MOAITIKO
JTENXIA

THX { POLI STENGIL IN THE §




MOAITIKO LTENZIA XTOYZ APOMOYZ THX AOHNAX
N KAtaoToAn pag PEPVEL Mo Kovtd

POLITICAL STENCIL IN THE STREETS OF ATHENS
suppression brings us closer



We are a gathering of people of random origin, who came together for a purpose (
legal costs for a friend on trial). Common ground for us all, the technique and use
of stencil and its applications, which contain direct or indirect political messages
and comment.

The “dominant powers” and the Penal Code look upon us as vandals! In our minds
and that of our friends, comrades and all who go along with our standpoint and
practices, we are entities beyond interpretations of the law, we focus our actions
beyond the framework of the established esthaetics. We inject colour into an oth-
erwise grey and neutral townscape, with one overriding aim: strike a blow to the
soul of the onlooker (in the shortest time we are given to capture his/her atten-
tion), hoping to bring about his awakening, be it momentary.

We take delight in the process of creativity, as much as that of implementation.
We unite our strength and forces with those of the weak and outcast.

Our meeting point is our natural habitat.
The streets

Eipaote éva oUvoho avBpwnwv tuxaiag olvBeong, mou npoékuye and uia
avaykalotnta (kaAuyn dikaotikwv €€0dwv @ilou). Kovd otoixeio 0Awv pag,
N TEXVIKN TOU OTEVOIA KAl TO MEPIEXOPEVO AUTNG, TO OMOI0 EUNEPIEXEL APEDA N
€UHEDA MOAITIKO PAVUMA Kal GXOALAGHO.

Ma tov Kupiapxo AGyo Kal tov Mowiko Kwdika, eigacte Pavdalol lNa euag
OMWG, ToUug PIAOUG, TOUG CUVIPOPOUG Kal OAOUG EKEIVOUG-£G Mou cuvalvolv
otnv aeBnTikn Kal tnv NPAaktkn pag, kaBoptOPaote wg UNOKEIYEVA NEPAV TNG
MoIVIKNG gpunveiag Tou vopou, opifoupe tn dpdon pag €§w and ta nAaiola tng
unoBdaloucag aloBntukng Sivoupe Xpwia, KUPLOAEKTIKA Kal HETAPOPIKA, OF
€va ykpido kat oubétepo NoAeodoUIKO oUUMNAEYHa, oToxeUovtag o€ éva npdyua:
va XTUNNOOUME TNV Yuxn Tou Beatn oto Kévipo (atov NoAU Aiyo xpdvo nou Ba
Mayvntiooupe TV Npocoxn tou), ue npoBeon va Tou npokaAéooupe otiypiaia
agunvion.

‘Oco anoAapBavoupe tnv diadikacia dnpioupyiag, AAo 1600 anoAaupdavoupe Kal
QUTAV TNG EKTEAEONG.

Evwvoupe g duvapelg pag e Toug anokAEIoUEVOUG, TOUG adUvapoug.

PANTEBOY XTO ®YZIKO MAX NMEPIBAAAON.
LTOYX APOMOYZ.
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Fight Resist Do not moan
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TEZ KOYOANES |
OATYPIZEI O TPOXOZ

fascists tooth cavities the tables will turn (greek expression / cavity is also a greek swear word)



]l oAé}ﬂ\(m
"Tous P aaiouss
FLa va jau tous
PEPOUV g,
Ta EfjoVia jrou..

Berkin you are our brother

| fought fascists, but my grandchildren brought them back
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hitech - low life

1 KATAAABEI TINOTA

. "Emiong Ba gag gpave
- Yu TTaba oug..

bourgeoisie* you haven'’ t realised a thing *also, you will be consumed by your children



kS

es us invisible

but love mak

Cops may be everywhere,

I"'m not illegal, you are racist fifi, poison to all fascists
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Greece, land of district attorneys



center of lawlessness

sex & strikes need to last
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with god' s strenght / antifa cake cops, pigs, killers
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dnpokparia
Al

0 noAites
£Ival
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when democracy is laughable, then citizens are to be pittyful (greek expression)
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future on/ off




AWIM’
ZHTEITAI ATOMO
NA ZYNTHPE! TH
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AOYAEA ANS LICHT

ADD person is needed to keep the fire going while I'm way at work H douleia épxetal oo pwg



TROUBLEMAKER




L BEAR CAPITALISM,
'S NOT YOU, IT'S ME.

