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FORORD FOREWORD

En sommardag for ett dr sedan, precis nir arbetet
med den hir boken tog sin borjan, hade en grupp
minniskor samlats pd Dalagatan i centrala Stock-
holm. De pekade mot ndgonting, och flera av dem
tog bilder med sina mobiltelefoner.

RivningenavSabbatsbergs gamlakvinnosjukhus
hade nyligen pabérjats. Gruppen stod intill bygg-
arbetsplatsen. Jag undrade vad de tittade pd och
gick ndrmare.

Hogst uppe pa det halvtraserade husets solblekta
fasad hade gatukonstniren Akay stillt fragan: Ar
din tid ocksd forbi?

KONSTVERKET UTSTRALADE en slags urban me-
lankoli, och vickte intresse pd grund av att det
kommunicerade med sin omgivning. Utan att ge
ndgra svar uppmarksammade det stadsborna pa
en pigdende forindring. Och rorde sig darmed
pé den vagt politiska arena som samlar mycket av
svensk gatukonst. En arena dar den konstnirliga
aktiviteten blir en del av en samhillelig dialog. En
allvarsam lek dir olovliga konstaktioner bryter sa-
vil stadens planerade symmetri som tystnaden i
debatten.

MEN SVERIGES GATUKONST later sig inte sam-
manfattas av ett enda verk. Den mdngfald av ut-
trycksformer som utovas av konstnirerna ar sla-
ende.

Den hir boken forsoker finga nagot av detta.
Ambitionen har inte varit att ge en rittvis bild

One summers day a year ago, as work on this book
was commencing, a group of people had gathered
on Dalagatan in central Stockholm. They were
pointing at something, and many of them were
taking pictures with their mobile phones. The de-
molition of the old Sabbatsberg Women’s Hospital
had recently begun. The group was standing next
to the site. I wondered what they were looking at,
and moved closer.

On top of the half-demolished building’s sun-
bleached facade, street artist Akay had asked the
question: Has your time come, too?

THE WORK EXUDED a kind of urban melancholy,
and awoke interest owing to the fact that it com-
municated with its surroundings. Without offering
answers, it brought an ongoing transformation to
the attention of the city dwellers. Thereby, it moved
in the vaguely political arena that comprises much
of Swedish street art, an arena in which artistic
activity becomes part of a societal dialogue. A
serious game in which unauthorised art action
breaks both the planned symmetry of the city and
the silence in the debate.

BUT SWEDISH STREET ART cannot be summarised
in one work. The multitude of forms of expression
practised by the artists is striking.

This book tries to catch something of this phe-
nomenon. Its ambition has not been to offer a
fair image of the work of thirty artists. Rather, it

av trettio konstndrskap. Snarare vill den fungera
som en katalog 6ver en utstillning stadd i stindig
forandring. En guide till det museum som skapas
dir minniskor samlas, och dar det alltid dr fri
entré.

Men den vill ocksd vara en pdminnelse om att
gatukonsten synliggor fragestdllningar som kraver
svar. Stadens allminna utrymmen forsvinner i
samma takt som galleriorna viaxer. Marknadsfo-
ring i det offentliga rummet blir alltmer nirgingen
samtidigt som det bedrivs hirdféra kampanjer mot
olovliga dekorationer av detsamma.

Gatukonsten ifrdgasitter detta. Varje affisch
som klistras, varje betongvigg som fylls med firg,
andas en gemensam fraga: varfor skulle staden inte
kunna vara en lekplats?

DAR DET GAMLA kvinnosjukhuset en ging stod
ska det byggas exklusiva hyresldgenheter. Endast
ett fital kommer att ha rid att bo dir, men idven
denna adress kommer att utsmyckas av stadens
gatukonstnirer.

Augusti 2007, Stockholm
Ivar Andersen

wishes to work as a catalogue of an exhibition that
is in constant flux. A guide book to the museum
that is created wherever people gather, where ad-
mittance is always free.

Butitalso has the ambition to serve asa reminder
thatstreetart brings questions that require answers
to the fore. City public space is disappearing as
shopping malls grow. Marketing of public space is
all the more intrusive as the campaigns against its
unauthorised decoration become harsher.

Street art questions this. Every poster that is
pasted up, every concrete wall filled with paint,
ask a common question: why should the city not
be a playground?

WHERE THE OLD Women’s Hospital used to stand,
exclusive rental apartments are to be built. Only
a very few will be able to afford to live there, but
this address too will be ornamented by the city’s
street artists.

Stockholm, August 2007
Ivar Andersen



GATU-BEDA sTOCKHOLM

Gatu-Beda ir ett konstnirligt projekt som gér ut pa
att undersoka gatukulturen genom konsten och lyfta
kvinnligt hantverk i en mansdominerad ungdoms-
kultur. Men ocksd for att problematisera elitism
inom konstvarlden.

”Det dr avskyvirt att silja sina grejer. Gatukons-
ten dr gratis och till for alla. S4 borde annan konst
ocksa vara”, siger konstnarens attiofemdariga karak-
tiar, Gatu-Beda.

Kring Stockholms monopolgator, Folkungagatan,
Gotgatan, Ringvigen och sa vidare, har hon placerat
ut sm4 vita gipshus.

”Det var ett sitt for mig att lira mig att hitta i
staden och f3 lite kontroll”, siger Gatu-Beda, vars
skapare ursprungligen kommer fran Skane.

En annan del av hennes projekt bestdr av en kort-
film. I filmen sitter Gatu-Beda i sitt vardagsrum och
broderar sitt namn p4 ett stycke tyg. Hon gir ut och
faster det pd en vigg som samtidigt mdlas av graffiti-
malare. Genast bemots hon med respekt och ses som
en 1 gidnget.

Gatu-Bedas skapare har ett nyfiket sitt och talar
lagmailt och forsiktigt, men hennes budskap ar tyd-
ligt: dven gamla damer 4dger ritten till det offentliga
rummet.
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Gatu-Beda is an artistic project that explores street
culture through art and lifts female handiwork to
the fore in a male-dominated youth culture. It also
seeks to highlight the problem of elitism within the
art world.

“It’s detestable to sell your stuff. Street art is free
and for everyone. All other art should be too,” says
the artist’s character, Gatu-Beda, eightyfive years
old.

She has placed small white plaster houses around
the streets of Stockholm that occur in the board
game Monopoly.

“It was a way for me to find my way around town
and get a little control,” says the Gatu-Beda, whos
creator originally hails from Scania.

Another part of her project consists of a short film.
In the film, Gatu-Beda is sitting in her living-room,
embroidering a piece of fabric. She goes out and
hangs it on a wall that is being painted by graffiti
writers. She is immediately met with respect and
treated like one of the gang.

Gatu-Beda’s creator is curious, and speaks in
hushed and careful tones, but her message is clear:
even old ladies have the right of access to public
space.

GUILTYGUILTY sTOoCKHOLM

GuiltyGuilty are old hands in the relatively youthful

P4 den forhdllandevis unga gatukonstscenen dr duon
GuiltyGuilty gamlingar. Akay och Adams kallar de sig
i andra sammanhang. De ir i trettiodrsdldern och
har under tio ar satt upp sina manipulerade 16psedlar.
Med kvillstidningarnas egna ord forvrianger de
budskapen.

Overdrifterna pAminner oss om lopsedlarnas makt
men dr samtidigt en form av underhdllning.

