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Kritiku a negativitu je mozné vidét ve dvou zakladnich
aspektech pristupu CAP. Prvnim je pop¥eni stylu jako jedné
ze zakladnich hodnot graffiti. CAP deklaruji touhu nemit styl.
Piekonani stylu, tedy eliminace veskerych prvii, které v sobé
nesou znamku zvyku, v pripadé CAP ovSem zlistava stale spiSe
teorii. CAP se sice podarilo oprostit od zatéZe existujicich stylu

oraffiti, zato v§ak dospéli k vlastnimu nezaménitelnému projevu.

Jejich odmitani stylu se tak projevuje pouze v ojedinélych
pripadech zamérného privlastiiovani tvaroslovi jinych
writerd. Druhym aspektem, v némz je mozné vidét kriticnost
pristupu CAP, je ironicka tupd kreativita. CAP vyhledavaji co
nejinfantilnéjsi napady, hranicici s tplnou idiocii. Dovadéji
stupiditu motivi i jejich provedeni do krajnosti a tim ukazuji
primitivismus grafliti v celé nahote jeho jediného sdéleni -
»jsem tady!"

Fakt, Ze CAP prenaseji své pusobeni z viditelnych mist do
skrytu tovaren, je moZné interpretovat jako metaforu pasivity
oraffiti. Jde o projev uznani planosti nadéji, které nékdy byvaji
do graffiti vkladany. Pokud grafhti dokaZe vytrhnout chodce

z pravidelného rytmu pohybu po méstskych ulicich a primét jej,
aby se na chvili zastavil a dival, nemutiZe a nechce mu nabidnout
nic vic nez holou pravdu o pritomnosti na konkrétnim misteé.
Skulina s moznosti tiniku ke svobode je naznacena a ihned zase
neprodysné uzavrena. |

‘The waves of mass protest against contemporary society at

the end of the 1960s in western countries represented the

last mobilization of the modern consciousness in an effort to
instigate a total transformation of the world. In the ensuing
decade, resistance fragmented into new social movements
focused on specific issues and local contexts. At the same time,
a wide range of subcultures advocating particular lifestyles
began to proliferate. This was no longer an alternative way

' oflife that challenged the values of mainstream society, but

only a partial escape from stereotypes, one limited to a few
spectacular attributes. Young people identifying with new urban
subcultures no longer believed in the possibility of changing
the social and economic coordinates of their existence. Instead,
they tried to find a way to have fun in the place in society that
they had been born into. They didn’t see the entire world as
their canvas for self-realization; this stage had been reduced

to the range of a few surrounding city blocks. In place of the
modern universe, a post-modern neighbourhood had arrived.
Modern man had defined himself through this or that master
narrative — “I am a socialist” or “I am a patriot.” In 1971 in the

. first interview on the subject of graffiti from the pages of the

New York Times, post-modern man announced:

“I am Taki from 183rd.” Post-mrodern man is no longer
interested in taking part in any whole—scale project to change
the world. This task is left to the self-motion of economic
growth; the most any individual could do is to gain fame in

a certain particular domain.

Graffiti is an activity that damages private or public property,
and as such is an enemy of the capitalist order. But it would

be a mistake to interpret it for that reason as a manifestation
of revolt. Graffiti isn’t some form of criticism against property
relations or even a representation of an alternative attitude;
instead, it is a demonstration of bare presence. The creator of
oraffiti conveys nothing more than “I exist, I live on this street.”
Graffiti isn’t critical (i.e. modern), but a conservative reaction to
the capitalist order. It doesn’t aspire to challenge predominant
values, but represents values that are much deeper and more
primitive. Its psychology is that of the gang, family, or tribe.
Typical in graffiti are attributes of archaic society such as
loyalty to the crew, the quarter or city, the competitive battle,
meticulous care for history preserved in the form of
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season to season, without causing any fundamental modification
in society’s Stereotypical perception of the body. Graffiti has
gone global since its beginnings. The neighbourhood on which
1t is focussed is no longer just a physical location but includes
hyperlinked web pages on the Internet, N evertheless, it has
remained a particular niche where the same rigid rules apply.

