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heHomeH coBpemeHHOro rpadduUTh ¢ TPYAOM NoAAaETCA Teope-
TUYECKOMY OCMbICNIEHUIO BBMAY CBOETO CNIOXKHOI0, KOMMJIEKCHOr0
xapakrepa. B ctatbe npeanoxeHo paccmarpusarb rpadpeuti Kak
CUHTETUYECKOe ABNEeHUe, 06beAnHAILLee XYA0XKEeCTBEHHbIE 334a4M
TPaHCAALMUN IMOLMOHANbHBIX COCTOAHMIA C 33Ja4aMM BbIpPaXKeHUA
counanbHbix UAeil (BKNOYasA NPOTECTHbIE U AAXKE PEBOJIOLNOHHBIE),
a TaKxke 33fauu 06LeHUA MEKAY Pa3NIMYHBIMU KYNbTYPaMMU — KYNbTY-
paMu pasnnUYHbIX INOX, NIOKANbHBIMU KYNbTYPaMu U CYGKYNbTYpamu
ropoxat. [laHHbIf NOAX0/A NOKa3aH Ha UCTOPUYECKOM NpUMepe
MeKCUKaHCKoro mypanusma. Ha ocHoBe npeanaraemoro noaxopa
paccmoTpeHbl coBpeMeHHble apabckue rpadguti, nonyuusime
CUNIbHBII UMNYNBC K Pa3BUTUIO Nocae coGbITUil ApaGCKoi BeCHbI.

KntoueBble cnosa: rpacyputu; apxuteKTypa; ucropus; Apabekas
BecHa; apabckuit mup. /

The phenomenon of modern graffiti is difficult to theorise due to its
complex and comprehensive nature. The article proposes to consider
graffiti as a synthetic phenomenon that combines the artistic tasks
of transmitting emotional states with the tasks of expressing social
ideas (including protest and even revolutionary ones), as well as the
tasks of communicating between different cultures — both cultures
of different epochs and local cultures and subcultures of city
dwellers. This approach is shown through the historical example of
Mexican muralism. Based on the proposed approach, contemporary
Arab graffiti, which received a strong impetus of development after
the events of the Arab Spring, is considered.

Keywords: graffiti; architecture; history; Arab Spring; Arab world.

[pacdduTK, peonoumna u ropoackasa cpena /
Graffiti, revolution and urban environment

TeKcT
Ixexap XacaH Anb-Amepun
Yuusepcutet Nopaanum
Xaitdaa banu Ucmaunsa
YHuBepcuteT Mopaanuu

text

Jehad Hasan AlAmeri
University of Jordan
Haifaa Bani Ismaila
University of Jordan

v Puc. 1. U306paxeHune
Bepb6toaa U Hagnucoy
cadaTnyeckuM NUCbMOM.
Woppanus. I B. jo H. 3. —
1V B. / Fig. 1. Image of a
camel and inscription in
Saphatic script. Jordan, 1st
century BC — 4th century AD

1. Npo6nema rpacputu

Bo MHOTMX KpyMHbIX COBPEMEHHBIX ropofax rpadduty
ABAAOTCA MOWHBIM (DaKTOPOM, BAUAIOWMM HA XapaKTep
ropoackoi cpeabl. NHorpa rpadduTn HacTonbKo U3MeHsI0T
06/71MK TOPOACKOI TKaHU, YTO apXUTEKTYpa ropofa oTCTynaet
Ha BTOPOW niaH nof06HO TOMY, KaK peasnbHble YepThl 1L
CKpbIBAIOTCA Nof TONCTbIM cioem kocMeTuku [1]. Ho go cux
nop B ypbaHUCTUKe HET TeOpUU, KOTOpas NO3B0AANA Obl NO-
HATb, KNaCCMPULNUPOBATL U FNAaBHOE — YNPaBNATbL Pa3BUTUEM
¢eHomeHa rpacdduTu. Cpean MHOXKeCTBA pa3HOBULHOCTEN
n306pasuTenbHOro uckycctea rpaddutn sensetcs Ton cde-
poi, roe cnabocTb TEOPUW Nepea NULOM NPAKTUKKU 0COGEHHO
oyeBugHa [2].