JUST KIDBING,
IT'S YoU.

IT'S OVER!
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street sign, drug dealing zone, no measure taken for the loss of human lives. investments will follow
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VIaK

darling, shit to all fascists

ONLY
£3 FOR 1

bl iy

ETINE H KATAITOAH IYNHEEIA MAZ

the suppression has become a habit
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Babis vovos



L
EITYHIH
h‘?‘v-‘-m

- e BT

"
i Tl

STENCIL GRAFFITI:
8 onpeia yla toug Tpdnoug pe Toug onoioug to Stencil kepdilel xwpo otig NdAelg pag Kat
€IKOVOMOLIEl TOUG OUYXPOVOUG MOAITIKOUG aywVeG 0To SnGaLo Xwpo Tng MoATiKng Siekdiknong

1 To Stencil Baoiletal oe pia anAn kat NoAU Siadebopévn TeXVIKN Mou €xel XpnatonotnBel
EKTETAPEVA, TO0O oTn Slakdopnon, 600 Kat atnv tunoypagia. Eival n texvikn tng napaywyng
Kal avanapaywyng evog oxediou n potiBou o€ KAMola eNpAvela Pe Th XpRon Hlag PNTpagc.
Mapdtt n texvikn auth Hev eival kAt Kawvouplo, aA\d eival yvwotn 6w Kat MoAAG xpovia, n
81a6oon tng xpnong NG yla v napaywyn Snpdolwy Kat Xwpig adela napepPacswy atoug
T0IXOUG Kal TIG ENPAVELEG TV NOAEWV pag -Kupiwg and tig apxég tou 2000 Kat €netta- eixe
wg anotéAeopa €va véo, €viova €IKOVIKO Kat aoBntika eniBetiko eidog graffiti. To idog
auto Sivel tn duvatdtnta oto Snploupyd va napepPaivel ypnyopa Kat €10t Pe peyalUtepn
aopalela otov oAo€va Kat NEPIOCOTEPO EAEYXOHEVO AOTIKO SNUOCIO XWPO TNG ENOXNG PG
Kal €101 €X€l KaTaQEPEL va anotelel éva eupéwg avayvwpiolpo €idog ontikng napéuBaong
010 oUYXpovo aotiko xwpo. EnnAéov, Adyw tng oXeTIKNG EUKOAIOG TNG TEXVIKNG, N oroia Hgv
npoUnoBétel anapaitnta tig au§npéveg KAAITEXVIKEG IKaVOTNTEG TwV SNPIOUPYWY, TO sten-
cil xpnowonoleitat and apketd SlapopeTikéG opadeg kal dtopa naipvoviag €1t €vav €viova
Aaiko xapaktnpa, 6nwg Kat NoAAd dAa eibn Adikng téxvng kat noAtiopoU and AAAEG ENOXEG.

2 Ta Stencil eivat eikovikd. H naykoopia §i1ddoon tng npaktikng tou stencil nou napatnpeital
1a teAeutaia Xpovia ouvBEeTal Eviova e TNV YnPLakn Texvoloyia napaywyng, avanapaywyng
Kat didxuong eikovwy. To Baoikd xapaktnplotikd tou Stencil eival n eUkoAn Kat QINvh
Suvatdtnta ng napaywyng pe onpél elkovikwv napepfdoewy oto Snpdaolo aotikd tonio.
Auto onpaivel nwg péow tou Stencil npoogépetal n duvatdtnta tng enava-xpnong, g
napanoinong Kai teAiKd tng Hetapopdg -Kat' enavaAnyn- ato Snpdato xwpo didonpwy (h Kat
AonpwY) Yn@LaKWV EIKOVWV and tnv Naykaopia napaywyn ikévwy nou Bpioketat Stabéatpun
oto Internet. Auth n Suvatotnta kavel to Stencil pla texvikn nou tapladel andAuta otn
ONPEPIVA EMOXN TNG £VTOVNG Napaywyng Kat S1axuong Yn@lakwy €KOVwY, Kal Tautoxpova,
la TEXVIKN nou ap@loPntel otnv npdgn v Unap&n NVEUPATIKWY SIKAIWHATWY OTIG EIKOVEG
Mou enava-xpnotyorotei.

