, after they are done, harder to access, but also, in this
case, it's a very, very respected person. Within the scene,
nobody would cover it. Those people who would actually go
to Donaukanal with a ladder to create something, they are
all in the knowledge of “This is not something you should
cover”. And the things that are added to it, the “cris” letters,
the little things, they are by some younger people without
the necessary education to know that you shouldn’t go over
that and they also climbed the fence. You can see that this
person climbed the fence.

JANER ONE: It's a very self-regulatory community, you
know.

Samuel Merrill: What if that kind of respect was kind of
artificially imposed on something much more recent some-
how? Is everything worthy of preservation?

[...]
ALL Graffiti are Archive-worthy

Grdffiti has been recorded in many ways by many different ac-
tors, from creators themselves to law enforcement agencies and
to different extents throughout the past. But society’s digitisa-
tion is now allowing that documentation to be carried out at
increasing scales. Now, many graffiti digitisation projects take
a maximalist approach. INDIGO aims to document graffiti, in-
cluding that originating from so-called ‘toys'—less experienced
or skilled creators. Now, is this kind of Mr. Brainwash-esque
approach sustainable, not least in terms of the environmental
consequences of excessive data creation, but also in terms of
their labour intensiveness? What can be gained from obsessive-
ly recording graffiti as moments of passing time? Does academic
value lie in the accumulation of records? What do creators think
of this approach? What should the criteria for inclusion in digital
grdffiti archives be? And in particular, how do creators feel about
the documentation of the creations of those who may not have
made their name yet. To riff George Orwell: all marks are equal,
but are some marks more equal than others?

Samuel Merrill: INDIGO is essentially recording a whole
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sway of the channel and everything that’s there. And | think
there must be opinions, and | should stress, you [the cre-
ators] are doing a lot of the talking, which is great, but this
is also for opinions from the other side of this so-called po-
larised debate, right? So, is there a sense that we should be
looking to preserve all graffiti? It’s clear that, like you really
nicely described, there are certain pieces that are very well
respected for various different reasons, individuals, or may-
be because they are early pieces and those who are maybe
unaware of that kind of respect, breaking those rules. You
mentioned...

MANUEL SKIRL: Yeah. But also those people are important
because if they wouldn’t destroy the valuable pieces, there
would be very good pieces all over the place. Nobody would
touch them. And there would be no ongoing stuff anymore.
| realised that after being super angry at those people,
when you create big pieces and you carry hundreds of li-
tres of paint to this place and you make something after a
few days, people would add something to it or even destroy
your thing. It really belongs to everybody.

JANER ONE: It's also understandable. Lots of work, the
logistics. It's really heavy stuff. We have to carry a lot. It's
not an easy job to paint <laughs>. It’s really hard. It's really
demanding on your body as well.

Geert Verhoeven: One of the problems we have is the fol-
lowing: So now we follow many of you on Instagram, right?
Or we go along the channel and certainly Stefan, when he
sees something new, we photograph it. He knows mostly
everything by heart.

JANER ONE: <quietly> Yeah, Stefan is crazy.

Geert Verhoeven: And one of the things that we are missing
right now are the small tags, the Antifa symbols and so on.
The idea is really to photograph everything. But at this mo-
ment we are missing these small graffiti. So, we are looking
for ways to get better at this. But do you see this as valuable
torecord? Asmall tag, an Antifa symbol or “Kurzis anidiot”?

MANUEL SKIRL: Ten years ago, | would’'ve answered with
no, but now with yes, definitely. | also started to appre-
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ciate graffiti, which is from non-hip-hop or non-graffi-
ti-scene-people much, much more. Stuff that looks like good
fun, or like emotions, people who just write some bullshit.

< Laughter >

JANER ONE: Yeah, like children painting.

MANUEL SKIRL: Stuff that would’ve been in the last row of
the bus. | really appreciate this much more now because |
think it just makes sense after a decade of looking at letters
and typography and calligraphy. Your brain wants some-
thing else and something new.

Geert Verhoeven: Because one of the problems we have
right now, when we look at all our photographs: it’s all these
nice pieces, right? But | always thought, okay, in graffiti you
can find a lot of socio-political criticism. But this you don’t
see from your pieces. This you see in the small Antifa sym-
bols and the small tags.

MANUEL SKIRL: There are also Antifa pieces, but the
whole piece thing is more deeply connected with the hip
hop culture and with what | called before, ego declaration
or showing how much you and your group can do, where
they can do it, how difficult and dangerous these actions
are and showing everybody pretty clear that these were
the same people by a combination of letters representing
your actions.

JANER ONE: There are different motivations for people
doing stuff like this. It’s just a very powerful tool to be seen,
or you're just reclaiming the space. You don't have to ask
anyone. It's also sort of an ethical question in that regard
because who in the first place says you can’t do anything
anywhere? Who was it? Why would someone take it away
from you? So some people are like: “Okay, I'm just going to
decide for myself that nobody decided it for me, I'm just
going to do it.” And for me, every graffiti is archive-worthy.
I've always been that way. Because who am | to judge what
someone else values? If someone thinks it’s archive-worthy,
then yes. Another thing: for academics, it’s very important
to archive everything because then you are maybe in the
process of doing it, you find something out and then you
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need to go back or need to connect thoughts.

MANUEL SKIRL: Maybe it starts mattering after some
time. For some reason, you can’t see now.

Martin de la Iglesia: | think the most important thing is that
the criteria for inclusion must be clear. I'm perfectly fine
when somebody takes photographs and says: Okay, these
are the best pieces on Donaukanal or similar. But then it has
to be clear what ‘the best’ means for this person.

JANER ONE: Yeah, what are the definitions?

Martin de la Iglesia: It has to be made explicit. So it could
be that this person maybe dislikes the colour yellow. So he
only takes photos of red pieces and whatever. But if | don’t
know that, then | get the wrong impression from these pho-
tographs. So it’s okay to be selective, but then I, as an aca-
demic, have to know what the criteria for selection are. And
only then | can arrive at conclusions.

MANUEL SKIRL: I think you can send 100 people to Donau-
kanal and have them take pictures of the 100 best things
they see and you will get totally different things. There’s
also so many small things like tiles, little stickers and funny,
urban knitting and stuff like that, you can find a lot of differ-
ent things.

Martin de la Iglesia: It would be cool to send 100 people
there and then take the things that most people took pho-
tos of.

MANUEL SKIRL: And that’s the most proven art <ironical-
ly>. Or the biggest and most colourful ones.

JANER ONE: Yeah, | think aesthetics do have a science be-
hind.

MANUEL SKIRL: That’s okay because people have different
tastes, so different graffiti | guess, also can add something.
Even if you don't like everything or most of the things that
are there on Donaukanal, you can still find something that
you like if you're searching for it.
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Liljana Radosevi¢: You mentioned that taking over the
public space is one of the most interesting, most activating
things for graffiti writers. And | think from what I've learned
so far is that we are constantly being persuaded by the city
governments that we can’t use public spaces. The thing is, if
we are paying taxes, we are supposed to be able to use our
public space, but you can’t really use it without permission
for anything anymore. And, for example, in Belgrade, if you
want to organise a protest, you actually need permission to
organise protest, and then you get police escort for the pro-
test. It kind of beats the purpose of the protest. So, | think
the things that are happening, in our public space without
permission are actually very important on this social level
because they remind us that we should be able to use our
public space, whether you like it or not, we should be able
to negotiate with each other about certain things. And
another point that | wanted to make about all graffiti is ar-
chive-worthy. Then we go back to the individual because in
cultural studies it’s usually said that the results you get are
basically the added-up things of the personal background
of the researcher. So basically you kind of start from your
position in life as | don’t know, art historian or archaeolo-
gist or sociologist, and then you add an extra Master of Arts
and then you did things in your final work which will be an
overall product of overall things that you collected through-
out the time. So | think, when it comes to archiving graffiti,
it's basically that. | love tags, for example, I've always taken
photos of the tags and most of the researchers | have met
over the years have kind of given up on researching graffi-
ti. They never really love tags and they still don't like it and
they never collected it.

JANER ONE: That’s crazy to me!

Liljana Radosevi¢: Yeah. And without tags, you wouldn’t
have anything else.

JANER ONE: Yeah, because if you want to be interested in
graffiti, you want to preserve or write something academic
about it, you really can’t ignore the tagging. Because every-
thing stems from the tag. Even the big, powerful commer-
cial paintings, they started with tagging.

Liljana Radosevi¢: No [spray] can control without tags.
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JANER ONE: And it says all about the skills. If you want to
find out if someone is good, you just give him a can and a
skinny cap and let him do a tag. It’s a very easy way to find
out if someone is good.

Liljana Radosevi¢: And we go back to the point who is ar-
chiving what, and when, and in which way. We go back to
the individual. Every graffiti writer and street artist, this in-
dividual that develops over the time. Researchers are also
developing over time. And it’s just not possible to archive
everything all the time, unless you are a really big team con-
stantly working 24/7 and at a certain point just some of the
things don’t get archived. We have to deal with that.

MANUEL SKIRL: That’s completely impossible. For some
stuff you would need to get permission from certain com-
panies to enter their photo library. They don’t even archive
everything because like where metro or commuter trains
or trams will get cleaned, they don't take pictures of every-
thing. And they wouldn’t let you have it either. There are
abandoned buildings, tunnels, sewer systems where you
just don’t get to archive. And if the original creator hasn’t
archived it, then it's nowhere.

JANER ONE: If you know what kind of thing you want to
look up, then you could install CCTV.

< Laughter >

MANUEL SKIRL: [Documenting] everything in public space
is already ridiculous. It's always just a fraction.

Liljana Radosevié: Absolutely. You always have to make a
choice. For example, recently, | had to make a choice be-
cause my phone was dying. | couldn’t really photograph
everything. So that was like a technical reason for me not
archiving everything. | think it's almost impossible. And
maybe this is the thing that we really shouldn’t strive for,
archiving everything.

Samuel Merrill: That statement isn’t about archiving ev-
erything, but it’'s about acknowledging and accepting that
everything might be archive-worthy. But | think there were
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a couple of points of that discussion, which | might just try
and focus on a little bit because | think they actually lead us
into this fourth statement. If | might try and artificially force
us towards the decontextualisation statement. One was
about the acceptance of the development or the flow of ca-
reers, both within the graffiti scene or within the academic
scene within graffiti circles or academic circles. | recognise,
for instance, that in this respect street art is the opposite
way round, right? In some way, street art is a gateway drug
for academics, right? People start and then over the years
you maybe end up and you are starting to understand and
read and appreciate.

JANER ONE: It’s easier to consume.

MANUEL SKIRL: There are literal academics because graf-
fiti writers would also be from every different social filter
space, especially. And some of them just started as straight
graffiti writers. And | think you have a fraction there, which
would appreciate any graffiti or letter related thing much
more over some, images that are consumable much easi-
er, maybe also just because it's consumable much easier.
And that gives you this feeling of being like a little bit more
unique if you're after that also the same with music, right?

Decontextualistion MATTERS

All documentation involves decontextualisation. John Berg-
er (1980) reminds us that we need to be sensitive to the new
context of interpretation added to private photographs when
they become public. What might this mean in projects like at
INDIGO? What does broadening public access do, especially
when we might be talking about the older collections of cre-
ators themselves, which forms of documentation involve least
decontextualisation or what strategies can lessen the impact
of decontextualisation? When is decontextualisation the most
problematic, perhaps when we find the tags of deceased writ-
ers on the interior design of fast-food joints. At the same time,
with graffiti and street increasingly viewed online, as much in
the street, are things like time-lapse photography, 3D scans, VR,
augmented reality solutions as decontextualising as we might
think.

Samuel Merrill: That’s one of the things that I'd like to push
you along because okay, there’s individuals, we always got
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to break this down on anindividual basis and there’ll always
be individuals who are both academics and writers and
they’re maybe harder to put into the boxes that we're trying
to deal with. But | think it’s that kind of cultural capital, that
kind of “Oh yeah, | fucking understand tags. I'm really down
with it. | understand what’s going on here.” But what do we
feel? How do we feel about the point when everyone gets it?
Does that diminish the value of it somehow? And this comes
back to authenticity maybe. And maybe that gets to what
we're talking about when we're talking about decontextu-
alisation of taking everything out of where it was originally
from. In a sense moving it away from its origins. Another
thing was how you all individually kind of beautifully cap-
tured how all marks are worthy of archiving because they
are actually not separate, right? They all work in this big
ecosystem. The tag on the piece from 2009 is important be-
cause otherwise the whole thing breaks down, everything
just gets stopped. And that somehow is maybe also part of
the decontextualisation thing because when a lot of the re-
cording or archiving techniques are being used, many of the
projects we've been discussing are really about separating
out pieces and understanding, you know, kind of watching
the history of certain spaces and certain contributions.
Earlier there was this question about what, are we talking
about with ‘decontextualisation”? So | wanna make sure
that that’s a bit clearer and mostly it relates to is something
lost when something is taken away from the Donaukanal.
A photograph is placed in a new position, a piece is maybe
even physically moved. And that’s that thing, but there’s
a little bit of a bridge somehow between that and the de-
coding translation practice going on in academia, which is
people sitting down and trying to say: “Well, you can under-
stand the beauty of tags”, for instance. How does that make
anyone in this room feel, these kinds of statements?