CylecTByeT HECKONbKO NOAXON0B K UCCNe0BaHUIO
coBpeMeHHbIX rpapduTun. TpagnLMOHHOE NCKYCCTBOBEAEHUE
CTaBUT 3TOT heHOMEH B OAUH PAL C MHOXECTBOM [pyrux
TEXHWUK W TeuyeHunit cTeHonucu. B 3Tom cnyyae okasbiBaetcs,
4T0 rpatuUTH ABNAETCA CaMbiM iPEBHUM BULOM N306pa-
3UTENbHBIX UCKYCCTB, BEAYLLUM CBOI poj, OT naneonantuye-
CKMX HacKanbHbIX pUCYHKOB. B 3TOM e psafy okasbiBaloTcs
1 POCMUCKM €rMNeTCKMX XPaMoB, U HaLapanaHHble Ha CTeHax
rPeYecKnx XpamMoB KapukaTypbl. Horaa nctopuyeckuin nog-
XOA K U3yyeHuto rpadduty aaeT yaMBUTENbHbIE U YHUKANb-
Hble pe3ynbTaThl. Tak, Hanpumep, Lenas rpynna gpesHea-
pabcKux A3bIKOB (cadaTuyeckne A3bIKK) U3BECTHA TOJBKO

no HaANMUCAM, HauapanaHHbIM eLe A0 Hallei 3pbl ApeBHUMU
«rpadduTuctammn» Ha ckanax B nycteiHe Ac-Cad Ha rpanuue
Cvpuu n Noppanum (puc. 1) [3].

K coxaneHuto, AaHHbIA NOAXOA HE AAeT HUKAKMUX NpaK-
TUYECKUX PEKOMEHAALMIA N0 CaMON Xryyeit npobneme
COBpEMEHHbIX rpaduTh: Kak OTHOCUTLCA K ITOMY ABNEHUIO?
Y1o ecTb rpadduTi CErofHA — BaHJaNM3M, npectynie-

HWe NPOTMB «NpaBa Ha ropof»? Nnu HanpoTus — cnocob
peanu3aumu 3T0ro camoro npaea? VickycctBoBebl roBopAT:
«MpoiigeT Bcero ofHa-aBe ThICAYM NIET, U COBPEMEHHbIE
rpadduTK CTaHyT NpeAMEeTOM UCCNeA0BaHNUA U MY3EAHbIMU
3KcnoHaTamu. Hago npocTo nopoxaats, U BpeMs paccra-
BUT BCE MO CBOMM MecTaMy». Ho Ans Hac, UBYLWMX 34eCb

U ceityac v xenawwux caenatb ropoackyto cpesy 6onee
KOM(MOPTHON W 340POBON, TaKNE PEKOMEHAALMUMN HUKAK

He nomoratT.

Couuonoru v coumanbHble NCUXONOMW paccMaTpu-

BatoT rpadduTh Kak BbipaxeHue npobnem oblwecTea.
[MckpuMUHMpoBaHHas, ByHTYIOWWAsA YacTb FOPOACKOr0
HaceneHus BblpaxaeT Yyepe3s rpacuTn CBOE CTPEMIEHUE

K U3MEHEHWAM, CBOW NPOTECT NPOTUB CNOXMUBLIErocs 0bpasa
*mn3HK. OfHAKO M 3TOT NOAXOL HE CHUMAeT NpoTMBOpeYms

B OTHOLWEHWK K heHoMeHy rpadduTu. [la, Kaxabli ropoxa-
HUH MMEET NPaBO ObITb HECOTNACHBIM C TEM UMW UHBIM acnek-
TOM XU3HU ropoaa. Ho rpaddutu — 370 MMeHHO Ta 06nacThb,
B KOTOPOW NMYHasA cBOOOAA KAXAO0ro Ierko npespallaercs