”Humor ar ett otroligt starkt vapen. Om man dver-
driver deras nyheter kommer det kanske till min-
niskors medvetande utan att man behover sidga det
rakt ut”, siger Adams.

Liksom i sina andra projekt vill Adams skapa ny-
fikenhet.

”Det saknas mangfald i den hir galleriastaden. Jag vill
f& manniskor att fundera pa vad som finns bakom.”

Akay vill inte tillmita sin verksamhet alltfor stor
betydelse.

”Det dr svart att gora saker som dr viktiga for
andra. Vi gor ju inte det hir i hopp om att férindra
kvillstidningarnas syn pa sig sjilva.”

Efter tio ars kamp erkidnner sig nu GuiltyGuilty
besegrade.

”Vi héller inte samma kaliber som I6psedelsmakar-
na. Det gir inte att sl dem i absurditet”, sager Adams.

street art scene. They call themselves Akay and
Adams in other situations. They are in their thirties,
and have been putting up their manipulated news
placards for ten years. Using the words of the tabloid
press, they distort the messages.

The exaggerations remind us of the power of tab-
loid headlines, but are also a form of entertainment.

“Humourisavery powerful weapon.Ifyouexagge-
rate their news, it may reach people’s consciousness
without one needing to blurt it out,” says Adams.

As in his other projects, Adams wants to trigger
curiosity. “There’s a lack of diversity in this shop-
ping mall city.  want to get people to ask themselves
what lies behind it.”

Akay does not wish to assign too much impor-
tance to his work.

“It’shard to do things thatare important to others.
After all, we don’t do this in the hope of getting the
tabloid press to change their view of themselves.”

After a decade of struggle, GuiltyGuilty now ad-
mit defeat.

“We’re just not of the same calibre as the headline
writers. You can’t beat their absurdity,” says Adams.
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HE! sTockHOLM

He! har en lekfull relation till sin konst. De sitter upp
affischer for nojets och spanningens skull.

”Man kanner sig lite barnslig igen. Det dr nidstan
som att palla dpplen”, sdger tjugofemarige Dennis.

Jens och Jonas startade He! hosten 2003 och vin-
nerna Johan och Dennis anslot en tid senare.

He ir ryska och betyder ”inte”. Namnvalet grun-
dar sig inte i ndgon protest utan kommer fran en bok
om rysk affischkonst.

“Det var snyggt och enkelt”, sdger Jens, som ar
utbildad till konstnarlig grafiker och i likhet med
sina vdnner arbetar med ett ”trdkigt kontorsjobb”.
Drommen ar att starta eget galleri.

He! inspireras av mangfalden i stider som Bar-
celona och Berlin och vill gora sin stad lite mer liv-
full. Deras elefanter, kaniner, bjornar, silar och kro-
kodiler ar egensinniga. Affischerna dr en mix av col-
lageteknik, grafisk design och genuin tecknargladje.
Vissa dr screentryckta, andra handmadlade.

“Det dr mycket roligare att gora allt for hand. Och
det visar att det ligger kirlek bakom”, siger Johan.
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He! have a playful relationship to their art. They put
up posters for the pleasure and excitement of it.

“You feel a bit childish again. It’s almost like
stealing apples,” says Dennis, twentyfive.

Jens and Jonas formed the group in 2003 and their
friends Johan and Dennis joined shortly after.

He means “not” in Russian. The choice of name
is not based in protest, but comes from a book on
Russian poster art.

“It was good-looking and simple,” says Jens, a
trained graphic designer who, like his friends, works
at a “boring office job”. Their dream is to start a
gallery of their own.

He!areinspired by thediversity of townslike Barce-
lona and Berlin, and want to make their city livelier.
Their elephants, rabbits, bears, seals and crocodiles
are headstrong. The posters are a blend of collage,
graphic design and genuine joy of draughtsmanship.
Some are screen printed, others hand painted.

“It’s much more fun to do everything by hand.
And it shows that there’s a lot of love in it,” says
Johan.

HERR BALLERINA LuND

En kvill satt Herr Ballerina och skissade framfor

tv:n. Nakna, hiriga kvinnor, kroppar i konstiga for-
mer. Snart befolkade de Lunds fasader och vann stor
uppskattning. Men ballerinamalaren fick ocksa upp-
leva att nakenhet fortfarande provocerar.

”Jag kan sitta upp en naken ballerina bredvid fyra
andra grejer. En vecka senare har ndgon minutiost
skrapat bort ballerinan och latit det andra vara kvar.”

Nittondrige Herr Ballerina har ritat sd linge han
kan minnas. Idén till kvinnofigurerna kom fran
hans eget “perverterade huvud”, som han siger. De
ar sprejmdlade, bdde pa fri hand och med hjilp av
schabloner, eller handtecknade pd affischer.

Det borjade med graffiti i hogstadiet. Men han
trottnade pd estetiken och dven om han fortfarande
mélar traditionell graffiti da och da saknar han positiv
feedback.

”Det hidr ger en helt annan respons. Jag var ute
och gick med min pappa som inte har en aning om
att jag gor det hir. Plotsligt sg han en ballerina och
gapskrattade. D3 hade jag lite svart att halla mas-
ken.”

One evening, Herr Ballerina [Mr. Ballerina] sat
sketching in front of the Tv. Naked, hairy women,
bodies in odd shapes. Soon they came to populate
the fagades of Lund and garnered much apprecia-
tion. But the ballerina artist also found that nudity
is still provocative.

“I'might putup anaked ballerina nextto four other
things. Aweek later,someone will have carefully scra-
ped the ballerina away and let the other stuff stay.”

Herr Ballerina, nineteen, has been drawing for as
long as he can remember. The idea for the female
figures came from his own “perverted head”, as he
puts it. They are spray-painted, both freehand and
using stencils, or hand-drawn on posters.

He started with graffiti in secondary school, but
grew tired of its aesthetic, and though he still writes
traditional graffiti now and then, he misses positive
feedback.

“This creates a completely different response. I
was out walking with my father, who has noidea I do
this. Suddenly he saw a ballerina and burst out laugh-
ing. I had a hard time keeping up appearances.”
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KLISTER-PETER sToCKHOLM

Sveriges kanske mest kinde gatukonstnir kallas

Klister-Peter, ir trettiotre ar och studerar pd Konst-
fack. Allaharsetteller horttalas om hans figelholkar
och radjursklistermirken. For att inte tala om Traffic
Island, den oas i form av en rod stuga som han och
Akay placerade ut, mitt i ett hav av motorvigar.

Det har gitt mer dn fem &r sedan Peter satte upp
sittsistarddjursklistermirke pd baksidanaven trafik-
skylt. Manga sitter fortfarande kvar, har blivit en del
av staden. Peter har, precis som Akay, varit en inspi-
rationskilla fér mdnga yngre konstnirer som ocksa
vill ta del av och paverka stadens utformning.

”Rddjuren kanns s naturliga ndr man gir runt
i Stockholm. Man tinker inte ens pa dem. De finns
verkligen bara dir”, siger Nisse frin Mask.

Peter siger att han héller pd med gatukonst for
att det dr roligt. Inga pretentidsa forklaringar, inga
baktankar, inga politiska stillningstaganden. Inga
intervjuer.