MANUEL SKIRL: | think it’s just normal because we need to
judge everything. We need to judge the value of everything
and to keep the context with it. For me in graffiti, it matters
a lot. | mean, just to make it very simple, along the position
or the spot on the street of a piece or some artwork makes
a lot of difference and not having this in the documentation,
it already loses a lot of its value. For me personally, seeing
some graffiti up at some roof or at some position where |
can't really understand how it could have been put there.
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If it has some magic to it. That’s only really possible if you
see it with your own eyes on the street. And if you can turn
around and have all this context. Also people who are doing
big murals and artwork, and they relate to the area or they
give some connection to the architectural features or just
the use of the building itself. Stuff like that. So there’s a lot
of factors which can change the view, the sense or the value
of a tag, graffiti, art-piece, whatever that can get lost when
we just have a sheer photo of it.

Geert Verhoeven: If you think about our [INDIGO’s] end
product. What we envision to do at the end of the project
is to really allow people to virtually walk along the Donau-
kanal so that they see in a virtual environment where you
placed your tag or whatever. So you think that’s valuable?
More valuable than just showing them the photograph
without context?

JANER ONE: | think you can do both. If you have the re-
sources to do both, maybe it would be nice to have both be-
cause some people like to consume differently.

MANUEL SKIRL:I think no one knows what’s normal in the
future.

JANER ONE: On Instagram, you only see [Graffiti] without
context, oftentimes.

MANUEL SKIRL: Maybe in two years, if you don’t have 3D
holographic stuff, nobody’s going to watch it.

< Laughter >

JANER ONE: Maybe VR is mandatory. Yeah. Maybe.

Geert Verhoeven: When you don't take photographs of
your stuff for Instagram, then you lose that context. Right?

JANER ONE: It depends. It depends on how good of a pho-
tographer you are as well. Because if you are a good photog-
rapher, you are mindful of the context and some pieces only
are the way they look because of the wall. Oftentimes the
spot determines how the piece flows.
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MANUEL SKIRL: If you have a beautiful scenery. | can only,
again talk for myself, but I'm sure that the other guys are
doing that as well. You go to some abandoned building and
you see some really nice rusty spots where you can already
imagine what you are doing and even holding my phone
there to see how big I'm going to paint. To have the perfect
end result. And because the end result isn't paint on the
wall, right? It's the photo on my phone. Because that’s ev-
erything that’s left for me.

JANER ONE: | think you can all agree that size matters.
So when you put something there that is relatable, that
you know how big it is in real life, like a person walking by
your piece. This gives some context and it puts everything
in perspective. And for example, for a rooftop, it wouldn’t
make sense to just take a picture of the rooftop. At first [one
would photograph] maybe where you can see the height,
get some sense. The second picture already shows it from
farther, where you can take in the whole...

MANUEL SKIRL: Scenic shots. Yeah. They became much
more important. Also since the resolution of photos got
higher. If you see graffiti documentation from the nineties,
you would only have the sheer piece.

JANER ONE: Yeah maybe even cut out with scissors.

MANUEL SKIRL: You were already happy when they had
a decent resolution. And also how bright you can make
pictures. The more it went back, the more scenic shots of
graffiti with all the area and all the surroundings became
fashion.

Liljana Radosevi¢: | was taking photos during 1990s and
my main reason for taking only one photo of the piece and
just like trying to fit it all in without needing to take another
shot was because it was expensive, and | didn’'t have mon-
ey. When | was like nineteen | didn’t have money to actually
buy 10 films and develop the films and develop the photos
and then document them in different ways. | knew | had
only one shot and that was it.

MANUEL SKIRL: Now of course we take 100 pictures of
something and then we sit at home alone on the couch and

36

Different Folks, Different Strokes, Merrill et al. - goINDIGO 2022

delete 99 of them.

JANER ONE: Yeah. That’s like taking the perfect selfie
<laughs>.

MANUEL SKIRL: | really appreciate having that.

Samuel Merrill: It’s very interesting about the framing of
your shots. I’'m just wondering how often the square is be-
coming more and more the kind of canvas.

JANER ONE: Yeah. That’s a big thing about social media and
one of the biggest downsides.

Chiara Ricci: | agree about the risk of decontextualised
graffiti, if you just take a picture, but | think that finally it is
arisk you have, whenever you want to preserve something.
I'mworking in a conservation centre. So, if | preserve some-
thing from the past, it is not in that time and it’s not in that
site. Something you can do at your best is to provide tools
to people, to understand it, to contextualise. We have an
Egyptian museum in Torino, of course we are not Egypt. If |
want to explain to a kid what a mummy is, | must give him or
her some tools. And | think in a way it can be the same also
with digital archives and graffiti. Of course, we have to take
alittle part of the reality that it's so complex and fascinating
and provide as many tools as we can to contextualise. So |
think it’s a risk, but it’s always a risk whenever you want to
preserve something that is just a little part of the reality of
the world. So if you think about our museums and connec-
tions, they are vulnerable. | think all of us can agree with
that. And we are doing the same. We are just taking a little
part. And what makes a good exhibition, a good collection
in a museum or a bad one is how many tools you provide,
maybe to the visitor to understand, and to interpret some-
thing like that.

MANUEL SKIRL: | think it's good when you have done a lit-
tle fraction of it, that gives a good image of the variety from
what it’s representing.

Chiara Ricci: Now if | think of the past and the object from
the past, they're just a fraction of their reality. And they
came to us because someone made a choice. So whenever
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you say all graffiti is archive-worthy. Yes, but someone will
decide what to archive and what to not archive. It's the
same what happened in the past.

JANER ONE: Yeah, the publisher always has the last word,
right?

MANUEL SKIRL: It's always the person who is financing
that thing who has the last word.

ChiaraRicci: But | don't think it’s a bad thing in a total sense.
| mean, it’s over, history goes on and what we bring from
the past to the future, it’s part of our identity. So, in a way, |
think it’s a good point.

JANER ONE: Yeah. But decontextualisation definitely mat-
ters.

Chiara Ricci: It’s a big, big risk, yeah. And | agree if you see
something you don't know, also with paintings, you see
Mona Lisa and you expect something super big. And then
it’s... | was super deceived when | saw Mona Lisa.

< Laughter >

Jona Schlegel: Are you considering actually changing the
medium, with what you’re recording, like going to do a vid-
eo rather than photograph your work.

JANER ONE: Yeah, definitely, that’s worth it. But it's way
harder to take a very good video. So to make it look ap-
pealing, you are your biggest critic. With videos, it’s easy to
make a still and all the cameras still with a very interesting
frame it's way easier. But, yeah, videos add more depth.
They have more layers. There’s more multisensory stimula-
tion going on. Videos definitely help.

MANUEL SKIRL: Yeah, that’s really nicely said JANER
ONE but I still have to crush it. | think personally it makes
sense to document or capture something in video when it
moves. If it doesn't it is probably more the still image for me.
If you're talking about moving objects, like trains or some-
thing, then yeah, definitely. If you're talking about process
videos of somebody painting something. Definitely. But if
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it's a still object, | would prefer a photo.

JANER ONE: Yeah, that makes sense.

SNUF: For most graffiti there’s also this one point where
you're supposed to look at it. Most of the time it’s straight
up from the centre and front. But it doesn’t make sense to
look at it from straight down up from the wall where you
don’t see 95% of the piece.

JANER ONE: Yeah. Well, it’s super flashy, but yeah, it’s actu-
ally astill piece. It looks wacky, so yeah. Sometimes.

MANUEL SKIRL: Yeah.

JANER ONE: You're trying to make it amazing and it’s bull-
shit though.

Geert Verhoeven: | wanted to pick up on what MANUEL
SKIRL said because it really struck me that you said for you
then the final photograph is the goal, right? So, but the com-
ing home of smartphones and cameras, digital cameras, did
you change the canvas? | mean, whole Donaukanal is your
canvas where you paint, so to say, did you change your lo-
cations for your paint because of the way you can take pho-
tographs of it.

MANUEL SKIRL: Yes, definitely all the way. So, first | want
to mention that | don’t paint on Donaukanal anymore be-
cause | have techniques developed, which are not able to
put on very rough walls. And | also need some time and |
don't like the locations there anymore. | really like when my
art, my piece, whatever, is in an environment where there is
nothing else that can be connected to it. So no other tag, no
other graffiti in the very best case. Not even a colour | don’t
like. So I'm really into the scenic photo and results. I've been
doing this for 15 years now, being really just into the photo
as an end result and that makes it maybe also much easi-
er to let go from the actual piece in the real world because
when you go to other countries or places that are hardly ac-
cessible, never going to see them anymore by yourself. And
it's also, | think, very good to let go on it and just leave it for
whoever looks at it and have your photos for yourself.
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JANER ONE: | have also done some actions, purposefully
where | knew | wouldn’t take a camera with me just to have
the moment for me, so also very humbly in a way.

Geert Verhoeven: So, is it correct that you say that you're
doing it less out of an antisocial initiative, but more to make
something arty, which you can photograph?

MANUEL SKIRL: This depends. | like both and it gives me
more freedom to do something very ugly, very emotional.
We would just emotionally mess something up or just have
some fun. And then on the other side to give your very best
into something very artistic and valuable for many people.
The one thing gives me good vibes for the other thing. So,
both are very important for me.

Francisca Fernandez Merino [Online]: Would video also be
agood option when the research is about graffiti audiences,
to better represent the real-life experience?

Samuel Merrill: | think this is also a little bit what | was
imagining in some cases as an audience of graffiti. You don’t
approach it from that perspective of the perfect shot. It’s
very rare, especially at Donaukanal, that you would pop out
of the channel or walk along the edge and get the perfect
shot. The question which we are getting at is if there is some
value in videoing both from a research perspective or may-
be to capture the moment of encounter as it will actually
be in the real world for many of your artworks, right? Any
thoughts on this?

Liljana Radosevi¢: For me, that’s like a photogrammetry
system. You take as many photos as you can, meaning that
each person takes it like a graffiti writer. Or a person who is
archiving it, a person who is just walking by the channel and
takes a shot and puts it on Instagram. The more photos you
have, the more options you have to get, like the full image,
the full impression of this particular piece.

Samuel Merrill: Okay. | agree with that, but I'm now think-
ing back to our tour yesterday and | want to push a bit on
that because this was a tour designed for people interest-
ed in graffiti and street art from an academic or research
perspective. And, of course, we moved through that space
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pretty consistently and people were adopting positions
where they could see the whole piece for sure. But there
was never this moment when | thought someone was back-
ing so close to the edge of the channel, just to get the view.

MANUEL SKIRL: Yeah. Trust me. | did.

Samuel Merrill: That’s what I'm interested in!

MANUEL SKIRL: With another person holding you to get
the photo. And then you had this wide-angle lens on the
new phone and you thought: all this water in my jeans.

Samuel Merrill: That’s fascinating to me because that’s a
perspective of the image, the perfect image to be a person-
al keepsake or to go on social media. This might be almost
impossible for the people who are visiting the Donaukanal,
or at least they might not take the opportunity to hold onto
my arm. | want to see this as the creator’s story, but this is
just a reflection.

MANUEL SKIRL: For some people it doesn’'t matter at all.
Some people wouldn’t take pictures, for some peopleit’s re-
ally important. It’s as different as the graffiti.

JANER ONE: Yeah, it’s still subjective.

Samuel Merrill: We can’t generalise about this stuff. Every
single discussion point that we've had today was “Well,
sometimes this, sometimes that”. It's completely the same
with everything in life. Isn't it?

MANUEL SKIRL: Balance.
Graffiti Need CATEGORISATION

As yesterday’s keynote reminded us, graffiti are ‘unruly subjects’
(see Hale in this volume). Humans like to sort things out. As such,
maybe graffiti automatically invites this kind of categorisation,
but does it need it? Should we be seeking to tame something like
gradffiti by categorising it. The graffiti and street art scenes make
sense to those who directly engage with them and are made
sense of by an array of sometimes competing terms. But with
graffiti and street art’s recontextualisation within the academ-
ic world, not least by archiving and documentation projects,
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there’s a need to translate these terms for wider consumption.
Indeed. There have been several efforts about developing graffi-
ti thesauri in different settings in order to characterise different
types and elements of graffiti. But as Bowker and Star (1999)
stress: all classification, processes and systems are deeply politi-
cal. They reflect unequal power relations, and they can thus pro-
duce both advantage, but also suffering. What are the politics of
metadata management with respect to graffiti? Is it even possi-
ble to categorise and structure something like graffiti, which has
grown so organically without, or within formal stylistic restric-
tions. Can graffiti terms, styles and creators be put in boxes that
neatly define them? How do creators feel about having their
work and themselves being put in boxes?

Samuel Merrill: If we can’'t generalise, can we categorise?
Can we say, this is this, and this is that?

JANER ONE: You definitely can, but you have to be aware
of the implications.

MANUEL SKIRL: I'm really sure that we need to judge or
to be able to judge everything. That's why categorising is
super important. And we all know there are these factors
of good and bad graffiti, which are actually super idiotic but
our brain rolls like this. If it has more colours, if it has more
arrows, if its spot is more dangerous or harder to reach, or
if you have been the first person to get this idea, if you did
something special, if the quality and the readability of your
letters is decent. These are all factors that give it a specific
value. These days, of course, also social media: How much
likes? How much followers? blah, blah, blah. All this togeth-
er creates the value of your work. And why is that? Because
people want to value everything. They want to know. Are
you a good dancer? Are you a bad cowboy? Are you a good
graffiti writer? And which position do you take in this scene?
So they can value it because people are not self-confident
and not believing enough in their own senses and in their
own judgement. They need others to help them with it.