3 Ta stencil eivat enikovwviakd. AnAkadn, n 6la n popen kat n awebntukn Toug NpowBel
v enikovwvia. Ta stencil embiwkouv v enikovwvia Pe 10 upU Koo, ev atoxelouv
anokAELOTIKA O€ «UNPEVOUG» MOU €X0UV TN YVWON Kal TNV EUNELPIa yla va Katavonoouv auto
nou ekppadouv. Av otnv nepintwon twv Koppatwy tou hip-hop graffiti, kat 16laitepa Twv
tags, noMol ektog tou noAitlopou tou graffiti unopoUv va ta xapakinpicouv wg Pout{oupeg,
otnv nepintwon Twv stencil eivat oxedov aniBavo va pnv kataAdBet kanotog T an-eikovidetat.
H xpnon tou elkovikoU onpeloAoyikoU GUGTARATOG, KOWVO Kal Katavonto and peydAa pépn
TwV oUyXpovwv Kovwviwy, Sev agnvel NoAda nepilbwpta pn-katavonong oto Beatn. Mépa
OpwG and autod, n Hopen Kal n awBntkn Twv stencil napoucidfouv otevh oxéon pe Ta
S1apopa npoidvta tng olyxpovng YNPLaKNG YPAPIOTIKNG HE Ta oroia épxovial g KaBnpepvn
enagn ekatoppUpla GvBpwnol oTo oUyxpovo koopo. M autolg Toug Adyoug, ta stencil pe
TG KaBapEg ToUG YPapKEG Kal To €VIOVO KOVIPAOT, (aivetal oav va gival guiaypéva yia va
Eexwpifouv, akdpa Kal 0ToUG POPTWHEVOUG TOIXOUG TWV NOAEWY, Kal £T01 VA EMKOWVWVOUV
anoteAeopatika Pe toug Beatég Toug.

40,11 Bagetal N ypagpetat atoug SnPGaIouG ToiXoug Kat TG AANEG ENPAVELEG TNG NOANG, XWPIG



adewq, eivat oiyoupa pia noAtikn npdén. MapoA’ autd, 6Aol Ba cuppwvoloav Nwg autd
Oev KAvel KABe T MOU ouvavtape oToug Toixoug pla noAmkn dnuodaota napépBaon. Aniadn,
Eenepvwvtag