Kanske talar hans avancerade omvandling av
stadsmiljon for sig sjalv.
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Klister-Peter [Paste-pot Peter], possibly Sweden’s
most famous street artist, is thirtythree and studies
at the School of Arts. Everyone has heard of or seen
his birds’ nesting-boxes and stickers representing
deer. Not to mention Traffic Island, the oasis in
the form of a red cottage he and Akay placed in the
middle of a sea of motorways.

More than five years have passed since Peter put
up his last deer sticker on the back of a traffic sign.
Many are still up, having become part of the city.
Peter, like Akay, has become a source of inspiration
to many young artists who also want to participate
in shaping the city.

“The deer feel so natural when you walk around
Stockholm. You don’t even think about them.
They’re just there,” says Nisse of Mask.

Peter says he does street art because it is fun. No
pretentious explanations, no ulterior motives, no
political choices. No interviews.

Perhaps his advanced transformation of the urban
environment speaks for itself.

KROPP stockHOLM

Nir Kropp for ett par dr sedan borjade méla sjojung-
fruliknande, flygande kvinnor uppfattades han av
en del som brobyggare mellan gatukonstens olika ut-
tryck. Han har malat graffiti i dtta ar.

”Enda skillnaden fran det jag gjorde tidigare var
attdetinte var bokstaver”, siger han. ”Men det dr vil
lattare for mianniskor att ta till sig en figur, oavsett
hur snabbt den ir gjord, dn bara text.”

Kropp ville provocera bidde den allminhet som
stor sig pa olovlig konst och de graffitimdlare som
vill behalla uttryckets renhet.

”Jag tinkte att det vore kul att ha ndgot som folk
kunde reta sig pd. Dirfor blev det en naken tjej.”

Kropp har rakat huvud och en pigg glimt bakom
glasbgonen. Han ingdr i ett graffiticrew som heter
1B och onskar att allmdnheten kunde se bakom den
negativa beskrivningen av graffiti, borja tinka mer
sjalvstandigt.

”D4 skulle de uppticka att det ligger mycket kin-
sla bakom en snygg signatur”, sdger han. ”For det
ar svart. Det dr svdrare att gora en bra tag dn en lus-
tig gubbe.”

When Kropp started painting mermaid-like, flying
women a few years ago, he was perceived as someone
who formed a bridge between the different expressions
of street art. He has done graffiti for eight years.

“The only difference with what I did previously
was that it wasn’t lettering,” he says. “But I guess it’s
easier for people to assimilate a character, regardless
of how quickly it is made, than just text.”

Kropp wanted to provoke both the public that
gets annoyed at illicit art and the graffiti writers who
wanted to preserve the purity of the expression.

“I thought it would be fun to do something that
would irritate people. So it became a naked girl.”

Kropp has a shaved head and a spirited gleam be-
hind his glasses. He is part of a graffiti crew called
1B and wishes that the public could see beyond the
negative branding of graffiti and start thinking more
independently.

“Then they would discover that there’s a lot of
feeling behind a nice signature,” he says. “Because
it’s hard. It’s harder to do a good tag than a funny
character.”
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TOMATO GOTEBORG

Estetisk kvalitet ar A och O fér Tomato, som bérja-
de mala graffiti i sextondrsdldern. Det personliga ut-
trycket har fordndrats 6ver tid. Han tycker att han
har lirt sig alla moment inom klassisk graffiti, sa
mycket av den ursprungliga spianningen ir borta. I
dag sdtter han mest upp klistermirken. Eller skriver
tags, for kickarnas skull.

“Ibland ar jag ligistkillen som klottrar pa tunnel-
banefonstren. Men kvaliteten ar viktigast. Bra tags
har ett estetiskt tilltalande formsprak.”

Tjugosexarige Tomatodr oklanderligtkladd, stick-
er inte ut frin miangden. Sdger sig vara en ensam kille
och ser sin konst som ett sdtt att synas. Han kallar sig
designnord och vill tillhora formgivareliten.

”For att vara bast pd ndgonting mdste man vara en
nord”, sdger han, uppriktigt engagerad.

Nir han maélade stilleben under konststudierna
fastnade han sirskilt for tomater. Omedvetet ater-
kom han till dem, fascinerad av deras fargspektra,
skuggor, fruktkottets nyanser.

”Jag forsokte att inte mdla sd mycket tomater
att det skulle bli maniskt, men det blev det till slut
anda”, forklarar han namnets ursprung.
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Aesthetic qualityiseverything to Tomato, who began
writing graffiti at sixteen. His personal expression
has changed a lot over time. He thinks that he has
learned every step of classical graffiti, so a lot of the
initial excitement is gone. Today, he mainly puts up
stickers, or does tags, for the kicks.

“Sometimes I’'m the vandal who writes on the sub-
way windows. But quality is paramount. Good tags
have an aesthetically attractive formal language.”

Tomato, twentysix, is impeccably dressed and
does not stand out in the crowd. He claims to be a
lonely guy and sees his art as a way of being visible.
He calls himself a design nerd and wants to be one
of the foremost designers.

“To be the best at something, you have to be a
nerd,” he says with authentic emphasis.

When he painted still lives during his art studies,
he especially liked tomatoes. He kept returning to
them, fascinated by their spectrum, shades, the
nuances of their flesh.

“I tried not to paint so many tomatoes that it be-
came maniacal, but it probably did anyway,” he says
by way of explanation for his name.

ASKLILJORNA STOCKHOLM

Bakom fantasifulla alias som Kiwi, Kurry och Fluf-

fy doljer sig tre tjejer i tjugodrsildern. De traffades
pd en konstskola 2003 och bestimde sig for att agera
kollektivt dven utanfor skolan. Deras teckningar ar
ofta gjordaiakryl och svart tusch. Manga forestiller
ansikten, flankerade av antikommersiella budskap.

”Vart man dn gar fir man reklam nerstoppad i hal-
sen. Att d4 inte fa sitta upp ndgonting som man
tycker dr fint dr absurt”, siger Kiwi.

Askliljorna dr férmodligen Sveriges snillaste gatu-
konstnirer. De har aldrig anvint sprejfarg. Det for-
stor miljon, tycker de. Istillet anvinder de tejp, det
ska vara ldtt att ta ner verken.

”Jag gillar att smickra mig med tanken att det ar
ndgon som har gillat det jag har gjort och satt det pa
sin vagg”, siger Kiwi.

De ser sin konst som en gava till andra. Ett tag
smog de ner papperslappar i frimmande manniskors
viskor och fickor. En sorts lyckokakor, med positiva
meddelanden.

”Det 4r mindre komplicerat att ge om man ger till
ndgon man inte kdnner”, sager Kurry.

Hiding behind such imaginative aliases as Kiwi,
Kurry and Fluffy are three girls in their twenties.
They met in high school in 2003 and decided to act
collectively outside of school as well. Their drawings
are often done in acrylic and black ink. Many repre-
sent faces, flanked by anti-commercial messages.

“Wherever you go, you get advertising rammed
down your throat.It’sabsurd that you can’t put some-
thing up that you find pretty,” says Kiwi.

Askliljorna are probably Sweden’s most good-
natured street artists. They have never used spray
paint. They say it is bad for the environment. Instead,
they use tape: their works should be easy to remove.

“Ilike to flatter myself with the idea that someone
liked what I did and hung it up on their wall,” says
Kiwi.

They see their art as a gift to others. For a while,
they snuck notes, rather like fortune cookies bea-
ring positive messages, into the bags and pockets of
strangers.