B ylUeMeHne cBoboabl Apyrux. Nofo6HO aBaHTapAHbIM
TEYEHMAM CTaHKOBOM xuBonuck, rpadduti moryT (1 paxe
AOJIXHbI) BbIPAXaTb PEBOJIOLMOHHbLIE U HOBAaTOPCKME TEH-
AeHUMK. B To e Bpems rpadduTh, nofobHO apxuTeKType,
ABNAIOTCA 06LEKTOM «HACUbCTBEHHO JEMOHCTPALUUY.
Ecnn Komy-To He HPaBUTCA COBPEMeHHas XUBOMUCH, HUKTO
He 3aCTaBUT 3TOTO YeNoBeKa Nto6oBaTLCA KAPTUHAMU Heo-
3KCcnpeccuoHncToB. Ho «HackanbHble pOCNUCU» COBPEMEH-
HbIX rpathUTUCTOB HeN36EXHO NONAAAIOT B NONE 3pEHUS
MHOXeCTBa FOPOXaH, KOTOPbIE CTAHOBATCA HEBOJIbHBIMU
3pUTENAMM HE3aBUCUMO OT UX JINYHBIX BKYCOB U PeaKLMiA.
Hackonbko onpaBaaHo nofgo6Hoe BU3yanbHOE HACUNME,
KaKkoBa ero Mepa M BO3MOXHO /11 yiepXaTb ero B pa3yMHbIX
npegenax [4]?

Teopus v NpaKTMKa apxUTEKTYpbl BOOOLLE UTHOPUpYeT
teHoMmeH rpadduTn. ApXMTEKTYPHbIE NPOEKTbl NpaKTHye-



1. The problem of graffiti

In many large modern cities, graffiti is a powerful factor influenc-
ing the character of the urban environment. Sometimes graffiti so
changes the appearance of the urban fabric that the architecture
of the city recedes into the background like real facial features are
hidden under a thick layer of make-up (Gastman, 2016). But until
now, urban studies lack a theory that would allow us to understand,
categorise and, most importantly, manage the development of the
graffiti phenomenon. Among the many varieties of visual arts,
graffiti is the sphere where the weakness of theory in the face of
practice is especially obvious (McCormick, 2010).

There are several approaches to the study of contemporary graf-
fiti. Traditional art criticism puts this phenomenon on a par with
many other techniques and trends of mural painting. In this case it
turns out that graffiti is the most ancient type of fine arts, leading
its lineage from Palaeolithic rock paintings. In the same row are
the paintings of Egyptian temples and caricatures scratched on the
walls of Greek temples. Sometimes the historical approach to the
study of graffiti gives surprising and unique results. For example,

a whole group of ancient Arabic languages (Safatic languages) is

CKM HUKOTAa He BKNI0YA0T BO3MOXHOCTU TOTO, Y4TO Nocne
NOCTPOiKM (hacaabl 3faHNA NOKPOIOTCA pocnucamu. B csoto
oyepeab, 601bWUHCTBO rpadhUTUCTOB He obpalatoT
BHUMaHWA Ha 06pa3s, KOTOPbIN yKe HECET apXUTEKTYPHBI
06beKT, noasepraemblit pocnucam. KoHHAMKT apXuTeKkTopos
c rpadduTucTamMm npuobpetaet Bce 6onee HanpsKEHHbI
XapaKTep No Mepe TOro, Kak COBEPLIEHCTBYIOTCA TEXHOJO0-
rMu u3MeHeHns o6auka dacagos. Knaccuueckas TexHuka
MypanbHOM XuBonucKu TpebyeT MHOFOMECAYHOTo TpyAa.
BbannoHuYmMKM ¢ Kpackoi NO3BONAIOT 32 HECKONbKO 4acoB
NOKPbIBaTb POCMUCAMN AECATKN KBAAPATHbIX METPOB CTEHBbI.
3apsKeHHbI KPAaCKOM OTHETYWNTeNb (Takas TEXHWUKa nony-
4mMna caMocToATeNbHOE Ha3BaHWe «NUCCUHT» («pissing»))
AaeT BO3MOXKHOCTb 3@ HECKOJIbKO MUHYT PacKkpacuTb COTHM
KBafpaTHbIX METPOB. Ja3epHblii NPOEKTOP MTHOBEHHO
NoKpbIBAET M306paxeHnem Noboil, CKoMb yrogHO Mac-
wTabHbIA thacag unu Lenblit apXUTEKTYPHbLIN aHCamMbJb.
HeobxoaMMOCTb OCMbICNEHUS PACTYILEro BAUAHUA rpacdduTy
Ha BMU3yanbHble CBONCTBA FOPOACKON CPefibl CTAHOBUTCA BCe
Gonee aKTyanbHOM.