JANER ONE: We need to compare the whole time.

MANUEL SKIRL: Yes, it's very essential.

JANER ONE: But again in my opinion, you have to be aware
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of the implications. Be aware of what you leave out if you
categorise something.

Samuel Merrill: That's coming through, the point, that ac-
tually nothing can be left out in a way. Because it’s through
those comparisons that we categorise. It’s that classic kind
of relation of “this is good because that is bad”.

MANUEL SKIRL: No, this is good because it plays after the
rules that it wins. So that’s also what | needed to learn or
what | wanted to learn when | started graffiti: How to be
a cool graffiti writer. So you got to do it like this and you
got to do it like that. And then you got to look who are the
coolest guys and do what they did. Copy this proven con-
cept and try to push it to the next level. Until | got bored of
it and started to think about what | actually wanted to do.
But most, | would say nearly all, of the people who are doing
something artistic, are thinking with this concept.

SERT: The whole categorisation started in the early eighties
or late seventies in New York. You do a tag, you do a throw-
up, you do a piece and it’s still like this today. | also worked
many years in these categories. | make a tag with a marker
or a can in two seconds, | make a throw-up in two minutes
and do a piece in six hours. You work in all these categories,
especially when it comes to styles. You can categorise, for
example, “bubble style”, “wild style”. The scene-people get
pretty bored of all the traditional styles. Like you men-
tioned, the shape has to be like this and every form of the
letter must have the same thickness. But now there’s a
movement called anti-style and they don't paint like this.
Their style looks anaesthetic, just to break the boundaries
and to do something new. At first, | also didn't like it pret-
ty much but over the years | think it also has its value. And
even if | don't like the style personally, | don't think it looks
that good, but who am | to judge if it has a value? It has the
same value as mine, at least.

JANER ONE: It also doesn’t say anything about if you are
professional or not. You could have figured out the whole
subway system and know every security checkpoint and
still paint shit. That’s the fun thing about it.

MANUEL SKIRL: | would still respect you.
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< Laughter >

JANER ONE: Yeah, exactly. That’s the thing. | have met writ-
erswho are so clever and really well prepared and still paint
shit. And that’s funny.

MANUEL SKIRL: | think also with this anti-style it's very
normal. A new generation, taking something to the next
level, which does not necessarily have to be better but just
something else that brings new factors which are highly
valued. And then it’s getting in a direction we don’t under-
stand.

JANER ONE: What | have to admit is that anti-style is way
better suited for sarcastic messages because the piece it-
self already is sarcastic. It's way better at letting the inner
child out, in my opinion, because by following these very
serious graffiti rules you’re putting yourself into a drawer.
You want to keep the same width, there are rules, aesthetic
rules that work. They’ve proven to work. But this anti-style
approachis giving you more freedom and it is way better for
letting the inner child out. Letting the paint out and trying it.

MANUEL SKIRL: Yeah. I also like it a lot. | had some diffi-
culties to get attached to what the newest generation in Vi-
enna does, but now | see it really differently. And | see that
these kids have a lot of fun.

JANER ONE: Yeah.

MANUEL SKIRL: | think it's very valuable when it makes you
laugh. It doesn’t matter why. It just brings you some good
emotions. Also, | think popular music and popular art is al-
ways connected to how the most people feel and what the
most people like. So, for example, popular rap from when
| was twenty or so was super different from popular rap
today. And | think that’s not because these were the best
rappers, but because the most people felt this way. Most
people identified with that music. And if you look at the
economy, when | was young, it was uprising and everything
was possible. Reaching for the stars. And we also do our art
like this. We really try to find something that we want to do
and put it to the next level and be somebody with it. What
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| observe today with the new generation of graffiti writers
is that they grow up really differently with less prosperity
and also the art, the music, the tattooing and all the cultural
streams next to each other represent this for me.

JANER ONE: The tattooing is a big factor actually.

MANUEL SKIRL: If you don’t feel confident you don't feel it
because you're not with this stream. And then you get old.

< Laughter >

JANER ONE: Yeah definitely. You get a vibe also from the
tattooing. | think it was way more unlikely to see someone
with a face tattoo. Some graffiti writers were really reck-
less, they also at some point grabbed a tattoo machine
from Amazon, the most bullshit thing you could ever buy.
But they started doing it on themselves and on their friends
and they’re having fun with it. And that’s also a vibe. | would
never do this myself, but | can appreciate people who do it.

Samuel Merrill: | think your reflection on the generational
difference is quite interesting. | wasn’'t aware that the move
to marking oneself within the scene is generational.

JANER ONE: Yeah. It's definitely something a lot of people
who were graffiti writers turned into. A lot of them got into
doing this, because it’s also lettering, also always words in
between and it’s very familiar.

MANUEL SKIRL: Yeah. Hands down, it is just a really good
way to make a living. There are much, much more people
who would pay you for a tattoo than for a graffiti in their
apartment or something like that.

[.]

Jona Schlegel: You were also talking about doing a tag, a
throw-up, a piece and so on. If you put your piece on social
media and write something like “this is a piece with this and
that style”. Would someone else say exactly the same? I'm
so new to this culture and | think I’'m not having the eye for
it yet.
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MANUEL SKIRL: So, there are different categories of graf-
fiti. There's wild style, ignorant style or anti-style. Also, ev-
ery single one of these have different names in different
countries. So, what we call anti-style in Paris they say style
enfant, or kids’ style and it's super complicated. And then,
there is also the question: what is this for you? And if this
is a mixed creation out of those things. But again, we need
somehow these words and these terms to describe some-
thing, to categorise it, but that does not necessarily mean
that everything is something or is can, without doubt, be
put into some of these categories. All graffiti artists, street
artist or whatever are taking parts of every of those cate-
gories and areas and put together what they want from it.

JANER ONE: | think when you're start as an artist it’s very
important to understand different disciplines and catego-
ries. But as an artist, it can only hinder you to categorise
stuff. So, it’s definitely a different approach whether you're
an artist or an academic. As an artist yourself, you don’t
want to exclude people from your work. Saying this is only
for people who appreciate this is not helpful.

Jona Schlegel: So, this would not throw you off?

JANER ONE: No, there are books of graffiti writers who are
very famous, and they also categorise because it definitely
helps.

MANUEL SKIRL: Describing something to somebody who
can’t seeit, right?

JANER ONE: Do it. Definitely do it.

MANUEL SKIRL: When | talk about artists with him [JANER
ONE] and we are not having our phones right at hand we
are describing with the terms we just called stupid. We said
they boundary you, they take away your freedom of how to
put something, but we still use them. We still know what we
mean because it makes it easier to understand what you're
talking about. Especially when you try to make something
visual into words. Or if you talk about something super ab-
stract and try to give the other person the image of what
you're talking about. For that we need these words.
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JANER ONE: Yeah. Language is really important to ex-
change information, but it has its limits. Art is not about
words. Art is about experiencing.

MANUEL SKIRL: | stopped categorising my own stuff to put
myself out of the danger of people telling me this is not that
and this is not that.

JANER ONE: Exactly.

< Laughter >

MANUEL SKIRL: You get confronted with a lot of people,
especially if you work in a public space, you get public opin-
ion and people will tell me “This is not art. My seven year old
daughter could do this” And I'm always like “Yeah, | never
claimed anything else.” | don’t say thisis art. | don’t say this is
street art. | don’t say this is good. So | don’t use any of those
things for my own stuff. But for others, of course, | use it to
make the person I’'m communicating with understand what
I'm talking about.

[..]

Samuel Merrill: Maybe subconsciously | was looking at my
watch, but | don't know, but we are close to, if not past, the
designated time and I’'m also conscious of overdoing it. This
sixth statement, | think we actually smashed that at vari-
ous different points in the conversation. So I'm not going to
forceit...

Digital Media Are ESSENTIAL

Over recent decades, digital media, and in particular social me-
dia have reformulated the graffiti and street art scene. Corpo-
rate social media platforms, perhaps most notably Instagram,
have provided creators with opportunities to simultaneously
document, but also distribute their work globally. In this way,
grdffiti fame has become increasingly disassociated from phys-
ical works. The imperative for creators to continuously ‘get up’,
maybe have been reduced even as the dynamics of these plat-
forms and their reliance on economies of attention may have
also driven the increased turnover of graffiti and street art. So
what might be the implications of these technologies and me-
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dia for creators’ efforts in this respect, but also in terms of their
efforts to remain anonymous. Are the graffiti-related benefits of
social media only incidental to the profit-orientated priorities of
these corporate platforms? And how does this undermine the
anti-corporate traditions of graffiti cultures while reflecting also
the privatisation of an increasingly precarious physical, but also
digital public realm. How is graffiti-related data used and mon-
etised by corporate social media platforms? What works are
promoted by platform algorithms and how does this influence
decisions related to insitu or by-record preservation, but also
arguably the kind of works that are created in the first place.
And what vulnerabilities might we think of more generally in
terms of these technologies, in terms of things going obsolete—
software, metadata schemes, ontologies, etc. At the same time,
what potentials might digital technology and media offer those
academic initiatives that partner with creators? What of digital
crowdsourcing or crowd tagging strategies. Would the graffiti
creators here be willing for instance, to tag their works on social
media for INDIGO using specific hashtags? What might be the
potential of linked open data initiatives and initiatives like Wi-
kidata projects? Could creators imagine a future where they are
comfortable becoming Wikidata?

Jona Schlegel: | just wanna ask something on that digital
part. So, if you would have the opportunity to have a 3D en-
vironment and your piece in this environment, would you
then pick the perfect spots where an audience should see
your piece? Would that be interesting for you?

MANUEL SKIRL: That’s actually something that just oc-
curred because there’s a new function on the newest
phones, which have some laser sensors. So you would be
able to scan the whole thing. Some very good artists from
Vienna use this technique to create posts on Instagram
where it’s possible to move around. And he would literal-
ly scan for hours, not just this piece, but also the wall right
next to it, the floor with all the rotten leaves. He literally
made a little digital diorama. This really popped out for me.
| was really amazed how he did that and everybody’s think-
ing about like really highly technical equipment. And who-
ever is ignoring that is going to lose some audience if they
care or not, doesn’t matter, but that that’s going to happen
for sure.
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Geert Verhoeven: This was Jakob, right.

MANUEL SKIRL: Yes, exactly.

SERT: | go back to the question. | think all of us replaced a
piece on Donaukanal. Of course we would choose the best
spot, where the most people see it.

JANER ONE: Yeah. The spot also tells a lot about how the
person thinks. When you walk upstairs and you do a tag.
The first thing people see is the tag. If you do something
there, no one can escape. You know what | mean? You can’t
turn left or right on the stairs. So you will see the piece. It
says a lot about the person, which spots they paint.

MANUEL SKIRL: And also some people would tag on spots
where nobody would do it because just the fact that nobody
would do it makes them special.

JANER: Yeah.

MANUEL SKIRL: So you see everybody’s doing the same.
You try to make something different. And then there is stuff
that actually doesn’t make sense, but just makes sense be-
cause it doesn’t make sense.

< Laughter >

SERT: Or, for example, on the opposite of flex another wall,
just above the water. There's a spot where almost no one
wants to paint. That’s why | want to paint it. Because | know
when | paint there it lasts longer.

MANUEL SKIRL: That’s nature balancing itself out some-
how.

JANER: And | also think that digital media is broad. When
we think about digital media most think about social media,
but there’s a lot more depth to it. Some people, for example,
tried a lot with VR. | think the possibilities here are end-
less. And yeah, | also agree with MANUEL SKIRL, whoever
doesn’'t jump on that train will be lost in the future to some
degree.



goINDIGO 2022 - Different Folks, Different Strokes, Merrill et al.

MANUEL SKIRL: Not lost!

< Laughter >

JANER: No, not lost, but you lose impact. It's definitely a
new avenue that shouldn’t be dismissed out of petty rea-
sons.

Samuel Merrill: Now I'm starting to think we've got two
more comments and then maybe we wrap-up after that and
we take any other conversation...I think there’ll be some
beers somewhere, hopefully.

Geert Verhoeven: | want to ask if you see this as a kind of
contradiction. So on the one hand you want to be famous on
social media, have the likes and very impactful posts, but on
the other hand, | suppose most of you guys still don’'t want
to be known in general by your full name. So you want to be
anonymously famous more or less.

MANUEL SKIRL: Yeah. You want to have the good part of
being famous, but not the responsibility.

< Laughter >

JANER: Yeah. That’s perfectly said. That’s what’s so awe-
some about Banksy.

Samuel Merrill: That’s true for academics as well.

< Laughter >
MANUEL SKIRL: We all just want the same thing.
Geert Verhoeven: | would like to add another question,
if | may. We use social media, like Facebook, Instagram of
Meta, one of the biggest companies now in the world, not
known for taking privacy very seriously. Do you consider
this when you are uploading there?

MANUEL SKIRL: You should yeah.