In the 1980s, the doors to museums and galleries were opened
to gratliti artists. This was made possible as a consequence of

the critique of large modern narratives, including the history P Walls of private buildings or scratched out windows of public
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art. In order for an artist to maintain a position in the sun he won't begin to Paing banners; as long as they form Crews )t]he

or she must perpetually exceed him- or herself, a requirement won't establish Palitical parties. And as long as they tinker 4
that is in logical conflict with the essence of graffiti. To subject around with air brushes and cans of spray paint they won’t
themselves to corresponding changes would simply mark the make Molotov Cocktails. Therefore

, Just like other apparently

anti-establishmey Subcultures, even graffit; tundamentally

end of creating graffiti. The expansion of graffiti onto the art
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reproesents a form of mass entertainment, albeit one with

4 piquant tinge of criminality, Unlike the 19008, when for a short
time mass culture became a public platform for disscminating
certain ideals of world transtormation, today it functions
unequivocally as a tool of control, even in manitestations that
seemingly refute the values of mainstream society (Satanism

In heavy metal music Or gangs in hip hop). The designation of

graffiti on trips to other European cities (the greatest inspiration
for Prague was Berlin), in Popular magazines for teenagers,

and in American films and music videos. The first group of
people to become actively involved in graffiti in Prague wasn’t

the same time, jt represents a confirmation
and consolidation of the status of gratliti as a form of urban
décor. If we are tgo believe that these autotelic experiments are
the best that the contemporary Prague grafliti scene hag to ofler,
this would Imply that the loca] scene is €Xperiencing a period of
Stagnation. The OVer-production that can be Seen particularly
In legal zones doeg not offer evidence of 5 raging struggle for

motifs. The overa]] Impression of the contemporary scene is one
of lifeless academicism, technically skilled work with oceasional
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elegance that is nonetheless vapid. Although the Prague scene
arose as a secondary product of a media depiction of classic
New York graffiti, it is sometimes more rigid than its legendary
prototype. | |

A desire to return to the original rawness of the New York
graffiti of the 1970s was the aim that brought together a group
of younger generation writers that united under the designation
of CRY CAP in 2005. The crew was composed of the writers
Blez, Mosd, Masker, Dize, Key, and Crap. The choice of their
name reflected the confrontational nature of their unification.
CAP was the tag of a New York writer in the 1970s who
specialized in going over other writers with primitive throw-
ups. Members of the crew have used the tag CAP far more often
than the entire appellation and it is this abbreviated version
that has entered the general consciousness.

At the beginning, the work of CAP was strongly inspired by the
formal appearance of the New York old-school graffiti. But the
crew points out that their goal was not to mimic the style of the
pathfinders but to approximate their rawness and spontaneity.
CAP omits signs of existing styles and instead sets out in their
own direction, an approach that radically sets them apart on
the Prague scene. The crew’s identifiable signature is simplicity
of form accompanied by a strong figural component and ironic
detachment. CAP reduces the materials they use to the essential
minimum. They make do with outline and fill paint, often with

a penetration coat and white latex. Crew writers prefer paint
rollers to spray cans and caps. Typography is simplified to the
basic shape of letters, which are then embellished with figural
elements. The drawn motifs play the same essential role as

the letters. Characters in fact often precede the lettering and
determine its form. In this way CAP has achieved a hybrid status
between graffiti-and street art. While in graffiti, characters
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create an overall insignificant complement to the inscription,
in street art repeated motifs and characteristic handwriting

represent the label of the writer, just like tags in graffiti. CAP

uses the element of surprise, humour, and irony in selecting
motifs, the manner in which they are tied to letters, and in
connecting the piece to the specific environment in which it is

created. They try, with varying degrees of success, not to repeat

themselves. Nevertheless, favourite motifs appear on a regular
basis, especially Shar-pei dogs and wood logs. CAP also stands
apart in their choice of locations. The crew doesn’t strive to be
visible on the streets of Prague and their work only sporadically
appears on legal surfaces. The majority of their pieces are
produced on closed factories or deserted buildings on the
outskirts of the city. Work from these locations is accessible

to viewers exclusively through photography published on

the Internet. This sends the signal that the work of CAP is not
primarily intended as the provocation of ordinary people on the
street. CAP has renounced one of the essential aspects of graffiti
— the effort toward maximum tag visibility in the city. Besides
the satisfaction they derive from the process of painting, the
crew sees the meaning of its work in the confrontation with

a narrow circle of graffiti enthusiasts and in questioning the
limits, motives, and possibilities of this activity.