T0 NPwWTo eninedo NG NONTIKNG NPAgNG -Ng xwpig adelag napéupaong oto SnUGCIO XWPO-
noMég napeppdoelg apBpwvouv noAitiké Adyo Kat nponayavdi{ouv evepyd TG 16€€G TOUG.
Ta teheutaia xpovia NOAAEG anod autég TG NOAITIKEG NApePPBACELG OTOUG TOIXOUG, TOUAAXIOTOV
tng ABnvag, yivovtal pe Stencil. Autd opwg dev eival tuxaio. Mépa and ta xapaktnplotikd
TNG TEXVIKNG NMou aiyoupa BoAeUouv Ta dtopa Kat Tig opddeg nou napepBaivouv noANtika oto
dnpo6ato xwpo (taxutnta kal duvatdtnta avanapaywyng), n idia n iotopia tou Stencil Graffitito
TonoBetei otov nupnva tng napddoong tng dnpdotag noAtikng napéuBaong kait nponayavdag,.
‘Onwg avagépet o Tristan Manco (2002) *, o€ éva and ta npwta BiAia nou Kukhopopnaoav yia
10 ouyxpovo Stencil Graffiti, n eppavion tou cuvdéetal e TIG AATIVIKEG XWPEG TG VOTiou
Eupwnng kai ng votiou Apepikng. Ta napadetypata nou ava@eépet €pxovial apxika ano tov
20 Maykoopio MoAepo, otav Italoi pacioteg €Bagav pe stencil otoug toixoug T0 Npdowno
TOU apxnyoU TouG w¢ PEow mponayavdag, otn ouvéxela anod TG dekaetieg 1960-1970,
otav yivetal Xpnon tng Texvikng ano lonavoug kat Me€ikavoug oe SiadnAwoelg, gravovtag
TeAIKA oto MNMapiot 6riou katd tn didpkeia tou Man tou 1968 cuvduddovtal ot Napadooelg TG
1éxvng Tng Siekbiknong (protest art), Twv QapUOCUEVWYV TEXVWYV Kal TNG TUNOYpapiag yia va
napaxBei kdtu véo atnv NoAn. Evag ano toug npwrtondpoug tou Stencil Graffiti, o MaA\og Blek
le Rat (http://bleklerat.free.fr/), ouppeteixe otig portntikég SiadnAwaelg Tou Mapioivol Man
Kal wg ortntng otn IxoAn KaAwv Texvwv tou Mapiolou (Ecole des Beaux Arts) ouppeteixe
Kal 0TV napaywyn Kamolwv ano Tt S1aonpeg apioeg Tou KIVARATOG. XpNolonowvtag
autAv TV epnelpia, aAAd Kat TIG TEXVIKEG TOU YVWOELG OTNV XAPAKTIKN Kal T AiBoypagia €yive
tn Sekaetia Tou 1980 évag and toug npwtoug dnpoupyoug stencil graffiti otnv Eupwnn,
Bélovtag -onwg o i6log dnAwvel oto site Tou- va dnploupynoet kAt Slapopetikd and to
apepikdviko Graffiti nou eixe et otn Néa Yopkn tn dekaetia tou 1970. H oxéon tou Stencil pe
tnv noAttikn diekdiknon kat napéppacn oto Snpdalo xwpo ival epeavng onPepa ota £pya
Slapopwv atopwy Kat opddwv Siapopwv avwvupwy, aAd Kat Yeudwvupwy dnploupywy
MouU XPNOIONoloUV Toug ToiXoug twv NoAewv nou {ouv Kat Snuioupyouv wg nedio Ekppaong
KOWVWVIKO-MOAITIKNG KPITIKNG Kal w¢ xwpo nponayavdag. To Stencil opwg napouaiadel
napdAnAa Kat pia évtovn oxéon tnv noAtikn Siekdiknon and-ta-kdtw, onwg v eidape
va avantuooetal ot NPOoPaATa KIVAHATA Twv NAATEIWY, aAd kat aMwv dlabnAwogwv nou
(kat@)AapBavouv (dnudato) xwpo o€ 6idPopeg NoAelg tng Eupwnng, tng Apepikng, Tou
apafikoU, Kal TOU VOTIO-aUEPIKAVIKOU KOOHOU Ta TeAeutaia xpovia. And tnv nAateia Tahrir
oto Kdipo, JExpL TIG MAATEIEG TWV NPWTEUOUCWY TOU gUpwNaikoU voTou, aAAd Kal and tnv
Wall Street, uéxpt tnv lotavunoUA kat to Pio vie T¢avéipo, avapiBunta Stencil eikovoypagouv
Kal ouvodEUOUV TIG HAXEG KAl TOUG AYWVEG TwV KIvnpdtwy diekdiknong tou 6npdaciou xwpou
wW¢ autoU Mou €Mpene va eival Xwpog ouvelpeang, dlahdyou Kal napaywyng noAopou,
TEXVNG, Kal MOAITIKNG.

5 To noAtiko Stencil anoteAel onpepa og naykoopto eninedo éva anod ta onpavtikd €idn tng
€KPPAong tng «Téxvng tng Slekdiknong» (protest art). Opwg ta stencil ev eikovoypagolv
anAd ta oUyxpova Kivhpata, aAd avtiBeta elkovonoloUv Ta arthpata Kat Toug AGyoug nou
autd avantuooouv. Anhadn, dev Aertoupyolv anmAd wG E€IKOVOYPAPNOEIG TOU MOAITIKOU
Adyou nou avaptwvial oto dnpdoio xwpo, aAd CUHPUETEXOUV €vepyd OTNV Mapaywyn
€VOMOKTIKOU AOYOU Kal KPITIKNG JEOW TwV €IKOVWY. Me AMa Adyia, CUPHETEXOUV OTNV
avantugn tou NoAmikoU (avtaolakoU PEoW Twv €IKOVwy. EKTOG Opwg and v ékppacn
TWV oMKWV OlEKOIKNTEWY, Ta stencil npowBoUv Kat Ty enikovwvia PeTagu twv dlapopwv

*Manco Tristan (2002), Stencil Graffiti. London: Thames & Hudson.