JANER: Definitely, yeah. But we still do it, right? It’s the
same with a selfie, but it's way more troublesome than it is
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in all honesty. But yeah, since the NSA scandal and Edward
Snowden and so on, everybody’s aware of it, but at the same
time, it's also a very integral part of our society. It's weird,
but you get weird looks when you say you don’t have social
media.

MANUEL SKIRL: And also we often justify it for ourselves
with “Who am I? I'm not so interesting for whoever”, right?
But together we are interesting because you can get meta-
data out of that. This already happens big time, right?

SERT: | want people to know my graffiti not to know my
name or my face or whatever. It's about graffiti. Also my Ins-
tagram count is just like graffiti, no face, no name, whatever.
Because it's not about that.

JANER: It’s also definitely a cultural aspect. In the scene you
get a lot of authenticity by staying away with your face...

MANUEL SKIRL: Staying anonymous.

JANER: Yeah, staying anonymous. It's definitely a factor.
Trying to be mysterious when you are younger helps in that
scene.

[.]

MANUEL SKIRL: | think I’'m drifting away from the actual
question all the time.

< Laughter >

Samuel Merrill: Well, you've been drifting constantly to-
wards new questions, which is probably why we could stay
for avery long time and hear a lot more fascinating insights
on these things that we are outside in many respects. But to
wrap this up, | find this, an extremely positive experience to
actually get in the same room and talk about these things.
And | think it's very, very easy and it happens very, very
often that this kind of space and dialogue isn’t sufficient
in research projects. It is there to some degree, but it isn't
expanded and doesn't continue. So, | thank you all for this
conversation. It was very fun to moderate it. | think we can
all mutually congratulate ourselves with a beer and a short
round of applause if we want.

43



document | archive | disseminate graffiti-scapes

< Applause >
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‘Imagine Being a Racist’:

goINDIGO 2022’s «Ethics & Legality in Graffiti (Research)»

Discussion Round

Benjamin Wild, Geert J. Verhoeven, Norbert Pfeifer, Enrico Bonadio, DEADBEAT HERO, FUNKY, JANER ONE, MANUEL
SKIRL, Massimiliano Carloni, Chiara Ricci, Christine Koblitz, Sven Niemann, Ljiljana Radosevi¢, Jona Schlegel, Alexander

Watzinger, Stefan Wogrin

Introduction

During the second discussion round of goINDIGO 2022,
which took place on Friday, 13 May and was called Ethics &
legality in graffiti (research), three out of many invited graffiti
creators joined a discussion on (potentially provocative)
statements with symposium participants (joining in-person
and online). The statements, compiled by Geert Verhoeven
in consultation with Benjamin Wild and Norbert Pfeifer,
were:

. objectivity OVER morals
objectivity OVER consequences
graffiti INCLUDES exploitation

. copyright DOES NOT matter
Donaukanal graffiti IGNORES the origins

The three attending graffiti creators agreed to participate
following their contact and invitation via Instagram.
When introducing themselves, each conveyed their
relationship to the Donaukanal and their different levels
of experience and exposure within Vienna's wider graffiti
scene. DEADBEAT HERO (active in Vienna since 2014) is
a Texan artist mainly focusing on street art while “dabbling
in graffiti”. He owns an art studio and regularly interviews
Viennese graffiti creators in his Artcade podcast. FUNKY
(active intermittently since 2005) is a Bosnian, but Vienna-
raised creator practising graffiti “with ups and downs and
a lot of breaks like in life”. He was close to the Donaukanal
a decade ago, but his central activity zone is now more to
the north of Vienna. MANUEL SKIRL (active since 2006)
is a Vienna-based creator currently known for his organic

structures formed by black and blue lines. The openness
and inclusiveness of the Donaukanal scene offered him
the chance to begin creating and, in time, to develop his
personal style in “more artistic” directions.

Each of the three brought their own perspectives to the
discussion of the selected statements, recorded in the
following text. However, this text is not a verbatim or
sequential account of that discussion. First, although
retaining the ‘feel’ of the discussion has been prioritised,
the text has been slightly edited for readability, and
superfluous content got removed. Second, as is often the
way with the most exploratory of dialogues, the main topic
of conversation shifted quickly and regularly. Although
the five statements were individually framed by Norbert
Pfeifer (after which Enrico Bonadio took on the moderator
role), the first four statements and their more detailed
elaborations have beenreduced to two sectionstostructure
the text in a manner that might better serve the reader. This
reordering of the transcription means that, in some places,
the text does not always flow consecutively in the way it did
during the discussion. These places are indicated by [...], and
they do not only mark hops forward but also hops backward
in time.

Finally, it is essential to know that all authors—of which
none was a minor—have read this text and confirmed in
writing that they were okay with their statements. This
agreement notwithstanding, one must understand that
these statements were raised in a lively discussion and
must also be understood and treated this way.
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Discussion Preamble

Already before the start of project INDIGO, it was evident
thatvarious legal issues would pop up. Is the project allowed
to share photos of graffiti not created by team members?
Who owns which kind of copyright when photographing
graffiti? Is a 3D model of a graffito still subject to the
same copyright rules? To what extent do the graffitists’
rights differ when they create on the Wienerwand (where
one can legally create graffiti) versus the more common
permissionless creation of graffiti?

Compared to these questions, the range of anticipated
ethical issues was initially not that broad. When asked in
the project’s proposal to specify ethical aspects, Geert
Verhoeven wrote: “INDIGO will certainly record (and
provide database access to) homophobic, racist, and sexist
graffiti to avoid bias in its records”. It became, however,
clear during the first project weeks that not everybody
unconditionally supported this statement. In addition,
ethical questions of another nature arose: Do we exploit
graffiti creators if we put their work online? Should INDIGO
report inappropriate content, and what is considered
problematic or improper? Can we publish pseudonyms
without risking legal consequences for those carrying these
pseudonyms?

This last question illustrates that many of the project’s
fundamental concerns have both an ethical and legal aspect.
This ethical-legal intertwinement also transpired from a
counselling session the INDIGO team had with the Pilot
Research Ethics Committee of the Technical University
of Vienna (TU Wien). Set up after initial discussions with
Marjo Rauhala (the head of the Service Unit of Responsible
Research Practises at the TU Wien), this meeting resulted
in various constructive suggestions. Although these
proposals help INDIGO follow a more responsible and
ethically conscious research path, the aim of goINDIGO
2022’s second discussion session was to further explore
some of these legal-ethical conflicts together with those
that create graffiti. Even though Marjo Rauhala could not
attend this session for personal reasons, Enrico Bonadio—
lawyer and author of many books on graffiti copyright—
adequately covered the legal side.
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Objectivity OVER Morals | Consequences

[Please note that because of the overlap in the discussion,
statements one and two are combined.]

Inclusiveness is vital if one wants to document and digitally
disseminate graffiti to facilitate its study. However, being a
reflection of society, graffiti sometimes contain hateful or
provocative messages. If those get inventoried by scholars
and made freely accessible afterwards, could this be
considered a promotion of subversive content? And if a project
comprehensively documents graffiti to avoid bias, should those
graffiti records be categorised and made queryable, so one can
search for all swastikas or hate graffiti? And does exhaustivity
in grdffiti inventorying and dissemination not merely lead to
a perfect law enforcement tool, which in turn might influence
the exact phenomenon it is trying to document and study? In
summary: should scholarly grdffiti projects consider potential
ethical issues, or must scientists only be guided by objectivity
regardless of possible negative consequences, moral or other?

[.]

Geert Verhoeven: In a project like INDIGO, or many of the
projects presented here at the symposium, when we want
to document whatever is going on in the scene, there are
always homophobic, subversive graffiti. Is this something
you consider problematic yourself? Is it something you
think we should also just document in the same way we
document a nice piece?

FUNKY: | think these homophobic graffiti or graffiti against,
for example, people from Balkan, everything that’s against
humans, shouldn’t be respected because | think this is not
okay. It’s okay to provoke a little bit with these political
statements such as “refugees welcome”. But not something
like this homophobic stuff. | think when someone supports
this, okay, | don’t care. But | think this is not okay, and this
shouldn’t be a part of this scene because, in this world, we
should not work against homosexuals. This is my opinion.

Geert Verhoeven: But the problem we have as scientists is
that we want to document what is going on. And if you want
to be objective, you don’t express any value about this. You
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just say yes, that’s there. But then the other question is if
we should add metadata tags to these graffiti as we do with
all the other graffiti. This is “homophobic”, this is “racist”,
whatever. Then people can also start searching for them.

MANUEL SKIRL: Yeah, but why not? If somebody wants
to give lessons about hate graffiti and wants to search for
material, why shouldn’t it be good to search for something
like this on a platform? | don’t think it's good to ignore
something and leave it out. Especially if you see it in the long
term when people in the future want to know something
about the graffiti that was done recently and want to
learn something about it, also to be aware of our political
situation or different opinions. | don’t think we should give
it too much of a platform. Unfortunately, it's freedom of
speech, also when it’s not your political opinion. But if you
want to be objective and neutral, it's definitely a part of it.
Graffiti has lots of emotions inside, and racism is also an
emotion.

DEADBEAT HERO: | want to agree with it. | don’t think
that ignoring it would be right. So put it there like when you
document history, don’t take out all the bad stuff. You want
people to know about what actually happened.

MANUEL SKIRL: Will people be able to contribute to the
platform?

Geert Verhoeven: We are thinking about this. And also, if
we could crowdsource, for instance, you could say: “Hey,
this was made by this artist”. We are just thinking about
these things, but we also want to ensure anonymity. And so
it’s not something we can quickly implement.

MANUEL SKIRL: But that’s not just with stuff that you
don’t want or don’t want to be promoted, but in general.
If you have a platform, a lot of other people will see their
work there. They will also try to promote it by themselves.
Yesterday, JANER ONE was here, and he said, “I'm more
interested in the front page”. Like he would upload many
more [graffiti photos] if he saw that it was on the front of
the page. And | think that’s the same with people who are
racist or who are into swastikas for whatever reason. They
would also upload stuff like that if they can promote it, and
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thenit’s also critical to censor stuff.

Benjamin Wild: | think there are two different things we
were talking about: freedom of speech and freedom of
reach. Freedom of speech doesn’t imply freedom of reach.
Being able to say anything, that’s totally fine, of course, but
it should not always be possible to make it public to a very
big audience, for example, through social media. We've seen
it with Trump, for instance. He can say anything he wants,
but Twitter is still blocking him. And | think there are good
reasons for this.

MANUEL SKIRL: | think people are more provoked by you
writing your opinion in block letters somewhere than if
you just say it out loud, but yeah. I’'m not educated in law
or even freedom of speech. | don’t know what is in there. In
the United States, I'm pretty sure that all racist opinions are
included in the freedom of speech.

Enrico Bonadio: Yeah. Hate speech is protected.

MANUEL SKIRL: But we are supposed to be a little more
careful here.

Enrico Bonadio: Yeah, in America, there are preachers
praising terrorists who cannot be touched because they
protect freedom of speech very strongly. In Europe, there
are more limitations.

Christine Koblitz: | still want to add something to the
question of what you would add to the database. If you
should add political graffiti that does not reflect your
opinion or probably even hateful graffiti. We had the same
discussion in our museum because in our collections, we
had a lot of work from the Nazi times or a lot of material
with the N-word in it. Now the question was: how do we
deal with this, and how will we put it online? We're trying
to provide a lot of information. Of course, we have to label
things and discuss whether we show this or not. We also try
to contextualise it and give them specific labels, so that you
can find it. But if you post these labels on social media, you'll
always have to be aware that these keywords will attract
a certain crowd. They'll not read your posting, but they’ll
just add some hateful comments. This is also difficult for
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us because, on the one hand, we want to have a discussion
and provide information, but on the other hand, it’s really
annoying to monitor such a dialogue on social media.
Sometimes it regulates itself but sometimes not. Also, when
do we delete comments? As a private person, | can do that
very soon, but as a public institution, probably not, because
that’s part of the discussion in museums where you should
negotiate things. And also the way we see things evolve
over time.