The relationship of CAP with the majority of the Prague scene
was already tense before the actual founding of the crew,
starting from the point when the typical features of the CAP
approach first began to take shape in the works of its future
members. During the two years of their existence so far, this
confrontation has intensified to the point where CAP has
become virtually isolated. From the beginning the target of
this indignant reaction has been the visual appearance of the
crew’s pieces, which are devoid of any decorative attractivengss
and signs of masterly skill. The brownish tones resulting fro /
' /

21




— . —.—"—-'_‘_u_ A TP . — R e ™ e -‘

the use of penetration coatings seemed to taunt the polished
colouring of surrounding pieces on legal surfaces. This annoyed
several members of the scene so much that they labelled the
style of CAP as “shit splattering.” Certain purists refused to
accept their pieces as graffiti, using the argument that CAP does

not use spray paint. Even moderate opponents were reluctant to

recognize the work as graffiti and proposed that CAP’s pieces
be considered as a derivative discipline such as street art.

More sophisticated critics then articulated a hypothesis that
CAP produced a type of conceptual toy graffiti whose purpose
was to provoke the scene and gain recognition in some other,
for example, artistic environment. As the confrontation became
fiercer, the intolerance of the scene shifted from the actual
work of CAP to the radical positions the crew championed. In
discussions on the Graffneck website that ensued in reaction

to a minor critical comment made by one member of the crew
to the monstrous Cosmoproduction project, CAP formulated

a detailed position and presented an exhaustive critique of

the Prague scene and graffiti in general. Another confrontation
erupted in the autumn of 2006 when CAP slashed several pieces
at TésSnov with images of wood logs. In subsequent discussions,
both sides only confirmed the mutual irreconcilability of their
positions. |

kven CAP was induced to experiment by the need to shift the
borders of graffiti. However, this was meant to be a shift of

a radically different nature than attempts by Prague mainstream
practitioners. While the spatial realization of Point can be
labelled as an expansion of the existing form of graffiti to
include different materials, CAP categorically rejects the status
quo. The first case is an effort to “move things forward” inspired
by the desire to be an ever greater king - to have it bigger, more
colourful, more 3-D, and more visible. CAP’s resolution for
change is based on an apparently naive lack of understanding

for why certain predetermined rules should be res pected and
why all efforts should be taken to solidify the current status of
matters. These juvenile queries express a radical change in thel

- position. CAP articulates the need to view graffiti in the broader
context. As such the crew oversteps the boundaries of the given
subculture in its particular niche. It ostentatiously declares s
contempt tor the context of neighbourhood and seeks to identif
the meaning of graffiti for society as a whole. Their unflattor !

response to their own question is: Graffisi today is nothing more
than urban décor.

The position voiced by CAP is paradoxical for graffiti. CAP's
pieces in this light can best be described as anti-graffiti, or ns
graffiti that contains its own self-critique. As was the case with
the Dada movement, which declared itself anti-art but could
only function as such in the context of art, the approach of GAJ*
is an attempt at the negation of graffiti that only makes sense
within this particular discipline. It isn’t about brealki ng beyond
the limits of graffiti, but rather an effort to establish new criticul
lines in the field. |

Censure and negativity can be seen in two basic aspects of

the CAP stance. The first is the denial of style as one of the
tundamental values of graffiti. CAP declares a desire not to
have a style. The transcendence of style, or the elimination of
all elements that carry a sign of habit, naturally remains in the
case of CAP a matter of mere theory. While CAP has managed 1o
disengage itself from the burdens of existing graffiti styles, in
doing so the crew has created its own unmistakeable form

of expression. Their denouncement of style therefore manifosts
itself only in isolated cases of the calculated appropriations ol
morphologies from other writers. The second aspect in which
it is possible to see the criticalness of the CAP stance is in their
ironic dull creativity. CAP searches for the most infantile ideas
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flirting with complete idiocy. They cavort in the stupidity of
the motifs and take their artistic execution to extremes, thus
exposing the bare primitiveness ot oraffiti with its sole message
of [ am herel =

The fact that CAP performs its activities under the cover of old
factories away from highly visible locations can be interpreted
as a metaphor of the passivity of oraffiti. This is an expression
of the dearth of hope that is sometimes read into graffiti. If
oraffiti is able to disrupt a pedestrian from the regular rhythm
of his movement through the city streets and make him stop for
» moment and look, it cannot and doesn’t aspire to offer him
anything more than the naked truth of presence at a specific
location. A cracked door offering a chance of escape is fleetingly
suggested and then just as quickly slammed shut.
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