TOMIKWVY KIVNPATWY Kal e autov TOV TPOMO NPOoPEPOUV OTNV avantugn Kat evouvapwon
TWV Naykoopiwyv. Méow Ttou Internet kat Twv Kovwvikwy SIKTUwy, Ta stencil napouaialovtal
nia o€ éva naykooplo Kowo, Kal €101, HEow TNG XPNONG TNG «yAWooaG» TwV EIKOVWY, Kal
oe avtiBeon pe ta Mo Aoyokeviplkd ouvBnuata, ta stencil yivovtal katavontd and éva
€UPUTEPO KOIVO Eenepvwvtag ta oUvopa tng YAwaooag. Me autdv tov tpono au€avetat 1éoo n
Katavonon, 600 Kat N H1dxucn TwV TOMIKWY MOAITIKO-KOIVWVIKWY PNVUPATwY cupBaiovtag
otnv avantu€n Kowvwv artnpdtwy, otoxwv Kat diekdiknoewv oe naykoopio eninedo. Oa
pnopouoape iowg va noupe nwg ta stencil naifouv onpaviiké poAo otnv glkovornoinon Tou
NayKOop10U VAANAKTIKOU MOATIKOU (pavTaclakou.

6 YT1G oUyxpoveg peyahounoAelg n e§oucia, kal ol CUVEPYATEG TNG, EMIXEIPOUV HE VOHOUG
Kal doTtuvopEeuon va eAéy§ouv To oUVOAO TwWV OTOIXE(WY NMOU oUVBETOUV TNV oNTIKN ogaipa
nou pag nepiBAMAet. Ala@npioelg, Nivakideg, TaunéAeg KataoTnUATwy, oNpata Tpoxaiag Kat
AaMa ontikd otoixeia kaBopifouv Kat emPBarlouv tnv enionun oNTiKA oeaAipa TwWV NOAEwWV.
Me autdv Tov Tpono, n e€ouaia Népa and Tov EAeyXo TNG EPPAVIONG TWV AOTIKWY MEPLOXWV,
enIXelpel Tautdxpova Kal Tov €Aeyxo Tou GUANOYIKOU GavtaclakoU Twv NoAITwY. L€ auto o
nAaiolo eA€yxou, ot EIKOVEG Mou Npoo@épouy Ta stencil kat AAeG -xwpig ddeta- napepPaoeig
010 SPGB0 XWPO CapMOTAPOUV Tov EAeyX0 Nou enixelpel va eniBalAet n e€ouacia otnv aoTiKA
ontikn o@aipa. AutokoAnta, apioeg, Sidpopa €ibn graffiti, stencil, cuvBnpata kat Sidpopa
€(dn téxvng tou 6popou cupBdrouy oTnv Napaywyn ontikou NoATiopoU ano-Ta-KAtw nou
ouxva Katagépvel va dlapelyel Tou eAéyxou tng eouaiag, kat napaAnAa tpo@odotolyv TV
avantugn S1aQopeTIKwWY GUAOYIKWYV Kal ATOHIKWY (MOAITIKWY Kal KOWVWVIKWYV) QavIacIaKwy.