Liljana Radosevi¢: | wanted to comment on that as well,
because | think we all agree that all of the things should
be documented because that’s the context. And without
the context, you can’t really understand other things that
are happening. Without the context, everything else that is
happening is just a pale version of what it really is. | do keep
an archive of the things that | really dislike. For example, |
become a Hulk when | see skinheads. | can’t really explain
how liberal, open-minded, and proactive graffiti culture is
in Belgrade without knowing that one-third of all graffiti
belong to political graffiti and a second-third belongs to
hooligans and football club supporters. And then you have
the third part, which is graffiti and street art, but they’re the
most visible because they’re the largest. And you know, they
make Belgrade look much better. But if you look beyond it,
you have all these political issues and all the stuff going on
in the streets; there’s continuous dialogue happening. And
it's mainly between those extreme nationalist people and
political parties and between those that are against those
things and Antifa. So it’s a very lively scene, but a scene that
I’'m not interested in. But still, | have to do something about
it because, without it, | wouldn’t be able to say that the
things that I'm interested in are actually positive compared
to all of the other things that are happening in the streets
at the same time. So it's a very complex issue. Usually, |
don’t really write about them. Still, for me, it’s important
to acknowledge that they’re there to understand them, to
follow them, to see what is happening because otherwise,
it’s very hard to make your point when you try to explain
something that is happening in the streets. For example,
at the moment, we have one thing that is happening in
Belgrade, everybody is trying to use photorealistic imagery
to promote something. Nowadays, we have one brilliant
and good project. It's part of the Partisan football club
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supporters. They did an excellent job in trying to change
the bad image of the football club supporters. But then the
other fraction of football club supporters realised that this
photorealistic imagery works well. So now they’re using
photorealistic imagery for political agitation and use these
extreme nationalist figures to do the same thing. At the
same time, you have memorial graffiti of the young people
who died that are also made in photorealistic imagery. If
you go to Belgrade, you wouldn’t be able to distinguish
anything. And if you don’t know the background, it’s all nice
and colourful. So, therefore, you have to do it. But the point
is, as you [Christine Koblitz] said, what do you do with it? Do
you actually publish it or not? And from my point of view, |
don’t publish it, but at the same time, public space is there
to show you that something is happening with society. It’s
either a good thing happening or a bad thing happening. If
we have a problem with extreme nationalists in the streets,
it'’s better to know that the problem is there so that we can
start working on it rather than covering it up and saying:
“no, no, no, our society is perfect. We don’t have a skinhead
issue. We don’t have hooligan issues. We don’t have Nazi
issues. We don’t have refugee issues.” So it’s just a matter of
context where you say “okay, here | want to publishit,and in
some other cases, | don’t want to publish it”. | was babbling
a lot and didn’t solve any problem, but | think we have to
have it all.

Geert Verhoeven: It interests me from you [graffiti]
guys, maybe from you, FUNKY, the most. If you see some
homophobic graffiti, would you first put your throw-up or
whatever there to cover it up, or would this not influence
where you start painting next time? So if you see some
subversive graffiti with which you disagree, would you first
start painting to cover that rather than anywhere else?

Liljana Radosevi¢: At least in Belgrade, there was a
different system. You had walls that were reused by the
graffiti writers constantly. And then there were political
comments in other parts of the city that they usually try not
to intervene with each other. Nowadays, what happens is
those extreme nationalists, for example, take over the walls
that were traditionally reserved for graffiti and street art.
Now they mark it with Serbian flags, and once they mark it,
you can’t use it because otherwise, you're probably going to
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get your ass kicked or end up in the hospital. So now they're
taking over the spaces that were completely open for
dialogues. And about the homophobic stuff you mentioned:
There is actually one artist in Belgrade that is in the LGBTQ
community, he was active for almost ten years, and basically
nobody touched his graffiti. Nobody. It was like a street art
intervention. So, you still have homophobic comments, but
nobody touched his stuff. So, it was kind of respectful or
disrespectful in a very interesting way. | think every scene
is different. Every city is different. Every neighbourhood is
different. It’s just tough to put everything in drawers and
make it usable on the European level, for example, because
it doesn’t function the same way everywhere.

Sven Niemann: There's one artist from Italy, his name
is CIBO, and he’s specialised in going over Nazi graffiti
because two of his friends were killed by Nazis a few years
ago. He paints different kinds of food over Nazi graffiti.
Then the Nazi comes across his piece, and he [CIBO] is
adding another food. So, this is a very interesting artist. He’s
doing cupcakes, doughnuts, bananas, and so on.

MANUEL SKIRL: Yeah. It can also be a justification to work
somewhere where you couldn’t otherwise. | even know
stories where people would put swastikas someplace just
to go there the next day and paint over it.

< Laughter >

Sven Niemann: Yeah, we are in contact with the graffiti
scene. If | see a swastika, | call a friend, and he just paints
over it. | think it’s very important to delete these symbols in
the public space. | don’t want to see any swastikas anymore.

MANUEL SKIRL: But can you imagine being a racist, seeing
all the Antifa, left-wing stuff and being mad about it as well?
I don’t know about Bielefeld, but here in Vienna, there is
much more progressive, liberal graffiti, which stays and
remains readable longer than the other stuff. | feel sorry for
those guys, to be honest.

Enrico Bonadio: It reminds me of Spain. There have been
some graffiti with “Viva Franco”, and some other artists
added “Battiato”, who's a famous Italian songwriter. So
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“Viva Franco Battiato”, which | found fantastic. But those
hate graffiti were in Vienna, right? The one shown in your
[Norbert Pfeifer’s] slides.

Geert Verhoeven: | don't think so. | think that Norbert just
took them randomly. Just to have some examples, but we
have this discussion because we would not like to become a
hub for Nazis to look for imagery.

MANUEL SKIRL: That’s very unlikely to happen, but still,
it's an option.

Liljana Radosevic¢: This is the thing; you just keep the
context, but maybe just say that if somebody wants to
find anything other than what is published, contact us. So
serious researchers would actually consider that a good
invitation: “oh, you have more, but you couldn’t publish”

Geert Verhoeven: No, we publish everything.

MANUEL SKIRL: Yeah. | think it's just important that there
is arepresentative amount and not much more of something
thanitis in comparison to the total amount.

Geert Verhoeven: Yeah. The idea is to present everything
you document. Still, the question is: should we also make
it searchable or maybe warn people that this is subversive
content?

MANUEL SKIRL: Yeah, a warning would be cooler,
maybe. Have this warning so people are aware and see
you are aware. But then there is also stuff you don't even
understand, like from hooligan groups or some nationalists
that we don’'t know about, like from other countries. We
also have a lot of people in Vienna from Serbia or Croatia
who cross each other. | don’t understand any of that. So,
you would need some contacts for every language you don’t
understand for everything that you want to publish.

Geert Verhoeven: We had this discussion also with an
ethical commission at the technical university, and there
the remark came that we must define what is subversive.

MANUEL SKIRL: Exactly.
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Geert Verhoeven: And this is our opinion; we might think
that somethingis provocative, but who are we to state that?
So, this is a complicated issue.

MANUEL SKIRL: Yeah. You need to judge many things there
and declare them as something if you want to categorise
them in boxes.

DEADBEAT HERO: Inthe end, it’s your platform, so you can
decide.

MANUEL SKIRL: <laughs> DEADBEAT HERO is just like: It’s
your problem.

< Laughter >

Geert Verhoeven: | think that concludes the discussion
very well. <laughs>

DEADBEAT HERO: You can decide what to show. If people
want to see it, they will see it, whether you publish it or not.

Liljana Radosevic: Yeah. When | write about these things, |
always say that | write about graffiti culture and street art,
everything else I'm not interested in. They can say, “but you
didn’'t include this, and you didn’t include that”. Yes, but this
is my area of expertise; | deal with this. Everything else is
not my expertise. | have documentation. You can borrow
it. | can give it to anybody, but I'm writing only about this,
full stop. This is my personal decision. Or maybe it could
be an institutional decision. We do this, this and that, and
everything else is not our domain of expertise. We don’t
want to analyse it, we don’t want to contextualise it, or we
don’t want to put any ethical issues on it. It is what it is. This
is the other part. This is my part. I’'m dealing with this.

Benjamin Wild: | think that’s making it a bit too easy.
If Twitter and Facebook would just do that and publish
everything, just giving everything a platform and letting
everyone play on it doesn’'t work, | believe.

Geert Verhoeven: But we'll see with Twitter now that Musk
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got involved.

Sven Niemann: Today it's hard to distinguish graffiti
because they’re using the same techniques. So, the Antifa
spray pieces that are quite professional, and so do some
right-wing groups in Germany. | think it's not easy to
distinguish them.

Liljana RadosSevi¢: But this is where you define graffiti
culture. Graffiti culture originated in New York in the
seventies...

Sven Niemann: They started as writers too. It’s not easy to
distinguish.

MANUEL SKIRL: It's not your choice what is part of it.
Graffiti belongs to everybody who is doing it.

Sven Niemann: So it's not easy to distinguish political
graffiti and graffiti from New York. | don’t think it’s possible.

MANUEL SKIRL: But when you do research or
documentation about something, you must stop it
somewhere, right? So you can say, for example, | don’t put
stickers, | don’t put stencils. | don’'t use it as soon as it’s
indoors or something like that. And that can also be not
using political stuff, even if it’s an integral part of it. That
makes it maybe much, much easier.

Liliana Radosevic: Yes, exactly. Because the intention
behind it also makes it different from the graffiti culture.

MANUEL SKIRL: But then you must also be careful to
declare all the individual pictures. You need to understand
every single artwork. Is it what | want to show? Or is it
actually something that | don’t want to show? Or is there
some tiny little bit of political message in some corner?

Sven Niemann: And for RAZOR, a famous writer from
Germany, for example. He did some political pieces too.

MANUEL SKIRL: Then it’s a fading area.

Sven Niemann: Then you have to delete it from his artwork.
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| think it’s not possible to distinguish. My thesis is political
graffiti anyway, so this is my problem.

< Laughter >

Graffiti INCLUDES Exploitation | Copyright DOES NOT
Matter

[Please note that because of the overlap in the discussion,
statements three and four are combined.]

Many fancy bars popping up along the Donaukanal happily
feature a graffiti-covered wall as their backdrop. In that way,
graffiti almost serve a kind of gentrification goal. In addition,
grdffiti-covered surfaces appear in commercials and movie clips.
Can we consider this exploitation, and would creators want
remuneration for this? In other words, do they feel that their
copyrights are violated? Do they even know their rights in this
matter?

[...]

Enrico Bonadio: These statements are very interesting,
but | don't agree with statement four [copyright DOES
NOT matter], as you can imagine, because I've been
researching this issue for many years. Well, as far as the
statement “copyright does not matter” is concerned: it
starts mattering. Judging from my ethnographic research,
| found that an increasing number of both graffiti writers
and street artists, more street artists than graffiti writers,
are increasingly looking at copyright as a tool to react
against appropriation, especially corporate appropriation.
In America, you may be aware that there were several
cases, most of which settled out of court, right? With
a payment of an undisclosed sum for the artists or the
writers. The companies that have appropriated the
murals for commercial and promotional purposes are
fashion companies, sunglasses, or car companies. Car
manufacturers are very interested in graffiti because cars
are driven in the streets. So, when it comes to advertising
the car, the mural is quite appealing for a car company. Then
we have McDonald’s because their customer base is quite
overlapping with graffiti lovers who are mostly youngsters.
So corporate appropriation has triggered the interest of
several artists and writers, | would say, not all, of course. It’s
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quite a heterogeneous category. Some writers and artists
are more interested now in at least considering the idea
of complaining and, as a result, even taking action. To stop
corporate appropriation, but also to prevent their murals
and art from being associated with the messages they don’t
like. McDonald'’s, fashion companies, glamour companies. If
we look at these legal cases, especially in America, but also
a bit in Europe, we can see, in my opinion, how some artists
have turned their attention to copyright as a tool to keep
their message real, which is one of the mantras of graffiti
writing. So they have used or tried to use copyright to reject
associations with the corporate’s messages. There are some
complaints filed in America. If you read these complaints
against fashion companies, McDonald’s, etc., they say
clearly: “we don’'t want to be associated with these kinds of
messages. We don’t want our art, lettering, graffiti writing,
or more figurative street art to be associated with these
messages. We don'’t like it, and that’s why we take action”.

Thenasecondlegalinterestarisestopreventthedestruction
or removal of some murals. You may have heard about Five
Pointz in New York, right? That decision, that case, was
revolutionary. Five Pointz was a mural hotspot in Queens
in New York, which had become the Mecca of graffiti. They
were painting legally. The property owner authorised,
for many years, local and other painters, particularly one
graffiti writer, Jonathan Cohen, whom | interviewed in
Brooklyn. | interviewed him, and it was a great place, very
famous. It attracted many graffiti writers and street artists
from all over the world to paint on a rotating basis. Some
murals were temporary, and the ones at the top were more
permanent. So all the famous writers and street artists
painted on the top part. So for more than 12 years, it was
like this. But then, it was whitewashed entirely by the
property owner without any prior notice. And that’s not
legal under US law. There is a piece of legislation in the US,
the Visual Artist Rights Act (VARA), which protects artists’
rights, including the right to object to the destruction of
their artwork. They enforced that provision, and they won
the case. It was a case for damages only because the murals
had already been whitewashed. So they started legal action
to ask for damages. And the judge awarded 6.7 million to
21 artists and writers because the property owner had
illegally destroyed their legal graffiti and street artworks.
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So it’s the word upside down, right? Because usually, the
graffiti writer is the vandal and the property owner is the
victim. Here, it’s the opposite. The property owner was the
vandal, and the graffiti writers and the street artists were
the victims. So it's upside down. That’s why this decision
is revolutionary for me. It may also mark a turning point in
the public’s attitude towards these forms of art. We have
already questioned that.

Norbert Pfeifer: Okay, you talked about something like
millions of Euros. When we talk about Donaukanal, | think
we will not talk about millions. But of course, it still might
turn to exploitation. It would be interesting to hear from
the audience, from all of the audience, their experience
with this aspect of exploitation. So | do not know who would
dare to begin to speak.

Enrico Bonadio: We have an artist there. <pointing at
DEADBEAT HERO> Writer or muralist?