2. MeKcMKaHCKuUM Mypanusm — Benuyaniee rpapdutu

B UCTOPUK

B nouckax aHanornu gna cospemeHHoro rpacdduTn mbl
06paTUANCH K ABNEHMIO, U3BECTHOMY NOJ UMEHEM MEKCUKaH-
CKOro Mypanu3ma. IToT (PeHOMEH, Y3Ke XOPOLLIO U3YYeHHbIi

1 PACCMOTPEHHBIN C CaMblX Pa3HblX CTOPOH, BO3HWUK OKOJO
cTa NeT Hasag (B 1920-x) u BNuTan B cebs cpasy HECKObKO
aKTyanbHbIX TEHAEHLNI CBOEro BpeMeHU 1 MecTa.

«Tpoe Benukux» ("los tres grandes") nuaepos mekcu-
KaHCKOro Mypanu3ma 6blin NNaMeHHbIMU PEBOJTIOLMOHE-
paMn-MapKCUCTaMm, a UMEHHO MAPKCUCTbI M @HAPXUCTbI
COCTaBNANN Haubonee opraHU30BaHHbI U 60CNOCOOHbIN
oTpap B 60pbbe npoTuB AnKTaTYphl Mopdupuo Aunaca.
lpaxpaHckasa BoitHa B MeKCUKe, NpOAONIKABILAACA CEMb JeT,
CTana cepbesHoil NpoBEpPKOil ANA yOexaeHi 1 Bepbl peBo-
NIOLMOHEPOB B CBOI CTpaHy. [lnero Pusepa, Xoce KnemeHTte
Opocko 1 lasug Anbdapo Cukeiipoc (Diego Rivera, José
Clemente Orozco and David Alfaro Siqueiros) 6binn ntogbmu,
rny6oKO U UCKPEHHe BNUTABLIMMU Ty CTPAHHYIO CMECh
KOMMYHMW3Ma, aHapXn13Ma, KaToNULU3Ma U Ky/bTa CMEPTH
aMepUKaHCKUX MHAENLEB, KOTOPYIO NPeACTaBAAN coboin Mek-

known only from the inscriptions scratched before Christ by ancient
“graffitists” on the rocks in the desert of As-Saf on the border of
Syria and Jordan (Fig.1), (al-Jallad, 2015).

Unfortunately, this approach does not provide any practical
recommendations on the most burning problem of modern graffiti,
namely: how to treat this phenomenon? What is graffiti today —
vandalism, an offence against the “right to the city”? Or, on the
contrary, a way of realising this very right? Art historians say:

“In just one to two thousand years, modern graffiti will become a
subject of research and museum exhibits. We just have to wait, and
time will put everything in its place”. But for us, who live here and
now and want to make the urban environment more comfortable
and healthier, such recommendations do not help.

Sociologists and social psychologists see graffiti as an expres-
sion of society’s problems. The discriminated, rebellious part of the
urban population expresses through graffiti its desire for change,
its protest against the existing way of life. However, this approach
does not remove the contradiction in the attitude to the phenom-
enon of graffiti. Yes, every citizen has the right to disagree with
this or that aspect of city life. But graffiti is precisely the area in

CMKaHCKuI counann3m. PehopmaTopCKuit OroHb, ropsALLmi
B UX AyWax, 4an UM LOCTYN K CUSbHbIM 3MOLUAM U NO3BOAUA
AOCTUYb BbICOYANLWMUX BEPWUH 3Kcnpeccuu [5].