7 To Stencil Graffiti eivat éva aotukd @awvopevo dppnkta ouvdedepévo pe 1o dnpdoto
xwpo. To Stencil avantUooetal Kat NPaypatonoleital KUpiwg otov aotiko xwpo. Ekel, otnv
NoAUNAOKOTNTA Kal 0ToUG pUBHOUG Tou KaBnpepivou SnpOclou aoTiKoU XwWPOoU, Ta KOPUATIa
stencil (6nwg Kat 6Aa Ta undAotna enionya n avenionpa 6N KAANTEXVIKAG, KOIVWVIKNG Kal
noAltikng napéupaong) ev-tonidovtal kat épxovial o€ enagn pe toug Beatég toug. To Stencil,
onwg Kat to graffiti kat d\a €id6n tng téxvng tou Spopou (street art) avihkouv ato dpopo, dev
Bpiokovtatl anAd tonoBetnpéva ekel. Auté onpaivel nwg ta vonpatd toug oxnpatiovial navia
0€ OX£0N HE TNV APXITEKTOVIKN UNOSOUN TOU XWPOU, OMWG KAl 0€ OXEON HE TNV Kabnpeptvi
{wn oto 6popo. ‘Onwg N gUPAVION TwV ACTIKWY Neploxwyv opidetal anod g napeppdoeig
nou yivovial 0Toug ToiXouG TOUG, £T01 KAl N ONPAVIIKOTNTA KAl AnOTEAECHATIKOTNTA TWV
napeppdoewv autwv kabopidetal NAvVIa o€ OXEON HE TO OUYKEKPIPEVO AOTIKO MAAo0 01O
onoio Bpiokovtal. Me autnv tnv évvola, kKaBe stencil Aetrtoupyel Slapopetikd oe kKabe onpeio,
dpopo, neploxn n akdpa Kat NOAN 1o vonua tou aAadet onwg B€Ael kat autod va alaet tig
nepPLoXEG otig onoieg napeyBaivel. KabBe napéuBaon ato dnpdoio xwpo PBpioketal Siapkwg
0€ Jia oUVOMIAiG, TO0O0 HE TOUG XWPOUG, 000 Kal PE Toug avBpwroug nou cuyxpwrtidovtat
o€ autoug dev eival noté pia ave€dptntn €lkOva tonoBetnpévn otov Ttoixo, aAAd eivat
NePLO0OTEPO €va ONTIKO oUPBAV Katd To onoio ta unvUpata nou nNpowBei Kal ta vonpata nou
g Sivouv ot Beatég ng Bpiokovtat o Siapkn Sanpaypdteuon.

8 0 6npo6010g Toix0g TV NOAEwY, NTav anod navia oxedov, éva nedio avantugng avoixtou Kat
ehetBepou Slahdyou. Av Bewpnaooupe thv Unapén xwpwv eAeuBepou SlaAdyou ouOTATIKO
NG «eAeUBePNC Kolvwviagy, T0Te KABe Npoondbela eAEyXou TwV OTOIXEIWV Nou ouvBéTouv
TNV doTKN OMTIKN o@aipa €ival tautdxpova Kat npoonddela eAéyxou tou SlaAdyou mnou
avantuooetal oToug HNKOCIOUG ToiXoug Twv NoAewv eivat 6nAadn npoondbela eAéyxou tng
id1ag tng eAeuBepiac. ‘Oco kat va naoxifouv ol apxEg Twv NOAEWV Kal 0l GUVEPYATEG TOUG Va
anodei€ouv nwg ot napepPaoceig otoug Toixoug gival «Bpopid» 0To «owHa» tng NOANG, Kat



6ool napepBaivouv -xwpig Gdeta- ival napdvopol ylati o dNPGoI0g XWPOG «Oev AVAKEL OE
Kavévav, ald avtiBeta og GAouC Toug MoAiTeC», KABe ypdyipo, BAwiHo Kat yevikd KGBe pikph
N peydAn ehelBepn napépBaon otoug Snpdaloug toixoug Ba eival ndvta pla noMTkn Kivnon
nou Ba capnotdpel TI¢ Npoaondabeieg eAéyxou atig NoAelg Kal Ba napdyet Adikd kal iowg Kat
avatpeNTKO ontiKO NOAITIOHG.