DEADBEAT HERO: More murals. Yeah, I'm thinking about
it because it’s an interesting topic, especially with this Al
commercial [i.e. the commercial Norbert Pfeifer showed in
the beginning, https://youtu.be/oLHtNJCI6zE]. | remember
seeing this on television and realising how they kind of did
this red swoosh along the wall, blocking some of the graffiti.
But, yeah, | think if you are a public person, for example, and
they’re filming in an area, and they film you walking by as
a normal person, you have to sign something to have your
face shown in this environment. And with graffiti and street
art, you should also have to give your permission for it to
be used in this context. You should be asked, | think. So |
do feel like that’s an issue regarding advertising and using
public art in this way. Of course, it’s difficult if it’s just a tag
that you can't really read and you don’t know who this artist
is, but there are plenty of other places to film and ways to
block this art.

MANUEL SKIRL: If there are people they could ask, like
Stefan, who isn’'t here, unfortunately.

DEADBEAT HERO: Yeah, exactly.

Norbert Pfeifer: <talking to Christine Koblitz from Wien
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Museum> You also organised some graffiti and tags to be
written within the museum, right? And, of course, there’s
also the question, was there an aspect of exploitation? So
did the artist get something?

Christine Koblitz: <asking MANUEL SKIRL> Did you feel
exploited by the museum?

MANUEL SKIRL: | think | should answer that whole
question by myself because | personally have a completely
different point of view, but that’s something that | feel is
just me. | don’'t think about those things. We got a lot of
revenue [from the TAKEOVER exhibition—see Koblitz
in this volume], and | think it was an excellent platform.
| also remember we got some currency for it. So | didn’t
feel exploited, to be honest. And also, | really respect your
[DEADBEAT HERQ’s] opinion; | think it's a really legit
one, but for me personally, | try never to concentrate on
scratching together what somebody potentially owes me.
Especially if Iwork somewhere without permission, in public
places, | always try to tame those emotions about getting
exploited by car companies that film their commercials on
the street. Yeah. Okay. Street art is on the street; cars are
on the street. Makes sense. They try to reach young people.
And when you give them this background for me personally,
that’s your own fault. If it's a commissioned work, if it's
legal or even something you paid for, or if you invested
something to have it there, such as a commercial billboard
of a company, then it's something else. But 95% of places
along the Donaukanal are technically illegal.

Enrico Bonadio: There were cases also in America, two
cases in particular, where artists have taken action, even
when the artwork has been created illegally.

MANUEL SKIRL: I'm not overlapping my personal opinion
or morals with the law situation in the United States here.
And | know that over there, a lot of stuff is happening,
which is interesting and brings new ideas on how to see this
more morally. But | personally made the experience that
it's better to concentrate on creating something new than
looking back on who owes you what when they use it. It just
felt better. | just didn't want to spend my time having these
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emotions.

DEADBEAT HERO: It’s interesting that we, as artists, also
try to put our artwork in the most publicly visible areas that
we can, which kind of puts it in a position where it's always
in the background of something.

MANUEL SKIRL: | always tell other people when they
complain in front of me that they don’'t want anybody to
see it, they should do it in their house or maybe in a book
and just close it. But you want to be seen; you want to be
recognised. And if a car company or a super cool fashion
discounter is seeing your thing as the potentially best
background on the whole Donaukanal, it’s also some kind
of honour. But | understand if people get mad, especially if
they have financially hard times, kids, a family, or anything
else, and then you see this on TV. | totally get why it makes
you angry. Totally!

DEADBEAT HERO: It's interesting that there is this
separation between compensation and recognition. Or
not really recognition, but more just the courtesy of being
asked that this can be in this commercial. Obviously, I'm not
so much on the confrontation side, but it’s nice to just be
asked: Can we have this in acommercial? Is this fine for you?
Sign it off, and then that’s done.

Enrico Bonadio: May | ask you something? Do you think
there is a contradiction between being a writer and taking
legal actions by relying on copyright? Because graffiti
writing is very much anti-establishment, right?

MANUEL SKIRL: Definitely.

Enrico Bonadio: Anti-government and against police
brutality. Some commentators said it's a paradox. These
guys fight the system. Especially for writing rather than
street art, and then they ask a judge to be protected. You
see contradictions in that, no?

MANUEL SKIRL: Yes, big time, of course.

Enrico Bonadio: But several of those | interviewed don't...
MANUEL SKIRL: Yeah, of course. There’s also not just black
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and white. There's this big, big area of fading.

Enrico Bonadio: Yes, nuances.

MANUEL SKIRL: A lot of people are in between. | just found
it ridiculous that somebody would tag ACAB [i.e., All Cops
Are Bastards] everywhere and then call the police if they
had any problems. You should make up your mind.

< Laughter >

Enrico Bonadio: So if McDonald steals a nice ACAB graffiti,
you find it contradictory if the very same writer asks the...

MANUEL SKIRL: Asks the law, asks the government and the
structure he’s actually...maybe not when he’s just against
the police, but when you write “Fuck the law”. McDonald’s
will copy that “Fuck the law”, but...

Enrico Bonadio: That’s free speech.

MANUEL SKIRL: Of course, it's free speech, but it’s
contradictory if you ask the law to help you get money if
McDonald’s prints it in their restaurant. | think that’s pretty
obvious, no? Maybe I’'m alone here.

Enrico Bonadio: But there are different opinions in the sub-
culture.

MANUEL SKIRL: Yeah, of course. Some people are lucky,
some...

Enrico Bonadio: No, several highlighted exactly that.
Others say: No, it's free speech. | want to be protected
anyway. | can say whatever | want in my mural.

MANUEL SKIRL: | think people are getting very creative,
especially when it’s about getting money.

Enrico Bonadio: There is another contradiction that has
been highlighted. They objected to my argument. “You
are not part of the establishment. You take action against
McDonald’s because you don't want your mural to be
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associated with the cheeseburger, but then you negotiate
and settle a $ 40,000 settlement fee”. Is this contradictory
again?

MANUEL SKIRL: Yeah, | think so.

Enrico Bonadio: So you should not get any?

MANUEL SKIRL: If you write a declaration that you don’t
want to get connected to a specific product or certain
company unless you get € 40,000, that’s pretty... It’s your
right, of course. And also, | understand it, but...

Enrico Bonadio: They use your creation.

MANUEL SKIRL: | don’t want you to use it because | don’t
want to be associated with it unless | get this amount of
money? Again, | feel it, but it doesn’t make sense. You want
to be associated with it if you get paid enough, or you don’t
want to be associated with it.

Enrico Bonadio: So basically, another objection that has
been made is if copyright enters and penetrates these
subcultures, these artistic movements get corrupted.
So copyright is capable of corrupting or making these
subcultures not subversive anymore. | disagree. In my
opinion, copyright is not just a capitalistic tool in the hands
of greedy corporations. Itis also that, of course, because you
use copyright to make money, right? Because it'sa monopoly
and you can license it; it’s a way to extract economic profits
from your creation, and many do. Many famous street
artists do. They become rich. They do merchandise. But
it’s not just that. Copyright also allows street artists and
graffiti writers to keep control over their art. For example, |
interviewed STIK in London. He does these stick figures. He
made and agreement with charities, such as NHS, LGBTQ
organisations, and homeless organisations, allowing them
to use the stickman man for these social purposes. In return
for no money, just covering the expenses. And he can do so
because of copyright. So basically, he showed me the rule
for using the stickman in our interview. If you want to use
the stickman, you need to use yellow or white colour in the
background. The lines should not be thicker than two or five
centimetres. He'’s able to regulate the use of his creation by
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these charities. But he can do that because of copyright; the
copyright architecture gives him the possibility.

MANUEL SKIRL: Yeah. But he also needs to enforce it.
Every time somebody uses it, he needs to recognise it. |
want to paint paintings. If this STIK wants to go to court
daily, it's his thing. It’s fascinating, but | don’t know if thisis a
nice way to spend your day.

Enrico Bonadio: If a political party you don't like starts
using your creation, you'll be annoyed, right?

MANUEL SKIRL: Yeah, of course.

Enrico Bonadio: So, the only way to react is to rely on
copyright. Without copyright, that political party you hate
might continue to do that.

MANUEL SKIRL: Yeah. | also think that’s happened already.

Enrico Bonadio: There was a case in France decided at
the beginning of 2021 where COMBO, a French artist,
complained against Jean-Luc Mélenchon, the far-left
candidate of the French presidential elections in 2017.
Mélenchon used one of COMBQO’s murals in one of his
videos without permission. COMBO started legal action
against Mélenchon and his party for illegally using his
mural and for violating the moral right of integrity. He lost
the case also because the judge said: “Look, this was used
by a political party, which is not very far from your own
idea”. So, it's not completely opposite to your beliefs. But
apart from that, you can see that he took action because
he didn’'t want his artwork to be used by any political party
without his permission. No matter right or left. It was not
a matter of much money. He didn’t ask for money. It was
more a matter of principle. “If you politicians use my mural
in your promotional videos, in your political campaigns, you
need to ask me for permission. You can’t do that without
permission”.

FUNKY: Can | ask something?

Enrico Bonadio: Yes, sure.
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FUNKY: Is it right when you give your murals or your
graffiti pieces, or similar, on Instagram, Facebook or Google,
users have the right to use it for themselves or for other
organisations? Is this right?

Enrico Bonadio: No. You can’t use them.

FUNKY: Because | had that a few times, and | couldn’t
believe this because this is my work. Someone is using it
even for money.

Enrico Bonadio: Sometimes, for money, there is commercial
exploitation, and you can stop that. You cannot prevent
private users who use it, for example, for teaching purposes
or research.

FUNKY: | think this is okay. For education, it’s totally okay.
But for example, someone is printing my stencil or my idea
on a shirt. They are selling it. | saw it in shops like Primark
or H&M.

Enrico Bonadio: Your own artwork?

FUNKY: Not mine, but others. | mean, this has not
specifically something to do with graffiti. These are logos of
Disney or other good cartoons sold by New Yorker or H&M.
And this is something where | ask myself: “How could it be
possible for a shop to have rights to these cartoons?” | don’t
know how to explain it.

Geert Verhoeven: Let’s say, for instance, that when our
project INDIGO ends, we would select the nicest pieces
that were documented in the past few years, and we create
a book out of this, and we would sell this on Amazon, for
example. How would this work? Would we also have to give
royalties to all the guys that created the works?

Enrico Bonadio: No, it is safe to ask for permission to be
published in the book. | know it won't be easy because
you need to trace them. And a book may contain many
pictures. So when | worked on that photographic book
you mentioned before [Bonadio, E. (2020). Protecting Art
in the Street: A Guide to Copyright in Street Art and Graffiti.
Dokument Press.]. It's a small one but contains lots of
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photographs. Photographs that have been given to me
by artists and other people. It took me a while to get the
authorisation of the artists and the photographer. Because
here you have two copyrights. You have one copyright over
the original mural and another independent copyright over
the photograph, which belongs to a photographer. So, you
need two copyrights. Two concepts.

MANUEL SKIRL: And when we talk about the copyright
of every single tag on Donaukanal, you can easily take a
picture with a dozen different artists.

Enrico Bonadio: It takes ages to clear the rights.

MANUEL SKIRL: It's impossible.

Enrico Bonadio: It took me a while. So, there is a rule in
many copyright laws which says that if you do a diligent
search to find out the copyright owner, but you cannot
trace him or her, you can still use it. You can use it by
saying “unknown artist”. And in two or three pictures, |
have written “unknown artist” because | took a picture in
Havana. There was a mural with a copyright symbol. | took it
and put “unknown artists”, but | tried to make a reasonable
and diligent search, but | couldn’t find the artist.

Liljana Radosevic: Now that we talked about books, | have
one question about legal structures in different countries.
| come from Serbia, from the organisation Street Art
Belgrade, and in 2016, our first book was published. In
this book, there were, of course, some artworks by artists
from different places. I'm going to name just one. We had
a little issue with a French artist, REMED, who did one
beautiful mural in Belgrade. It was done for the Belgrade
Summer Festival. So, he was invited by the festival, and
the festival basically paid for the artwork. When the book
was published, my colleagues tagged REMED and told him:
“your artwork is in our book”. And according to our Serbian
law, everything in public space can be photographed, and
you don’t need to ask permission for it. So, of course, we,
as human beings, recognise that if you have an artist, you
should negotiate with him, but this wasn't really possible
at the time. | think we also had a different mindset that we
didn’t think about it because no artist in Serbia and Belgrade
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asked for these things because our legal system is different,
our structure is different, and our community is so small
that we all know each other. Basically, you don’t need signed
permission. You just call somebody and ask: “Hey, is it okay
if we publish?”. And he will say: “Yeah, sure, no problem.”

Enrico Bonadio: Yeah, that’s fine.
Liljana Radosevi¢: So, we are used to that, but we didn’t
have a phone number.

Enrico Bonadio: An email is better than a call.

Liljana Radosevic: Yeah, of course. But as I'm saying, our
mindset is slightly different, and of course, there was no
bad intention. The book we sell costs more to publish and
print than the revenue we get from it. But the point is
that | do understand REMED'’s point of view. He was very
disappointed that we didn't contact him, but on the other
hand, legally, we had no need to do it from the point of view
of Serbian law. So Serbian law says that the mural belongs
to the summer festival. Our colleague took the photograph.
So, it was his photograph. The book is the way it is; it’s not
something that you can actually make money from. You
don’t need to ask for these things. Now we are preparing
a new book, and we are trying to get in touch early with
everybody present in the book. But | just wanted to say
that you have these two legal systems. Okay, Serbia is a
European country, but we are not in the EU. So our laws and
our systems function differently than in the EU. Then you
have this clash of two worlds where, without bad intentions,
you can still do something that can make artists mad.