B nBUXEHMM MEKCMKAHCKWUX MYPANMCTOB Y4acTBOBANM
He TOIbKO NiaMeHHble PeBOJIOLMOHEPLI, HO TaKXKe W NIIAN
rny6oko obpa3oBaHHble, Takue, kak lepapgo Mypunbo
KopoHago, n3BecTHbli Nof nceBLOHUMOM «[LOKTOp AT/by,
(Gerardo Murillo Coronado, "Dr. Atl"), KcaBbep leppepo
(Xavier Guerrero), ®epHaHnpo Jleans (Fernando Leal)
v gpyrue. [BuxeHne MypanucTos pasHooOpasHo W No Halm-
OHaNbHOMY COCTaBy: B HEM HALWIOCh MECTO U NS rBaTeMab-
ua Kapnoca Mepupa (Carlos Mérida), u gns ungeiiua-cano-
Tek PycuHo Tamaiio (Rufino del Carmen Arellanes Tamayo).
3TU XY[OKHMKM XOPOLIO 3HANMU U NOHUMANU UCKYCCTBO
KOpPeHHbIX Hapo0B AMEPUKM U oLyLiany cebs «Hapo[oMm
METWUCOBY, HACNELHUKAMMN CPa3y HECKONbKUX BENUKNX Kb~
Typ. B pesynbTaTe cTUANCTUKA MEKCUKAHCKOTO Mypanu3ma
M3HaYyanbHO NPUOGPENa CUHTETUYECKNIA, UHTETPaNbHbIi
xapakTep. HekoTopble 31eMeHTbl PecoK, HanUCaHHbIX
MeKCUKaHCKUMU MypannucTamu, HacCTOMYMUBO OTCHINAIOT Hac
K MNOCKOCTHbIM UTYpaM U3 KOJEKCOB aLTEKOB U POCTUCAM
mana B xpame boHamnaka. 3Tn Gurypsl, yCnoBHble, NOYTH
npeBpaTUBLIMECS B 3HAKM, TEM HE MEHEE MOJHbI AUHAMUKM
W CUNbHBIX NepeXuBaHuii. OHW UrpatoT Ha My3bIKaNbHbIX
WHCTPYMEHTax, MUPYIOT, TaHLYIOT, BOIOIOT, MyYaioT U youBatoT
LPYr Apyra — B 06LLEeM, XKUBYT NOJHOMN, HACBILEHHOMN XKNU3HbIO
(puc. 2) [6].

< Puc. 2. ®pecku

B xpame boHamnaka.
Mekcuka, BOAM3M rpaHuLbl

¢ I'satemanoii. VIII 8. /

Fig. 2. Frescoes in the
Temple of Bonampaka (8th
century AD, Mexico, near the
border with Guatemala)
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which the personal freedom of each individual easily turns into

an infringement of the freedom of others. Like the avant-garde
movements of easel painting, graffiti can (and even should) express
revolutionary and innovative tendencies. But at the same time,
graffiti, like architecture, is an object of “violent demonstration”.
If someone does not like modern painting, no one will force that
person to admire the paintings of the Neo-Expressionists. But the
“rock paintings” of contemporary graffiti artists inevitably come
into the field of vision of many citizens, who become unwilling
spectators, regardless of their personal tastes and reactions. How
justified is such visual violence, what is its measure and is it possi-
ble to keep it within reasonable limits (Paknite et al., 2019)?

The theory and practice of architecture generally ignores the
phenomenon of graffiti. Architectural projects almost never include
the possibility that after construction the fagades of a building
will be covered with murals. In turn, most graffiti artists do not pay
attention to the image that is already carried by the architectural
object being painted. The conflict between architects and graffiti
artists is becoming more and more intense as the techniques
of fagade modification become more sophisticated. The classic

B paboTax MHOTUX MypanucToB 3KCNPECCUs JONONHUTENb-
HO yCUJeHa 3a CYeT KOMMNO3ULMOHHbIX NPUEMOB, CXOAHBIX
C Knaccuyecknm 6apokko. BuxpeobpasHele, COXHblE KOM-
NO3ULMOHHbIE MOCTPOEHMA MIOTHO 3aNONHAIT NNOCKOCTb
(pecku, He 0CTaBNAA MyCTOT W HAarpyxas Kaxabli hparmeHT
CTeHbl JMHAMUYHBIMM LiBETOBbIMM AKLIEHTaMU.