UNPAUSE

NO fascists - NO racists in cities and neighborhoods

STENCIL GRAFFITI:
8 points regarding the ways in which Stencil Graffiti is gaining space in our cities and is
imagining the contemporary political struggles in public space of political protest

1 Stencil Graffiti is based on a simple and very common technique, which has been used
extensively in decoration, as well as in typography and early printing. It is a technique used
for the production and reproduction on any surface of a drawing or a motif through a ma-
trix. While this technique was not something new, its use and spread for the production of
public and without permission interventions on the walls and other surfaces of the cities
-mainly from 2000 and onwards- had as a result a new, strongly iconic and aesthetically
aggressive kind of graffiti. This kind of graffiti allows the creator to intervene faster and
thus safer in the increasingly controlled public space of our times, and in this way has
managed to become a popular and easily recognizable kind of visual intervention in our
contemporary urban space. Moreover, the fact that the technique is quite simple and does
not require any advanced artistic qualification, allows different groups and individuals to
use stencils and in this way stencil graffiti acquires a folk (traditional) character, like other
kinds of folk arts and culture from other times.

2 Stencils are imagery. The global spread of stenciling that we have seen during the last
years, is strongly connected with the digital technology of production, re-production and
dissemination of images. The stencil’'s main characteristic is that it enables the easy and
cheap production of images with spray paint in public urban space. This means that the
stencil also allows the re-use, alteration and transfer repeatedly in public space of popu-
lar (or unpopular) digital images from the international imagery accessible through the
Internet. This capability of the practice fits perfectly with our era of strong production and
dissemination of digital images; and at the same time, it's a technique that offers the op-
portunity to practically contest the existence of copyrights on the images that are re-used
in the stencils.

3 Stencils are communicative. Their very form and aesthetics promote communication.
Stencils want to communicate with the wider public, they do not exclusively target the
«insiders», who have the knowledge and the experience to understand what they want to
express. In the case of hip-hop graffiti, and especially in the case of the tags, people out-
side of graffiti culture can easily characterize the interventions as scribbles, in the case of
stencils it is highly unlikely for someone not to understand what is depicted. The use of the
visual semiotic system, common and comprehensive by large parts of contemporary soci-
eties, doesn’t allow the viewer not to understand. Furthermore, the form and aesthetics of
stencils present strong relations with the products of contemporary graphic design, with
which millions of viewers around the globe come in contact everyday. For these reasons,
stencils having straight and clear lines and sharp contrast, seem to be made to come-out
even in the over-painted walls of the cities and to successfully communicate with their
spectators.

4 Anything written or drawn, or printed on any public wall or any other surface of the
city without permission is surely a political act. However, this does not make everything
found on the walls a political intervention. This is to say that, going beyond this initial level
of the political act -the non-permitted intervention on public space- many interventions



articulate political discourse and actively propagandise their ideas. During the last years
many of the political interventions in Athens are made through stencils. This is not an
accidental phenomenon. Firstly, the characteristics of the technique (reproducability and
speed) meet the needs of those who intervene politically on the streets. Secondly, the his-
tory of Stencil Graffiti locates it at the centre of the tradition of public political intervention
and propaganda. As Tristan Manco (2002)* writes, in one of the first books about contem-
porary Stencil Graffiti to be published, its appearance is related to the Latin countries of
southern Europe and south America. The examples he uses are coming firstly from the
2nd WW, when ltalian fascists painted the face of their leader on the walls as propaganda
using stencils, secondly from the ‘60s and the ‘70s when Spanish and Mexicans were using
the technique in protests, and thirdly from Paris, when during the events of May 1968 the
blending of the traditions of protest art, applied arts and typography led to the creation of
something new in the city. One of the pioneers of Stencil Graffiti, the French Blek le Rat
(http://bleklerat.free.fr/), participated in the protests and events of May 1968 in Paris and
as a student of the school of Fine Arts (Ecole des Beaux Arts) in Paris, participated also
in the production of some of the popular posters of the movement. Using this experi-
ence, and his technical knowledge in engraving and lithography, he became one of the
first stencil graffiti producers in Europe in the 1980’s, wanting -as he states himself in
his website- to create something different from the american Graffiti he had seen in New
York during the 1970's. The relation between stencils and political protest and intervention
in public space is evident today in the works of several individuals and groups; several
anonymous or pseudonymous creators who use the walls in the cities in which they live
and create as a field of socio-political expression and propaganda. However, the stencil
also presents a strong relation with political claims and protests from-below, as we have
seen it developing in the recent movements of the public squares, or other protests that
occupy public spaces in several cities of Europe and north America, as well as, in cities of
the arab and south-american worlds. From Tahrir square in Cairo, to the squares of south
European capitals and from Wall Street to Istanbul and Rio de Janeiro, countless stencils
illustrate and accompany the struggles of the movements for the claiming of public space
as what it should be; available space for interactions between people, for the development
of dialogue and for the production of art and politics.