Enrico Bonadio: Probably in Serbia, you have the freedom
of panorama exception. The freedom of panorama
exception is an exception to copyright, where works placed
in public spaces can be reproduced without permission.
So you don't violate economic rights if you don’t ask for
permission. However, you still are required to acknowledge
the ownership as long as you are aware of that.

Liljana Radosevic: Yeah, of course, we added the name and

date of production and that we have no authorship of the
particular artwork.
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Enrico Bonadio: But in the European Union, this is not
harmonised. We don’'t have an EU law on freedom of
panorama. So different countries adopt different solutions.
The UK has the freedom of panorama just for sculptures
and works of architecture. So in the UK, you can take
pictures and publish pictures of sculptures and buildings,
but not murals. | don’t know why there is this discrimination.
Probably it’s because back in the days, decades ago, most
artworks out there were sculptures, statues, or buildings,
not paintings. But now, this discrimination doesn't make
sense anymore because there are more paintings than
sculptures out there.

MANUEL SKIRL: Is this law maybe just for recreating
cityscapes or so? We have a lot of things, like souvenirs or
other products, that people identify with a place where
architecture and statues play a really big role. But | think
they are also much more permanent than murals, no?

Enrico Bonadio: Yeah.

MANUEL SKIRL: Also, the most famous buildings and
sculptures are the most well-known artworks in the world,
actually.

Enrico Bonadio: Exactly. These laws were devised decades
ago when the cityscape was different.

MANUEL SKIRL: And murals were only made for
propaganda and stuff like that.

Enrico Bonadio: Yes, also.

Geert Verhoeven: | would like to ask the three graffiti
writers here: if we would bring out a book in a year or
two and use photographs of your work. Would you feel
exploited or not?

DEADBEAT HERO: | would sue you <ironically>.

< Laughter >

MANUEL SKIRL: Personally, | just care if the photo is well
done. And if it's from a stage where the artwork is still like
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| wanted it to be. Long story short, | always appreciate it
when people ask me for my photo because | have a good
photograph most of the time before it got destroyed. No
offence to anybody, but many, many people who are not
in the scene tend to take photos from artwork that | am
not happy with; and most of my fellow artists are also not
happy with. For example, stuff is cut off, the photo is taken
from a strange angle, and there’s maybe a trash bin or some
movable object in front of it where you think: Hey, you could
have just pushed it away!

Enrico Bonadio: So you don'’t like those photos?

MANUEL SKIRL: | don'’t like those photos.

Enrico Bonadio: You would like to stop the use of those
photos?

MANUEL SKIRL: No, | would just prefer the use of my
photos instead of those photos. | don't want to stop
anybody or tell anybody what to do. | would just prefer to
see my photo there, speaking from my heart.

Enrico Bonadio: Yeah. But copyright can help you. That’s
the point.

MANUEL SKIRL: Yeah, of course. But | don’t have the
power for this. | want to use all my heart and blood to create
artwork. That’s fulfilling me much more. That’s why | never
went in this direction. | opened many of these publications.
Some of them are great. Some of them are medium. Some
of them are not really satisfying. But then | just close it and
forget about it.

Geert Verhoeven: Let’s say | have a photograph, and | see
this is by MANUEL SKIRL, but | don't know who he or she is
and whom | should contact.

MANUEL SKIRL: 99% of the people are really easy to
find on social media, no? And if not, you can maybe find or
talk to somebody who is close or from the same city. And
if somebody understands that you have good intentions
and you're not a police officer who is trying to investigate
somebody, then you will always get a contact or at least
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somebody who tells you: talk to this person. Then you get
permission, pretty unofficial, handshake quality, but still
better than nothing.

DEADBEAT HERO: Yeah. Especially with quality artwork,
you can find it 95% of the time through Instagram. Just type
in the name. If you can’t find the Instagram handle, just type
in the hashtag “graffiti” or “street art”, and in whatever city
or country you found the artwork, you can usually find it. |
do that also every time | go to a new city. | type in “street art
Malaysia”, for example, and look at all the artists who are
active there and the top-quality ones you will find easily.

Geert Verhoeven: So you would feel annoyed if | would use
photographs of your work, and then we would have them
published.

DEADBEAT HERO: Into a book?

Geert Verhoeven: Yeah.

DEADBEAT HERO: | would like a copy of the book

< Laughter >

Enrico Bonadio: For free.

DEADBEAT HERO: Yeah, exactly. | would just like to be
recognised. | have a good little library of books with my
artworks featured. And | just like to have that for me. For
me, this is cool to have. And also, the point with the photos
is good because that happens often. It’s not a publication;
many times, it’s Instagram, or people tag me with my
artwork, which is nice. But when somebody’s already
crossed it with some stuff, | don’t feel inclined to share or
acknowledge it too much.

Sven Niemann: | think we talked about the quality of
pictures, but | think the time of release is also very
important. Because some of the crews want to release it
first because it loses value if it’s not released first. In my
hometown Bielefeld, there was some struggle between the
spotter scene and the graffiti scene because everyone was
taking photos of newly graffiti-covered trains and a friend
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of mine released a photograph of a famous train before the
crew could release it, and he got problems. So it’s not only
the quality of the picture but also the timing of the release.

MANUEL SKIRL: Yeah, it's the exclusivity. But | also think
that’s ridiculous. If you send a train into a station and are
angry with people taking pictures. | don’t know what these
people are thinking.

Sven Niemann: Maybe one example, the book from MOSES
and TAPS, | think most of you know it [MOSES, & TAPS
(2020). Graffiti Avantgarde. Mainaschaff: Publikat]. There
was a comment that said, | think, “copyright MOSES and
TAPS” and that Norbert...

MANUEL SKIRL: Norbert Siegl took a picture of it and said,
“thank you, next time, please also write Grdffiti Europa Org”
or something. You could tell that he wasn’t even reading it.
But there you see only the positive web reaching you. That’s
also good, | guess.

Sven Niemann: Yes, there’s a lively discussion between
spotters and the graffiti scene, which is very interesting.
And maybe to add another point: we also analysed a lot of
pieces from the eighties and the nineties in Germany, and
a lot of sprayers used this copyright sign (©) and sprayed
it next to their pieces already in the eighties. So there was
an awareness of copyright in the scene itself. So it’s very
interesting. They're spraying this copyright sign and saying:
“no, this is my piece”.

MANUEL SKIRL: Don’t you think it was more about the
name?

Sven Niemann: Yeah, maybe the name too, but | also think
next to the pieces, it said: “copyright” or “copyright by” and

soon. | think this is very interesting too.

MANUEL SKIRL: But now that you say it, this really
appeared very often. Also, next to the signature or the tag.

Enrico Bonadio: That was not uncommon in New York in
the seventies, also Jean-Michel Basquiat and Al-Diaz. They
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invented “SAMO®”, which means like “the same old shit”,
also with the copyright symbol. | interviewed Al-Diaz in
Brooklyn. He told me that Jean-Michel Basquiat and himself
chose to put the © to make a statement, right? It’s our stuff.
Of course, they didn't take legal action against anyone.
But there was already, at that time, a specific sentiment of
ownership. Al Diaz told me: “That’s our tag. SAMOQ, it’s ours,
and we put a copyright symbol”. And now Al-Diaz and the
Basquiat foundation have litigated over atrademark SAMO.
The Basquiat foundation filed the trademark application in
the US on SAMO, and Al-Diaz opposed it. So they litigated
over the exclusive use of the tags for reproducing them on
shirts and other fashion products. Now it’s okay; copyright
has already even entered these subcultures. Also, back
in the day, in New York in the seventies, you can see this
corporate symbol, for example, by Tracy in its wild-style
pieces.

Chiara Ricci: | can tell you about some issues from Torino in
Italy. We had a project mostly about street art,and we had a
digital archive. So we were not selling anything, just putting
together documentation. And we tried to contact all the
artists involved. | mean, we were using the pictures of their
artworks, and with most of them, it was easy, and with some
of them, it was difficult because there were sometimes two
or more artists for a piece. And one of them replied to us,
but the other one never replied. So we said: okay, what can
we do? What should we do? We have one permission, but
we missed the other. And then | realised we are within a
festival. So we also had to contact the festival organisation.
And then, sometimes these spaces were made into public
spaces, but it was the outdoor wall of the public school.
Then we have to contact the school. So at one point, we
were overwhelmed by these legal parts. | mean, we decided
to select just the simple cases because in other cases, we
say, okay, no more, and we were not selling anything. So
sometimes these are the problems. | can recognise the
principle, and | agree, but then sometimes you crash on
practical issues like that. And also, | don't know the best
practice in this case. For example, we have a mural from a
girl who is unfortunately dead, so what should you doin that
case? Such an old mural is not part of the Italian protection
law of cultural heritage, and as said, | don’t have anyone to
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talk to. So | don’t know, for example, this was another issue.
Finally, we didn’t put this piece in the archive because we
didn’t know how to behave.

Enrico Bonadio: In that case, you need to contact the
successor in title.

Chiara Ricci: Sometimes, finding the artist is just a little bit
difficult.

Enrico Bonadio: Copyright lasts until 70 years after the
death of the creator. Usually, it’s passed on to children or a
wife or husband. So you need to contact the family.

Chiara Ricci: Yeah. But it’s not easy to find a family. So those
are some cases we struggled with. | can understand the
difference if you are a car-selling company or McDonald’s.
Still, in Torino, for example, we have street art tours. There
is agirl who's part of the graffiti scene, and she used to make
graffiti. She has a lot of friends within the graffiti scene,
and she’s doing graffiti tours. So, in that case, you suppose
that she’s keeping the original meaning of the artwork, but
now those tours are becoming mainstream. So other little
companies start organising tours. And you cannot be one
hundred per cent sure that the original meaning is kept. |
caninterpret artwork in the street, in a public space and say,
during my guided tour, something that was not the original
thought of the artist. So that’s difficult.

DEADBEAT HERO: That’s smart what you did. Trying to
contact all the artists is really good. And if you can’t contact
them, don’t publish it. If somebody wants their artwork to
be recognised, they’re going to put their name there, be
visible for people to be able to contact, but if it's not there
and you can't contact them, then they probably don’t want
to be. Soit’s smart what you did.

MANUEL SKIRL: It depends. It can also be removed when
it’s a little bit older. Due to the weather or by other people.

DEADBEAT HERO: Yeah, it could be covered.

MANUEL SKIRL: | don't like my signature, so | put it super,
super small and then maybe you couldn’t even find it.
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DEADBEAT HERO: And other pieces of yours had your
signature, so one can say this is the same artist. It’s just
like any other creation, like music, for example. If you can’t
contact a musician to put their song in your video, then
you're not going to put the song in the video. It’s kind of
common sense.

MANUEL SKIRL: Be safe.

DEADBEAT HERO: Yeah. Be safe because there are so
many different personalities. And, of course, there will be
other people who will have different opinions about that.
And as far as the tour guide goes, | don’t think it matters so
much. | toured for a little bit. | was also the tour guy for a
little wall to make some extra money on the side. And | can’t
even explain half of the stuff. So you can make up whatever
you want. And these people will just be happy.

< Laughter >

Chiara Ricci: | suppose as an artist, you might not want that
everyone can just do this?

MANUEL SKIRL: It’s the same thing with any artwork.

Chiara Ricci: Sometimes, it's not just one meaning.

DEADBEAT HERO: A lot of artists that | spoke to on my
podcast don’t go into it with meaning. They produce it, and
they don’'t want to explain it.

Liljana Radosevic¢: Yeah. | have two comments. So in 50
years, many things have changed. We do try to talk about
the origins. We do try to talk about this original culture
that started in New York in the seventies, how they were
functioning and what they were doing, and how it was
possible or impossible for them to do their art. This has
changed. There are some laws, and there are still some
similarities, but in 2020, we experienced so many different
social changes and different mindsets changes that we
can't still be working from this premise of the seventies. So
| think when we talk about copyright issues, | think this is a
hot thing. This also plagues other art forms, not only graffiti
and street art. And if it’s like part of the general society, we
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should reconsider these issues in graffiti street art because
artists that grew up after 2000 have that mindset. And it’s
totally normal to consider these things from today’s point
of view. So this was my first comment. Basically, going back
to temporality. Everything changes, evolves, and is different
from 20 years ago. Even though we still have the same good
things that connect us to this original culture from the
1970s.

And on the tour guide issues. So I’'m an art historian, and I've
been researching graffiti and street art since 2000. When |
started doing street art tours, it was actually to support my
research. It wasn't really to make money, but it was more
like, | need to do these tours anyways. So while walking
around the city, let’s take other people and educate them
a little bit. | think, for me, the main issue was the morality
around it. For me, if | don't know something, | don't talk
about it. And if people ask me: “oh, so what about this?” |
just say, “l don’'t know”. It’s okay to say that you don’t know
something and that you can’t be in the mind of every single
person that does something in the street. But at the same
time, | do understand that it's maybe not really nice for
anybody just to go out and say, “Okay, I'm going give you
a street art tour”, and then walk around twenty clueless
people and tell them some bullshit about the local scene
and the local artist. | think there has to be this moral and
ethical standard that you can’t do a thing that you don’t
know anything about.