HakoHeL, CloXeTbl MHOrUX paboT MEKCUKAHCKUX My-
PannCTOB MPOHUKHYTHI LEP3KOI UPOHMell N capKa3MoM,
KOTOpble POAHAT UX C TBOPYECTBOM PYCCKUX aBaHrapAuCcToB
n ABUXEHNeM «aaaa». Bot, Hanpumep, 3HameHUTbI dpar-
meHT u3 peckn Opocko «AMepuKaHCcKas LUMBUIM3aLua»
(OapTmyTckuit konnemx, 1932—-1934): Tpynbl B akagemu-
YeCKMX MAHTUAX U WanoyKax NPUHUMAIOT POLbl Y CKeneta.
MepTBOpOXAEHHAA KHUXKHAA NPEMYAPOCTb HANOHAET YHN-
BEPCUTETbI, @ HACTOAILAA XKU3HEHHAA NpaBja — B NPOCTbIX
L0 NPUMUTMBU3MA DUTYPaX KPECTbAH U paboumnx.

YanBUTENbHBbI CNNaB pasHOPOAHbLIX 31EMEHTOB MUPO-
BOI1 M306pa3nTeNbHOI KyabTypbl, 06beMHEHHbI CTPACTbIO
N PEBONIOLIMOHHBIM IHTY3UA3MOM, BO3HUK KaK Henb3s Gonee
kctatu. llepuog nocne lNepBoit MUPOBOI BOMHbI — 3TO Bpe-
Mfi, KOra ceBepoaMepuKaHCK1e rocyaapcTaa NoYyBCTBOBA-
NN HAaCTOATENbHYI0 HEOOXOAMMOCTL NPEOA0NETb KYNbTYPHYIO
3aBucumMocTb oT EBponbl. Pas3buteie Bpebesru esponeiickue
AepaBbl, pa3BannBaloLWwmnecs ofHa 3a Apyroi BeNukue UM-
nepuu — BCe 3TO CO3[aN0 MOLHbIA UMNYLC K MOMCKAM CBO-
eil, cCamoObITHOW aMepUKaHCKOM KynbTypbl. MeKcuKaHCcKuit
Mypanu3m CTan nepebiM U3 ABAEHNIA, TPUCYLLNX TONBKO
aMepUKaHCKUM HapOAaM U He UMeIoLMM NPAMbIX aHaNoros
B EBpone, Tak 4TO MEKCMKaHCKMe XYA0XKHUKN BHE3aMHO OKa-
3a11Cb BOCTPe6OBaHbI M NOMYNsAPHBI, B TOM Yucie y 6oratbix
3aKa3unkos u3 cocefHux CLIA. AMepuKaHcKkue MUAANOHepbI
LeApo onaaynBanyu orpoMHble hpeckn MypanucToB, HeCMo-
TP Ha KOMMYHWUCTUYECKME UAEUN U HEHABUCTb K BOraTbiM.

«Tpoe Benukux» TakKe okasann oOrpoMHoe BAUsHUe
Ha 3apoX/eHWe NepBOro CaMoCTOATEIbHOTO TeYeHMUA B UC-
kycctse CLLIA — abcTpakTHOro aKkcnpeccuoHu3ma. M3secTHo,
yto [IxkekcoH Monnok, 6yayuu ctyneHtom Jiurm uckyccrs (Art
Students League) B knacce Tomaca Xapta beHToHa, B Hauane
1930-x rogos 3Hakomunacs ¢ pabotamu Xoce Opocko v iuero
PuBepbl 1 NpOHWKaNca NaTpMoTUyeckum nadocom u fyxom
aMepuKaHCKoro pernoHannsma. losxe, cTaB MKOHOI U «Be-
JNYaNALINM U3 aMepUKAHCKUX XYAOXHUKOBY, [Tonnok B cBOMX

technique of mural painting requires months of labour. Paint cans
can cover dozens of square metres of wall in a few hours. A fire
extinguisher loaded with paint (this technique has been given
the name “pissing”) makes it possible to paint hundreds of square
metres in a few minutes. A laser projector instantly covers any
large-scale facade or entire architectural ensemble with an image.
The need to understand the growing influence of graffiti on the
visual properties of the urban environment is becoming more and
more urgent (Paknite et al., 2019).