“It’s less complicated to give to someone you don’t
know,” says Kurry.
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Diffus & Elpénor, Stockholm.




Klister-Peter, Stockholm.

UTOMHUSLEKAR OUTDOOR GAMES

P4 bara nagra ar har den svenska gatukonsten ex-
ploderat. Anonyma konstnirer anvinder staden
som lekplats och gatorna som parlament. Det hand-
lar om samtidskonst som vigrar folja regler. Som le-
vandegor outnyttjade utrymmen for att kommuni-
cera och kommentera.

Ovintade installationer skapar forvirring i det
urbana myllret. Gra elskdp forvandlas till farggla-
da anslagstavlor. Och pd baksidan av storstdder-
nas trafikskyltar lever klistermarken sina egna liv.

Gatukonsten stiller angeldgna frigor om hur det
moderna samhillet 4r organiserat. Men den vicker
ocksa nyfikenhet. Intresset for gatukonst har vuxit
itakt med att uttrycket vunnit spridning. Men kun-
skapen om fenomenet, dess utmarkande egenska-
per och drag, ar begrinsad.

Det idr inte sd underligt. Gatukonst r ett relativt
nytt begrepp. Atminstone i Sverige och atminstone
i jaimforelse med graffiti, som under 1dng tid haft
en monopolstillning som olovlig konstform. Det
senare har funnits hir i gott och vil 6ver tjugo ar,
bdde som fenomen och som term i den offentliga
debatten. Aven hir dr kunskapen begrinsad. Men
alla kanner till graffiti, och alla har en 4sikt om
det.

Med gatukonst dr det annorlunda. I Sverige togs
bendmningen i bruk forst for ett par dr sedan.
Och har, liksom pa andra hill, ofta kommit att
representera nigonting annat dn graffiti. Ndgon-
ting mer likt, som namnet antyder, den konst som
traditionellt visas pd museer och gallerier.

Injust a few years, Swedish street art has exploded.
Anonymous artists use the city as a playground and
the streets as a parliament. It’s contemporary art
that refuses to follow the rules. It brings unused
space to life in order to communicate and com-
ment.

Unexpected installations bring confusion to
the thronging city. Grey relay boxes are trans-
formed into colourful notice boards. Stickers lead
a life of their own on the backs of metropolitan
traffic signs.

Street art raises important questions on the or-
ganisation of modern society. But it also raises
curiosity. Interest in street art has grown in tan-
dem with its expansion. But knowledge about the
phenomenon, its distinctive characteristics and fea-
tures, is limited.

Little wonder: street art is a relatively new con-
cept, at least in Sweden and in comparison with
graffiti, which has long monopolised the position
of illicit art form. Graffiti has existed in Sweden
for well over twenty years, both as a phenomenon
and as a term in public debate. Knowledge of it is
limited as well, but everyone knows of graffiti, and
everyone has an opinion about it.

Street art is different. In Sweden, the term was
first used a few years ago. And, as elsewhere, it has
often come to denote something other than graffiti.
Something more akin, as its name suggests, to the
art traditionally on display in museums and gal-
leries.
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Men definitionen dr i hog utstrackning medial.
De svenska gatukonstpionjirerna — Akay, Adams
och Klister-Peter — har inte sjilva gjort den.

VAD SOM LAGGS IN i begreppen varierar, men ten-
densen att betrakta gatukonst och graffiti som av-
skilda frdn varandra ir tydlig. Det dr en proble-
matisk gransdragning, av flera skal.

Mellan konstformer som forenas av hur och var
de utfors — utan tillstdnd i ett offentligt rum — finns
inga vattentita skott. Och forsok att konstruera sa-
dana tar inte hinsyn till hur uttryckens parallella ut-
veckling sett ut.

I 1970-talets Stockholm forebddade Malarbri-
gaderna, anforda av Sven Arne "Hoken” Hoken-
strom, senare generationers graffitimélare. Mot
slutet av samma decennium inspirerades Keith Ha-
ring av New Yorks levande graffitiscen nar han
dekorerade stadens tunnelbana med sina karakte-
ristiska figurer. Liksom Richard Hambleton gjorde
d& han mdlade sina siluetter i dess griander.

Nir legendariske Blek le Rat 1981 sprejade sin
forsta stencil i Paris fanns inga ord for att genre-
bestimma hans verk. Det var en konstnirlig ytt-
ring som utfordes olagligt, varken mer eller min-
dre. Och nir gatukonstens i dag kanske storsta fix-
stjarna, engelsmannen Banksy, 6vergav sprejkonst
gjord pa frihand var det inte for att han upplevde
graffitins estetik som begrinsande. Utan for att
tekniken tog for mycket tid i ansprak.

DEN ENKLASTE MOJLIGA,ochendarimliga,defini-
tionen dr att alla konstnirliga uttryck i det offent-
liga dr gatukonst. Inklusive graffiti. Daremot drinte
all gatukonst med nodvindighet graffiti. Estetiken
omgirdas av ett striktare regelverk 4n mycket av
den 6vriga gatukonsten. Aven om den inte saknar
figurativa moment tar graffiti sin utgdngspunkt i
bokstiver. I text som utfors pa fri hand, direkt pa
ett befintligt underlag. Traditionellt har graffiti
ocksa varit intimt forknippat med teknikerna sprej
och penna.

Utifrdn ett sidant perspektiv skulle det inte vara
helt omojligt att betrakta en stencilerad text som
graffiti. Att diremot se Stockholmskonstniren
Klister-Peters figelholkar som graffiti kraver en
mer gener0s tolkning av genrens regler.
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But this definition is largely one of the media.
Swedish street art pioneers — Akay, Adams and
Klister-Peter [Paste-pot Peter] — did not come up
with it themselves.

WHAT IS MEANT by the concepts varies, but there
is a clear tendency to regard street art and graffiti
as separate from each other. This is a problematic
delimitation, for several reasons.

There are no airtight separations between art
forms that are identical in the means and location
of their production — in the public space without
permission. And attempts to construct such separa-
tions do not take into consideration the parallel
development of these expressions.

In Stockholm in the 1970s, the Mdlarbrigaderna
[Painting Brigades], led by Sven Arne “Hoken”
Hokenstrom, heralded the later generations of graf-
fiti writers. Towards the end of that decade, Keith
Haring was inspired by the lively New York graf-
fiti scene while decorating the city subway with his
characteristic figures. Just as Richard Hambleton
was when he painted silhouettes in its alleyways.

When the legendary Blek le Rat sprayed his first
stencil in Paris in 1981, there were no words to de-
scribe the genre of his work. It was an artistic expres-
sion that was executed illegally, no more, no less.

And when Banksy, perhaps the greatest star in
street art today, abandoned freehand spray art, it
wasn’t because he found the aesthetic of graffiti to
be limiting. It was because the technique demanded
too much time.

PERHAPS THE SIMPLEST,and only reasonable, defi-
nition is that all artistic expressions in public space
are street art — including graffiti. However, not all
street art is necessarily graffiti. Its aesthetic is sub-
servient to a stricter set of rules than much of the
rest of street art. Though not devoid of figurative
elements, graffiti takes lettering as its starting-
point, using freehand text, applied directly onto
a pre-existing foundation. Graffiti has also tradi-
tionally been intimately associated with the techni-
ques of spray and pen.