[.]

This section was initially part of discussion session 1 [see Merril
et al. in this volume]. Still, it fits better with these statements
from discussion session 2.

Alexander Watzinger: My first contact with the scene in
Vienna was around the eighties, nineties, and it was a pure,
almost outlaw scene. It was forbidden everywhere. But
nowadays, some artists are getting a lot of money to cover
buildings or things. Your personal opinion would interest
me. How is this for you? Is this like, okay, they made it or is it
more like, they are selling out? What is your opinion?

JANER ONE: It’s a different perspective for everyone. You
would get diverse opinions on this question. My personal
opinion is: it's awesome! If you can do it, you can still do
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both, right? It doesn’t mean that you can't still bond if you
are getting money. That’s something a lot of people don’t
keep in mind.

Alexander Watzinger: It doesn’t destroy the act?

JANER ONE: A lot of people would say so. For me, no.
| think it’s also, how can | say, fair game. It is natural that
other people, who don’t want them to do [commissioned]
stuff like this, cover it by just writing something over it.
Very simplistic. But yeah, | think it’s fair game. | think it’s
the other side of the coin that shouldn’t be dismissed, in my
opinion. Yeah. | think it’s good.

[.]

Donaukanal Graffiti IGNORES the Origins

It seems that graffiti created outside the Wienerwand (a
collective of all legal graffiti walls in Vienna) are tolerated to a
large extent, which removes much of the voluntary risk-taking
and hide-and-run-from-the-police approach that characterised
their modern American roots. Therefore, is it correct to say
that Donaukanal graffiti lost their roots, their critical edge? If
creating graffiti is no longer a high-risk pursuit that teases out
the boundaries between legal and criminal behaviour, can it still
be considered graffiti? Does this relative tolerance explain the
number of new graffiti daily appearing around the Donaukanal?

Geert Verhoeven: It started in the 1960s and 1970s as a
highly illegal activity in Philadelphia and New York. And
when | see graffiti creators on YouTube, for example, they
are always masked and ready to flee from the police. And
sometimes, when walking along the Donaukanal, people are
there with beer and food. it’s almost like a barbecue party.
And | wonder if you don’t really have to run from the cops,
maybe then you just get a fine? But very often, it seems you
don’'t get afine. Does this change the way you create graffiti?
Would you quicker start with a big piece because you know
“Okay, | have a few hours”? And if the police come by, they
might say you should go away, but then you still have an
hour to finish the piece. Does this change the way you make
graffiti? The way that cops are going about it here?

MANUEL SKIRL: | have a lot to say about this. First, | think
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it’s all about body language, especially in Austria. On the
Donaukanal, there are a lot of places which are officially
legal. You can search for those on the internet, but most
of the walls would actually be also heritage-protected
because some of the stuff is by Otto Wagner, a really
famous architect. Most of the walls are technically illegal,
but everybody in the scene or most people in the scene
know that the police are not very highly educated about
where these areas start and where they stop. And they are
also not encouraged obviously to learn this and to enforce
this. So they would only investigate if somebody calls them
to check on you. That means it’s up to the people or up to
everybody’s view to judge if what you are doing is right or
not. And then we get to the beers, to the speakers, to a lot
of things on the floor, which just makes what you are doing
look like you are not prepared to run away from the police,
right? So to create this image in an area where you actually
should hurry up, that approach works much better along
the Donaukanal during the day. People learn that when you
stand there with two spray cans, and you paint very fast
and look around super nervously, people will of course call
the police. But if you stand at the same spot with brushes
and music and your friends are sitting around barbecuing,
people are like, “That’s legit, of course”. And especially in
Austria where people wouldn’t interfere or tell you what
you do wrong. If they are not 100% sure about it, they
would just walk by saying “Hi!”. And that’s it.

Enrico Bonadio: Even better to wear a yellow vest. Trying
to pretend that you are cleaning.

MANUEL SKIRL: Exactly, something like this. Vienna is a
city where you can do this everywhere. People wouldn’t
question what you're doing if your body language and
whatever around you looks like you were working
legitimately. | can tell this from many experiences.

Geert Verhoeven: So that’s maybe also why many people,
even from Vienna, think that a lot of it is legal.

MANUEL SKIRL: Of course. Yeah, of course.

Christine Koblitz: But this is a speciality of the Donaukanal.
MANUEL SKIRL: Yes. But we also figured out it could be the
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same elsewhere on a nice Sunday or Saturday afternoon.
There are a few things in several districts. | would say it’s a
little bit easier because the people there are more like left-
minded, progressive people, if | can say it like that. Also, Italy
is an amazing place for this. People would even appreciate
what you are doing, while in northern Germany, they would
call the police on you and question whatever you're doing.
In the south of Italy, you would get a plate of fantastic food.
Yeah.

< Laughter >

There’s a wide variety between how people and how the
public are reacting to this. And | think wherever graffiti
happens, the mentality, the vibes from a country, and the
political situation all influence it.

Liljana Radosevi¢: Yeah. But there are also areas, for
example, if you're painting trains, this is also an area, even
in Vienna, where you expect to run.

MANUEL SKIRL: Yeah. But also, 99% of the people who
would find you and see you working there know exactly
what is cool and what is not. So if we compare a train yard to
astreet, then the bypassers do not really know what you're
doing or if you have permission from the shop owner or
whatever, but the person who works in the train yard, such
as mechanics, they know exactly that you're not supposed
to spray paint on that train

Sven Niemann: Sometimes it’s simple mathematics, so it is
possible to measure the difference between street pieces
and hall of fame pieces. With our knowledge graph, it was
possible to compare the number of style elements. So |
think in hall-of-fame pieces, the number is about 5.81 style
elements such as outlines, fill-ins and so on. And in street
pieces, it was, | think, 3.56. So it is possible to measure
the difference in complexity. Of course, if you have the
whole day to spray a piece, you have more time to make
more complex things. It’s simple mathematics, and you can
measure it. Another common strategy is to have a legal
name. In Paderborn, every artist has a legal name. So in
Paderborn, they even use their proper name. So we have
Volker and Norbert; of course, they have another illegal
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name that no one knows. So this is a strategy.

MANUEL SKIRL: You're talking about Volker der Goldene
Reiter?

Sven Niemann: Yeah. Good guy. He is a good guy, a good
friend. He's supporting our project by reading graffiti, and
we give him pizza and beer. So he’s fine. But he wants my
job <laughs> because you're not getting paid for painting
graffiti all day. But | can’t take his job because | can’t spray.

< Laughter >

[.]

DEADBEAT HERO: Regarding the statement “graffiti
ignores its origins”, | also think of it in the aspect of
skateboarding. So if the Donaukanal graffiti ignores the
origins of graffiti, then | guess skate parks ignore the origins
of skateboarding in a way. So it’s not that it’s ignoring it.
It’s just giving you a chance to do it in a setting with your
friends and not have to worry about running from the
police. It's more of a social thing, at least for me. If | have
somebody coming from another country and we want to go
paint something, it’s easy, cheesy, have a beer, not thinking
it's gonna stay, you know, a week after we painted it. It’s not
ignoring anything. It’s just a, just a way for us to...

MANUEL SKIRL: It's developing a new field.

DEADBEAT HERO: Yeah.

MANUEL SKIRL: Taking something somewhere else and
just adapting to the area. When painting in public spaces,
talking for myself, | always adapt to the situation. | turn
around and see, “Okay, how much time will | have here, or
is it going to start to rain? Are people going to be mad?”
That's all the factors that make the graffiti in the end. And
| think it reads here [the statement] that graffiti is a person
or something. But of course, the whole scene or the whole
development of what is getting done by the scene is always
adaptingtothefactorsaroundit.So | don’t thinkit’s ignoring
anything, but just...
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DEADBEAT HERO: Yeah. Graffiti is always going to be
there. If you want to do it illegally and run from the police,
you can always do that.

Geert Verhoeven: But would you agree that the setting
along the Donaukanal makes it less socio-political critical
than maybe in other places in the city?

MANUEL SKIRL: No, maybe even more. | see the most
political graffiti in Vienna at the Donaukanal because these
people find a platform there to make their messages. They
can take a lot of time. We don’t have so much political
graffiti on the street. | don’t know why. Is it getting removed
very fast, or are people not even doing it? But | would say
it even encourages people to go there [the Donaukanal]
and make very big “refugees welcome” or whatever. Also,
when we had these terror attacks, they would black out
big parts. So there’s a lot of reaction to political happenings
and political statements. Antifa wall, for example. And it’s
cool that it brings a little variety to the hip-hop stuff and the
other stuff.

MANUEL SKIRL: | have to say sorry, but | must leave for my
next date. It was really nice talking to you, and thanks for
the coffee.

<MANUEL SKIRL leaves >

Geert Verhoeven: We can wrap it up here because there’s
now a break scheduled. | think these were some challenging
issues, and no discussion is long enough to discuss all the
possible points of view. And there are also many more
interesting legal issues, like how one can tokenise creations,
for example. So we might need another discussion session
at the next conference.
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Abstract

Graffiti are studied by, amongst many others, archaeologists, sociologists, (art) historians, linguists, ethnographers, architects,
anthropologists, librarian scientists, geographers, criminologists, conservators, lawyers and architects. Although most of
these professions rely on a digital representation of graffiti at a particular stage of their research, there has been strikingly
little attention to how graffiti can effectively be monitored and digitally documented. And this is precisely one of the gaps
that the heritage science project INDIGO is trying to fill. Through collaboration between geomatics, photography, data
management and graffiti specialists, INDIGO aims to develop technical and logistical solutions that facilitate the systematic
documentation, monitoring, and analysis of extensive graffiti-scapes. This paper focuses on the graffiti-discovering and data
acquisition strategies INDIGO has been applying during its first project year. At the same time, the text explores new avenues

for improving the existing approaches.
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1. Introduction

“Keep a look out for the Roman and later vandal! Most
such marks should be individually photographed”
(Museum of London Archaeology Service, 1994, p. 63).
This 30-year-old archaeological advice for documenting
ancient graffiti might seem a bit basic nowadays. Still, its
consistent application to contemporary graffiti would be a
big step forward in many cases. Despite the steady rise of
academic interest in modern graffiti (Ross et al., 2017), the
scholarly community has largely ignored the technicalities
of inventorying this omnipresent urban chameleon skin.
Most monitoring and recording of contemporary graffiti is
typically done in a low-tech manner, usually solely through
casual snapshot photographs. Often, such documentation
records even miss primary data like a graffito’s dimensions
(Novak, 2014).

This attitude seems odd, knowing that a significant amount
of our legacy to future generations relies on proper digital
documentation. Whether one can assign something a
‘legacy’ emblem already in the present might be debatable.
Still, if one considers contemporary graffiti to be cultural
heritage or worth analysing (which, again, a growing
number of the scientific community does), it is time to lift
their inventorying above the casual picture-taking. This
opinion was also voiced in the past by de la Iglesia (2015),
Holler (2014) and Novak (2014, 2015). In addition, the
authors of this paper argue that especially their ephemeral
character makes documenting and monitoring graffiti
worthwhile from an academic and heritage point of view.

Pushing the boundaries of the status quo in inventorying

and understanding extensive graffiti-scapes is a major
goal of project INDIGO (IN-ventory and Disseminate

63



document | archive | disseminate graffiti-scapes

G-raffiti along the d-O-naukanal). This two-year project,
which launched in September 2021 through funding of
the Heritage Science Austrian programme of the Austrian
Academy of Sciences (OAW), aims to build the basis to
systematically document, monitor, disseminate, and
analyse a large part of the graffiti-scape along Vienna’s
central water channel Donaukanal (Eng. Danube Canal) in
the next decade. INDIGO’s goals and the project’s research
structure were detailed in Verhoeven et al. (2022), so this
paper will rely on the more graphical overview presented in
Figure 1. The ‘inventorying’ part of INDIGO is divided into
two goals (i.e., ‘document’ and ‘archive’ all new graffiti) and
covered by three different research pillars: the ‘acquisition’
of all relevant graffiti-related data, their ‘processing’ and
long-term ‘management’.

This paper almost exclusively focuses on data acquisition,

with a minor coverage of data processing. Four subsequent

articlesinthisvolumecoverthe processingand management
aspects in more detail:

*  The contributions by Molada-Tebar & Verhoeven

and Wild et al. focus on the colourimetric

and geometric processing of the acquired
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photographs, respectively.

e Schlegel et al. (on the INDIGO thesaurus) and
Richards et al. (on INDIGO’s ontology and
database) cover mainly the management pillar.
However, their papers still have relevance for the
processing part regarding how photographs will
get tagged with metadata.

To tackle the long-term preservation challenges of the
project’s digital data, INDIGO has partnered with the
CoreTrustSeal-certified repository ARCHE (A Resource
Centre for the HumanitiEs; https://arche.acdh.oeaw.
ac.at). These proceedings do not cover ARCHE, but
Trognitz and Durdo (2018) do. The combination of all
these papers indicates how INDIGO wants to provide
answers to technical graffiti inventorying issues. In that
sense, INDIGO’s documentation tools and approaches
aid in navigating “the ongoing methodological challenges
associated with the study of graffiti and street art” (Ross et
al., 2017, p. 415).

The remainder of this paper will first introd