5 The Political Stencil today constitutes one of the most important kinds of the expres-
sion of protest art globally. However, stencils do not simply illustrate the contemporary
movements, they are imaging the demands and the discourses that these movements
articulate. They do not simply act as illustrations of political discourse showed in public
space, but they actively participate in the production of alternative political discourse and
socio-political critique through images. In other words, they participate in the develop-
ment of the political imagery as well as the development of the political imaginary. Be-
sides the expression of local demands and protests, stencils promote the communication
between several local movements, and in this way they contribute to the development
and the strengthening of the global movements. Through the Internet and social media,
stencils are presented to global audiences. Through the use of the «language» of images,
and unlike the word-centric slogans, stencils manage to be comprehensible by larger au-
diences surpassing the borders of languages. In this way promote both the understanding
and the spreading of the local socio-political messages, contributing in the development of
common demands, aims and protests on a global level. Thus, we could argue that stencils
play a vital role in the imaging of the contemporary global alternative political imaginary.

*Manco Tristan (2002), Stencil Graffiti. London: Thames & Hudson.

6 In the contemporary metropolis sovereign power and its associates are constantly at-
tempting, though laws and policing, to control every element that composes the urban
visual sphere around us. Advertisements, road signs, shop signs, and other visual ele-
ments define and enforce the official visual sphere of the cities. In this way, sovereign
power, besides controlling of the appearance of the city, also attempts to control the social
imaginary. In this context of control, the images presented in the public space, that the
stencils and other interventions -without permission- offer, manage to sabotage the at-
tempts to control the urban visual sphere enforced by the sovereign power. Stickers, post-
ers, several kinds of graffiti, stencils, slogans and several kinds of street art contribute to
the production of visual culture from-below, that often manages to evade the control of
sovereign power, and at the same time fuels the development of different communal and
individual social (and political) imaginaries.

7 Stencil Graffiti is an urban phenomenon strongly connected with public space. Stencil
Graffiti is developed and materialised mainly in urban space. Stencil pieces (and other for-
mal or informal kinds of social and political intervention) are located in the multiplicity and
the rhythms of the everyday urban public space and this is where they come in contact with
their viewers. Stencils, like graffiti and other pieces of street art belong to the street, they
are not simply placed in the street. This means that the meanings of these interventions
are formed always in relation with the architectural infrastructure of urban space, as well
as in relation with the everyday life on the street. In the same way that the appearance of
the urban areas is defined by the works on the streets, the importance and effectiveness of
the interventions is defined in relation with the particular urban context in which they are
located. In this sense, every stencil acts in different ways in every different place, area or
even city; its meaning is changed in the same way that it itself wants to change the areas in
which it intervenes. Every intervention in the public space is in a constant discussion with
both the spaces and the people that use them; it is never an independent image placed on a
wall, but it is a visual event during which the messages promoted and the meanings given
by the viewers are in a constant negotiation.

8 The public walls of the cities were almost always a field for the development of open
and free dialogue. If we consider the existence of spaces in which free dialogue can be
developed a vital component of a «free society», then, every attempt to control the ele-
ments that compose the urban visual sphere, is at the same time an attempt to control
the free dialogue developed on the public walls of the cities; in this sense it's an attempt to
control freedom itself. The more the authorities of the cities and their associates are trying
to prove to the public that the public spray-paint interventions are «dirt» on the «body» of
the city, and the ones doing them -without permission- are illegal, the more every pain-
ing, every writing and every other small or larger free intervention of public walls will be a
political action, which will sabotage the attempts of control in the cities and will produce
folk and even radical visual culture.
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