From this perspective, it might not be impossible
to view a stencilled text as graffiti. However, seeing
Stockholm artist Klister-Peter’s nesting boxes as

N Okand konstnar/unknown artist, Stockholm. \» Herr Ballerina, Lund.
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KLOTTER SOM KOMMUNIKATION
GRAFFITI AS COMMUNICATION

Ensensommarkvill &r 79 formorkades himlen 6ver
italienska Pompeji. Staden hade under de narmast
foregdende veckorna upplevtett flertal mindre jord-
skalv, som den tjugofjirde augusti kulminerade i
ett massivt utbrott frin den nirliggande vulkanen
Vesuvius. Ironiskt nog sammanfoll datumet med
firandet av Vulcania, en hyllningsfestival till den
romerska mytologins eldgud.

Pompeji begravdesien flod avaska, pimpsten och
lava. Enkejserligttillsatt kommission fickiuppdrag
att utreda om Pompeji kunde dteruppbyggas, men
tvingades efter att ha beskadat forodelsen pa plats
konstatera att staden var forlorad. Sekler forflot,
och Pompeji foll i glomska.

I SLUTET AV 1500-TALET dateruppticktes staden,
men forst 1748 inleddes arkeologiska utgravning-
ar. Arbetet var modosamt men fruktbart. Ett skyd-
dande lavaticke hade bevarat Pompeji intakt ge-
nom drhundradena.

Det som skattades hogst av arkeologerna var
dock inte de vilbevarade templen eller oskadade
freskerna. Allt detta fanns redan att studera i de
storre stadernas praktfulla ruiner. Det som gjorde,
och gor, Pompeji unikt dr istillet den 6gonblicks-
bild av vardagslivet i en antik smastad som vulkan-
utbrottet konserverade. En bild av vad de vanliga
medborgarna talade om och intresserade sig for.
En bild som férmedlas genom vad som i dag skulle
kallas for klotter.

One late summer evening in 79 AD, the skies above
Pompeii in Italy darkened. The city had undergone
several earth tremorsin the preceding weeks, which
culminated, on the twenty-fourth of August, in
the huge eruption of the nearby volcano, Vesuvius.
Ironically, the date coincided with the celebration
of Vulcania, a festival dedicated to the god of fire
in Roman myth.

Pompeii was buried in a river of ash, pumice
stone and lava. An imperial commission was char-
ged with investigating whether it would be possible
to rebuild Pompeii, but having witnessed the de-
vastation in situ, it concluded that the city was lost.
Centuries passed, and Pompeii fell into oblivion.

IN THE LATE 16 TH CENTURY, the city was redisco-
vered, but archaeological digs were not begun until
1748. Work was arduous but fruitful. A protective
layer of lava had kept Pompeii intact throughout
the centuries.

What archaeologists prized most highly was not
the well-preserved temples or immaculate frescoes.
All this could already be studied in the splendid
ruins of larger cities. What made, and continues
to make, Pompeii unique was instead that the erup-
tion froze a moment of daily life in an ancient small
town. A picture of what ordinary citizens talked
and cared about. A picture that is carried through
what we today would call graffiti.

Thousands of anonymous carvings carry the

75



Tusentals anonyma ristningar ger rost at de van-
liga médnniskor vars samtalsamnen sillan fick ut-
rymme i imperiets officiella historieskrivning. Pa
viaggar och murar aterger de allt frin kommentarer
om att den lokala handlaren tar ut ockerpriser till
filosofiska betraktelser. Fran blyga karleksforkla-
ringar till rena obsceniteter.

Ett budskap forekommer sirskilt ofta i Pompejis
kulturhistoriska skattkista, de latinska orden hic
fuit — jag var hir.

Det ror sig helt enkelt om manniskor som mar-
kerat att de befunnit sig pa en viss plats i det offent-
liga rummet. Synliggjort sin ndrvaro for samtiden
eller efterkommande. I detta avseende ar de antika
ristningarna direkt besliktade med det som ordet
klotter i dag vanligtvis avser — graffitins tags.

LIKSOM RISTNINGARNA i Pompeji dr tags ett sys-
tem for kommunikation dir avsindare och motta-
gareintestaridirektforbindelsemedvarandra. Men
till skillnad frdn de hogt aktade antika ristningarna
betraktas tags allmint som skadegorelse. Att rensa
stadsbilden frdn dem anses av de svenska myn-
digheterna sd 6nskvart att klotterborttagning har
vuxit till en mangmiljonindustri.

En stor del av forklaringen till uppfattningen att
graffiti dar skadegorelse ligger sannolikt i de poli-
tiska och mediala diskurser som likstiller fenome-
net med kriminalitet. Nar Akay for over tjugo ar
sedan sokte sig till uttrycket betraktades det som
ndgonting nytt och spinnande. Varken det politi-
ska etablissemanget eller andra samhilleliga kraf-
ter hade ndgon erfarenhet av graffiti, och den ome-
delbara reaktionen var forsiktig entusiasm. I dag
ar det annorlunda.

”Nu har sprejburkar kommit att symbolisera
och manifestera elakheter och destruktivitet. Det
ar jattestor skillnad pa att spreja en schablon och
attsitta upp en affisch. Men d4ven om man gor sam-
ma skada pad ndgonting sd har folk bilden av att
sprej dr virre”, siger Akay.

Stockholmskonstnaren Ioh haller med.

”Det svider i 6gonen pa folk bara att se en spray-
burk”, siger han. ”Det ir en bild som media har
arbetat fram, att sprayburkar och spritpennor ar
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voice of the ordinary citizens whose subjects of
conversation seldom made it to the official histo-
ries of the empire. On inner and outer walls, they
reproduce everything from commentaries on the
extortionate prices of the local merchant to philo-
sophical observations. From shy declarations of
love to sheer obscenities.

One message recurs with especial frequency in
the cultural treasure trove of Pompeii: the Latin
words hic fuit — 1 was here.

It is simply a matter of people marking that they
had found themselves in a certain place within pub-
lic space. Made their presence known to their peers
or future generations. In this respect, these ancient
carvings are closely related to something that is to-
day usually considered to be vandalism — tags.

LIKE THE CARVINGS OF Pompeii, tags are a form
of communication in which the sender and the reci-
pient are not directly linked. But unlike the highly-
regarded ancient carvings, tags are commonly
thought of as vandalism. The Swedish authorities
consider their removal from the urban landscape of
such importance that graffiti removal has grown to
an industry worth millions.

A great part of the explanation to the perception
that graffiti is vandalism presumably lies in the
political and media discourse that equates the phe-
nomenon with crime. When Akay first attempted
the expression twenty years ago, it was seen as
something new and exciting. Neither the political
establishment nor other social authorities had any
experience of graffiti, and the immediate reaction
was careful enthusiasm. It is different today.

“Now spray cans have come to represent and em-
body malice and destructiveness. There’s a huge
difference between spraying a stencil and pasting
up a poster. But even if you damage something in
the same way, people have the notion that spraying
is worse.”

Stockholm artist Ioh agrees.

“People’s eyes start to burn as soon as they see a
spray can,” he says. “It’s an image cultivated by the
media that spray cans and marker pens are as bad
as it gets. It’s like pulling out a knife.”

N Kropp, Stockhol

m. \ Akay, Stockholm.
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Klister-Peter, Stockholm.

ETT SKOGSBRYN RUNT HORNET
A FOREST'S EDGE AROUND THE CORNER

Den som tar en promenad i Stockholm méter stads-
bildens vanliga element. Tutande bilar, cyklister
som struntar i trafikreglerna och manniskor som
stressar till ndgot mote. Men dven, och ofta, ra-
djur.

Stockholmskonstnaren Klister-Peter har spridit
tiotusentals av dem. Frén elskap, reklamtavlor och
trafikskyltar blickar de lugnt mot innerstadens
trangsel. Som for att antyda att det bakom nasta
gathorn eller vid ndsta tunnelbaneuppgéng finns
ett lummigt skogsbryn dir stressade storstadsbor
kan stanna upp och himta andan.

Rédjuren ar det motiv som framfér andra kom-
mit att forknippas med svensk gatukonst. Men
djur ar ett tydligt urskiljbart tema i den uppsjo av
motiv som trings pa stidernas gator, och den zoo-
logiska trenden kan inte enbart tillskrivas Peters
pionjdrgirning. Djuren finns i alla storre stider,
och i de flesta upptinkliga former.

DE MONSTER OCH FIGURER som sprids ¢ver Sve-
riges gator dr produkter av en smailtdegel. Populir-
kulturen sitter sin tydliga pragel nir gatukonstna-
rer gor karaktirer fran tv-spel och modern myto-
logi till sina egna. Reklamens innehéll omvandlas
medan dess formsprdk annekteras. Influenser frin
dentraditionellakonstvirldenarménga ochuppen-
bara. Liksom motiv som knyter an till och him-
tar inspiration frin den internationella gatukonst-
rorelsens produktion.

Anyone who takes a walk through Stockholm
will encounter the usual features of the cityscape:
honking cars, cyclist flaunting traffic rules and
people hurrying to some meeting. But often, they
will also encounter deer.

Stockholm artist Klister-Peter has spread tens of
thousands of them. They quietly gaze at the inner
city bustle from electrical relay boxes, billboards
and traffic signs. As if to suggest that around the
next corner or at the next subway exit, there will be
a leafy forest where stressed-out citizens may stop
and catch their breath.

The deer is a symbol which more than any other
has come to represent Swedish street art. But ani-
mals are a clearly discernable theme in the wealth
of motifs within street art, and this zoological
trend cannot only be ascribed to Peter’s pioneer-
ing action. Animals occur in all large cities, and in
most forms imaginable.

THE PATTERNS AND FIGURES that are spread
across the streets of Sweden are the products of a
melting-pot. Popular culture leaves a clear stamp
when street artists appropriate characters from
video games and modern mythology. The contents
of advertising are transformed while its formal
language is annexed. Evident influences from the
world of traditional art abound, as do motifs that
connect to and draw inspiration from international
street art production.
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Men exakt var i denna uppsj6 av bilder och in-
spirationskéllor den zoologiska invasionen har sitt
upphov ir en aning oklart.

”Djur ar extremt uttjatade inom gatukonsten,
alla gor djur”, siger Prao. ”Varfor vet jag faktiskt
inte, men jag skdamdes lite nir jag gjorde det sjdlv.”

Prao har tillverkat pingviner i papier-maché.
Med sina inte helt gracila former och attribut som
gingtatueringar ger de ett intryck som for tankar-
na till urbant férfall och socialt utanférskap. Blan-
dat med en gnutta humor.

”De ser lite ruffiga ut. Det ar storstadspingviner,
liksom.”

De flesta pingvinerna placerades att vaka 6ver
ndgon tunnel eller ett gathorn. Ibland placerades
de ut i grupp. D4 sysselsatte de sig med exklusivt
minskliga, om dn socialt avvikande, aktiviteter.
En ghettopingvin ranade en pingvin med slips och
portfolj. Nagra andra pingviner tillbad djavulen
kring ett pentagram.

Praos pingviner foddes ur spontan lek med ett
for honom nytt material. Ndgon ambition att gora
staden mer lik en djurpark fanns aldrig. Nar han
sjdlv ska spekulera kring varfor djur ar sa vanligt
forekommande inom gatukonsten finner han inget
svar. Forutom mojligtvis den kultur han minns
frén sin barndom.

”Vi kanske har hort for manga fabler nar vi var

2 »

sma.

ALLA HAR HORT SAGOR. Fabelns bruk av djur for
att skildra minskliga dilemman dr viletablerat och
priglar manga av populdrkulturens uttryck. Och
dven om inte alla de arter som ingar i gatukonst-
ndrernas repertoar bir minskliga drag s dr det
tveklost en betydande andel.

I den klassiska fabelns virld dr djuren ofta for-
knippade med stereotypa karaktirsdrag. Lejon dr
modiga, ravar sluga och ugglor kloka. I det mer
moderna bruket av fabeldjur ir detta nedtonat.
Djuren associeras inte lika ofta till ndgon specifik
egenskap utan tillskrivs istillet ett helt register
minskliga tankar och kinslor.

Bjornar och sidlar dr de motiv som Jens i He!
arbetat mest med. Bjornen, som dterkommit i flera
variationer, dr uppenbart ledsen och letar ibland
efter sin férsvunna pappa.
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However, it is still unclear exactly where in this
abundance of images and sources of inspiration
that the zoological invasion originated.

“Animals are old hat in street art, everybody
doesanimals,” says Prao. “I don’t really know why,
but I was a bit ashamed of it when I did it myself.”

Prao makes papier-maché penguins. With their
rather ungraceful forms and gang-tattoo attributes,
they create an impression that lead one to think of
urban decay and social marginalisation. Mixed
with a bit of humour.

“They look sort of rough. They’re like urban
penguins.”

Most penguins were placed to guard some tunnel
or street corner. Sometimes they were placed in
groups. Then they would occupy themselves with
exclusively human, if socially dysfunctional, acti-
vities. A penguin wearing a tie and carrying a brief-
case was robbed by a ghetto penguin. Some other
penguins worshipped the devil around a penta-
gram.

Prao’s penguins were born out of a spontaneous
game with what was for him a new material. There
was never an ambition to make the city more like a
200. When he speculates why animals are so com-
mon in street art, he finds no answer. Except maybe
the literature he remembers from his childhood:

“Maybe we heard too many fables when we were
little.”

WE HAVE ALL HEARD fairy tales. The use of ani-
mals in fables to illustrate human dilemmas is well-
established, and occurs in many expressions of pop
culture. And if not all the species present in the
street art repertoire have human features, at least
a good many do.

In the classical world of the fable, animals are
often associated with stereotypical human cha-
racteristics. Lions are brave, foxes sly and owls
wise. This is less evident in the more modern use of
animals in fables. Animals are not associated with
any particular quality, but are instead allotted a
whole register of human thoughts and emotions.

Bears and seals are the motifs that Jens of He!
has worked with the most. The bear, that has retur-
ned in several variations, is clearly sad and is look-
ing for its lost father.

Prao, Stockholm.
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KONSTEN ATT FORANDRA STADER
THE ART OF TRANSFORMING CITIES

”Det blir mer konturer och kontraster. Det sitter
ju kanter och skarpa horn pé allting”, svarar Gote-
borgsbaserade Blue pa frigan om vad som hiander
med hennes fantasilandskap d& de appliceras pa
stadens arkitektur.

”Men samtidigt dr det dubbelt. Mina motiv sud-
dar ocksd ut de dannu skarpare kanterna som fanns
ddr innan.”

Gatukonstens arena, dess mélarduk, ir det of-
fentliga rummet. Malgruppen ir alla som ror sig
i det. Men staden idr inte som andra mdlardukar.
Den ir inte ett statiskt medium. Gatukonsten for-
andrar staden, synliggor undanskymda horn, om-
definierar tomma ytor och skapar nya forum for
interaktion. Men staden péaverkar i sin tur ocksa
konsten. Dels genom sin egen dynamik, dels genom
invdnarnas reaktioner.

GATUKONSTEN OMDEFINIERAR det befintliga
rummet. Att integrera verk i omgivningen anses ha
ett estetiskt egenvirde och samspel med specifika
platser blir ett kriterium for framgang. Detta pa-
verkar i sin tur konstens storleksordning. Storst dr
inte nédvindigtvis bist nar syftet ar att gd i dia-
log med omgivningen. De professionella konst-
gangstrarna har arbetat med vad de kallar urbana
observatorer. Konkret handlar det om att utrusta
vattenledningar med smd 6gon av mosaik.
Ingreppet i det befintliga dr lika minimalt som
vilavvigt. Ogonen ger inte intryck av att vara ett
ingrepp i stadsmiljon. Tvdrtom framstdr de som

“There are more contours and contrasts. It puts
edges and sharp corners on everything.” So says
Gothenburg artist Blue when faced with the ques-
tion of what happens to her imaginary landscapes
when they are applied to urban architecture.

“But it works both ways. My motifs also erase
the sharper edges that were there before.”

The arena of street art, its canvas, is public
space. Its target audience is all those who move
in it. But the city is not like other canvases. It is
not a static medium. Street art transforms the city,
makes hidden corners visible, redefines empty spa-
ces and creates new forums for interaction. But in
turn, the city also affects the art. Partly through
its own dynamic, partly through the reactions of
its citizens.

STREET ART REDEFINES existing space. To inte-
grate works into the environment is seen to have
great aesthetic value, and the interplay with spe-
cific locations becomes a criterion for success.
This in turn affects the scale of the work. When
the purpose is to engage in a dialogue with your
surroundings, bigger does not always mean better.
The Professional Art Gangsters have worked with
what they call urban observers. In concrete terms,
thisisabout adorning water pipes with little mosaic
eyes.

The interference in existing space is as minimal
as it is well-judged. The eyes do not appear jarring
in the urban environment. On the contrary, they
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den sista pusselbiten som fr en storre bild att fram-
trada.

Eller som Konstgangstrarna sjilva uttrycker
det:

”De dir observatorerna, de finns egentligen re-
dan. Vi bara hjilper till att sitta 6gon pa dem s
att de kan se.”

Enligt Konstgangstrarna beskriver olika platser
sjilva hur de bor utsmyckas. Det handlar som konst-
ndr bara om att lyssna.

”Omenplatsfragarefterenkritteckning s maste
den ju fa det. Ofta skriker nylagda asfaltsbitar att
de vill ha krita. Sedan kanske det finns en massa
gra viggar som kriver firger, och andra platser
kanske tycker att de dr bra som de dr. Alla platser
ar ju olika.”

KONSTGANGSTRARNAS KRITTECKNINGAR ir inte
olagliga, men vicker indd reaktioner. De bryter av
ett ordnat monster och ger gatorna en vildvuxen,
okontrollerbar dimension.

”En kritteckning som det ser ut som ett barn har
gjort, det fir man gora. Men sen kan det hinda
att man gor en kritteckning som det inte ser ut
som ett barn har gjort, och da tycker de att man
inte fir gora sa. Men det fir man ju ind3 gora, for
annars mdste ndgon ga och jaga alla barn som gor
hopphagar.”

Detta dr typiskt for mycket gatukonst, sarskilt
den mer konceptuella. Dess uttryck dr ofta ofor-
argliga. Dess implikationer ar det inte.

DAR NORRA LANKEN MOTER Stockholm stod
fram till sommaren 2006 Sveriges enskilt mest
kanda gatukonstverk, Traffic Island. Akay och
Klister-Peter hade skapat en rodmadlad stugidyll i
miniatyr, komplett med vita knutar, vitmalat sta-
ket och en pittoresk liten tradgard.

Placeringen var avgorande for installationens ge-
nomslagskraft. Dar den stod mitt bland motorvi-
garna, i transportstrickornas ingenmansland,
vickte den fragor om vems 6nskemdl som tillatits
styra stadsplaneringen. Om mer hdnsyn tagits
till de intressen som kraver effektiv rorlighet for
varor och arbetskraft dn till invdnarnas behov och
lingtan.
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appear to be the last piece of a puzzle that reveals
a bigger picture.

Or as The Art Gangsters put it:

“These observers are already there, really. We
just put eyes on them to help them see.”

According to the Art Gangsters, different loca-
tions describe how they should be adorned them-
selves. As an artist, all you have to do is listen.

“If a place asks for a chalk drawing, of course
you have to give it one. Often, newly-poured
asphalt screams out for chalk. Then there might
be a lot of grey walls demanding colour, and other
places might think they’re fine the way they are. All
places are different.”

THE ART GANGSTERS’ chalk drawings aren’t il-
legal, but still cause reactions. They interrupt an
organised pattern and give the streets an over-
grown, uncontrollable dimension.

“You can do a chalk drawing that looks like a
kid drew it. But then if you do one that doesn’t look
like a kid drew it, they think you can’t do that. But
you’re still allowed, or someone would have to go
around chasing all the kids playing hopscotch.”

This is typical of much street art, especially the
more conceptual kind. Its expressions are often
inoffensive. Its implications are not.

WHERE THE MOTORWAY Norra linken reaches Stock-
holm, stood until the summer of 2006 Sweden’s
most famous individual work of street art, Traffic
Island. Akay and Klister-Peter had created a minia-
ture red idyllic cottage, complete with white gables,
white fence and a picturesque little garden.

The location of the installation was decisive for
its impact. Where it stood among the motorways,
in the no-man’s-land between lanes, it spurred qu-
estions about whose wishes had been allowed to
run city planning. If more consideration had been
given to the concerns that demand efficient trans-
port of goods and manpower than to the needs and
dreams of citizens.

BY MODIFICATION AND manipulation, street art
can draw attention to the parallel realities that exist
within the city. Mask’s decorated park benches are

N De professionella konstgangstrarna/The Professional Art Gangsters, Stockholm. & Akay & Klister-Peter, Stockholm.
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GENOM ATT MODIFIERA ochmanipulerakangatu-
konsten fista uppmarksamhet pa de parallella verk-
ligheter som rymsistaden. Masks dekorerade park-
bankar blir en pAminnelse om att det som ar tinkt
att vara en frivillig viloplats kanske ocksa av nod-
viandighet dar ndgons sing. Och synliggor darmed
inte bara stadens utemobler, utan dven att vissa av
dess invdnare sover med stjarnhimlen som ticke.

GuiltyGuiltys lopsedlar ifrigasitter de kommer-
siella mediernas nyhetsvirdering genom att for-
vranga deras egna ord. I ett medialt klimat ddr
kdndisars kirleksliv konkurrerar ut krig och svilt
utgor de ett sjukdomssymptom likvil som ett
sundhetstecken.

Gatu-Bedas hus, skulpterade utifrdn forlagor
fran spelet Monopol, vicker forvirring. Men dven
frdgor om vem som dger staden. Och vad som hin-
der om ndgon gor ansprdk pa att 4ga, men utan att
vilja betala for sig.

PRAO HAR PA OLIKA platser i Stockholm monterat
upp vita skdp, fyllda med ett basutbud for hemlosa.
Vissa av dem innehéller mat. Andra hygienartiklar
som rakhyvlar, plaster, kondomer och bindor. Han
fyller med jimna mellanrum sjilv pd sina skdp,
men férhoppningen ar att detta ansvar ska dvertas
av de boende i omrddena dir skdpen monterats.
Négot som till viss del redan har hint. Ett skap pa
Katarinavigen har ett flertal ganger fyllts pd med
bland annat bréd och hemgjord marmelad.

Prao ogillar tanken pd vilgorenhet, men menar
att skdpen kan fylla en funktion ”i vintan pé en
anstindig socialpolitik”.

Precis som De professionella konstgangstrarna
ser det som sitt ansvar att ta hand om olika platser
arbetar manga gatukonstnidrer med uttryck som
syftar till att tillféra staden nagot. Konst som tar
hand om sin narmiljo.

”Reklamen finns det ju inte mycket kirlek i. Och
affirerna kan var bra och mysiga, men det handlar
ju andd om att krdnga grejer”, siger Erik frdn
Malmé Streets Project. ”Men jag tror att de flesta
gillar vara gatstenar. Att de uppfattar det som att
vi tar ett ansvar for staden.”

I EN STAD SOM AR SA STOR att dess invdnare blir
anonyma for varandra mdste delaktighet skapas

a reminder that what is intended as an optional
place to rest your feet may also by necessity be
somebody’s bed. Thereby they not only put the
city’s outdoor furnishings on display, but also
highlight the fact that some of its denizens sleep
under the starlit sky.

GuiltyGuilty’s placards put the commercial
media’s journalistic evaluations into question by
distorting their own words. In a media climate
where the love life of celebrities outsells war and
starvation, they are a symptom of sickness as well
as of good health.

Gatu-Beda’s houses, modelled after the board
game Monopoly, cause confusion, but also raise
questions about who owns the city. And about what
happens if someone makes a claim of ownership, but
without wishing to pay their way.

PRAO HAS ASSEMBLED white cupboards in various
Stockholm locations, filled with bare necessities for
the homeless. Some contain food. Others contain
hygiene articles like razors, sticking-plasters, con-
doms and sanitary towels. He regularly replenishes
his cupboards himself, but hopes that this responsi-
bility will be taken over by the locals in the areas
were they have been assembled. To some extent it
already has. A cupboard on Stockholms Katarina-
vigen have on repeated occasions been refilled with
home made bread and marmelade.

Prao dislikes the idea of charity, but states that
the cupboards can fulfill a function “until we get
decent social policies”.

Just as The Professional Art Gangsters see it
as their responsibility to take care of different
locations, many streetartists work with expressions
thataim to add something to the city. Art that takes
care of its environs.

“There isn’t much love in advertising. And shops
can be good and cosy, but they’re still about selling
stuff,” says Erik of Malmo Streets Project. “But
I think that most people like our paving-stones.
They perceive that we take responsibility for the
city.”

IN A CITY THAT IS SO LARGE that its inhabitants

are anonymous to each other, participation must
be created by other means than personal contact.
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Rondellhundar/Roundabout dogs, Orebro.

den synliggora grianser. Genom att inte vara for
provokativ kan den ifrdgasitta dem.

Detta ir gatukonstnérerna sjdlva medvetna om.
Och viljan att etablera gatan som ett forum for
kommunikation och meningsutbyte framstir som
en av de starkaste drivkrafterna bakom rorelsen.

Men om konsten drineras pd innehall i sina
forsok att attrahera s& manga som mojligt — om
den reducerar sig sjalv till enbart tilltalande yta —
finns det kanske en risk att den forlorar sin formaga
att fungera som kritik. Att gatukonsten helt enkelt
blir for snall.

”Jag kan kdnna att gatukonst har en tendens att
vilja behaga, att inte konfrontera” siger Adams.
”Att det reduceras till en gullig estetik. Och da
tycker jag att det blir banalt. Jag vet inte vad det
finns for berdttande i en parlplatta med en bjorn.
Jag har nog ocksa varit inne pé att forsoka gora alla
glada, men jag tror inte att det fungerar s3. Hellre
gor jag tio sura, och tio dnnu gladare.”

Rondellhundarna blir i nigon mén en antites till
den traditionella graffitin. De kan tolkas av alla,
men har i gengild blivit helt ofarliga. De ar olov-
liga dekorationer av staden, men tamhundar som
de dr haller de sig pd en arena dir de alltid kan kon-
trolleras. Pa en hundgédrd, kringgirdade av vigar
istillet for stangsel.

NAR DET GALLER OLOVLIG gatukonst kommer
mediet alltid att vara en del av budskapet. Att gora
ndgonting som star i strid med gillande lagar och
foreskrifter ar ett stillningstagande. Men hur stor
del av budskapet det utgor, och hur stor del som
utgors av konsten i sig, rader det delade meningar
om bland konstnirerna.

Blue arbetar, om dn inte enbart, med sitt lagliga
projekt Grafitta. En strategi som bland annatsyftar
till att nyansera den mediala bilden av graffiti som
enbart skadegorelse.

”Det finns ju en hetsig debatt, och det gor liksom
ont i mig att jag ska behova fortsitta vara sd javla
kriminell”, siger hon. ”Jag har ett barn och vill
vara med i samhillet eftersom de flesta andra min-
niskor ar det.”

Trots att Grafitta inte ar olagligt anser Blue att
det dr ett uttryck som har potential att forandra. I
hennes viaggar moter sagovisen som alvor och dra-

borders visible. By not being too provocative, it can
question them.

Street artists are aware of this themselves. And
the will to establish the street as a forum for com-
munication and the exchange of views appears
as one of the strongest driving forces behind the
movement.

But if the art is drained of its content in its
attempt to attract as many people as possible — if
it reduces itself to a mere attractive surface — there
may be a risk that it loses its critical ability. That
street art simply becomes too nice.

“I'sometimes feel that street art has a tendency to
want to please, not confront,” says Adams. “That
it is reduced to a cute aesthetic. And then I think
it becomes banal. I don’t know what relevance a
bear made of plastic beads has. I’'ve probably been
into making everybody happy too, but I don’t think
that’s the way it works. I'd rather make ten people
mad and ten others even happier.”

The Roundabout Dogs have in some measure
become antithetical to traditional graffiti. They
can be interpreted by all, but in exchange have be-
come completely inoffensive. They are illicit deco-
rations of the city, but housetrained as they are,
they always keep to an arena where they can be
controlled. In a yard, surrounded by roads instead
of fences.

WHEN IT COMES TO illicit street art, the medium
willalwaysbe part of the message. Doing something
that is in conflict with the laws and regulations in
effect is to choose a standpoint. But how much this
is part of the message, and how much is made up of
the art itself, is a matter of debate among artists.

Blue works with her legal Grafitta project, if not
exclusively. One of the purposes of this strategy is to
balance the media image of graffiti as destruction.

“It’s such an angry debate, and it sort of hurts
me to have to be so damn criminal,” she says. “I
have a child and want to be part of society since
most people are.”

Though Grafitta is not illegal, Blue sees it as an
expression that has the potential to instil change. In
her walls, fairytale creatures like elves and dragons
encounter letter-based graffiti. Her purpose is to
make the city more human. And her hope is that

135