2. Mexican Muralism - the greatest graffiti in history

In search of an analogy for modern graffiti, we turned to the phe-
nomenon known as Mexican Muralism. This phenomenon, already
well studied and examined from many different angles, emerged
about a hundred years ago (in the 1920s) and absorbed several
current trends of its time and place.

“The three great” (“los tres grandes”) leaders of Mexican
Muralism were fiery Marxist revolutionaries, and it was the Marxists
and anarchists who constituted the most organised and capable
unit in the struggle against the dictatorship of Porfirio Diaz. The

paboTax ucnonb3oBan u 06pasbl, ¥ TEXHUYECKUE NPUEMbI
CBOUX MEKCMKAHCKUX NpealecTBEHHUKOB [7].

Takum 06pa3oM, MOXHO BbIAENUTL COCTABAAIOWME
MOLLHOrO, NJOAOTBOPHOrO NoAbeMa MeKCUKAHCKOM (a 3aTeMm
¥ 0bLyeaMepuKaHCKoit) N306pas3uTenbHOM KynbTypbil:

— WMpoKas 06pa3oBaHHOCTb W 3PYAULMSA, KOTOpas Ciy-
KUT OCHOBOW ANA CUHTE3a TPAAULMOHHBIX 31EMEHTOB MeCT-
HOI1 PerMoHanbHON KyNbTypbl C BbICOKUMU [OCTUXKEHUAMM
pa3NUyHbIX €BPONENCKUX CTUNEI, OT 6apOKKO 10 aBaHrapAa;

— WCKpEeHHAA 1 rnyboKasn NpuBEPKEHHOCTb Ufee
npeobpa3oBaHus MUPa, HEHABUCTb K NPOLNOMY U BEpa
B MA€aNbl COLMaNbHOI CNPaBepaNBOCTH, YTO NO3BOAET
XYAOXHUKAM NOTPYKaThCA B NPefesibHble N0 UHTEHCUBHOCTU
3MOLMOHaNbHbIe NepexuBanus (1o, 4to A. Macnoy HasbiBan
«MUK-NEPEXUBAHUAMUY);

— VAAYHOe «NonafaHue» B MOMEHT, KOTAa JIOKaNbHble
KYNbTYpHble TeYEHUs BOCTPEGOBAHbI, Tak YTO MOUCKM XY[0XK-
HUKOB PE3OHMPYIOT C MOUCKAMM KYNbTYPHOIN MAEHTUYHOCTU
CTpaHbl, HApoAa W MpaBsALWMX IUT.

3. Mpadhputu B apabckom MUpe: AeHb CEeroaHALHMIA

B cTpaHax apabckoro mupa rpadhuTti CTpEMUTENbHO pa3Bu-
BaNOChb B Nepuof OYpHbIX COLMANbHbIX ABUKEHUN, U3BECT-
HbIX N0 061WMM Ha3BaHNeM «Apabckas BecHay. B Havyane
2010-x rogoB apabCKuil MU, BKIKOYAIOWMIA 23 CTpaHsl
Bnuxnero Boctoka u CeBepHoii Adpuku, noTpsacna cepus
peBONIOLMIA M rPpaKAAHCKUX BOMH. B 20 apabckux cTpaHax
3TV NOTPACEHWA NPUBENMN K CMEHE NPAaBUTENLCTB U Aaxe
topm npaeneHus. TpeTb MuAIMaApAa YeNOBEK, COCTaBNA-
lolMe HaceneHne apabckoro Mupa, nepexunu rny6okue
coumnanbHble nepemeHsl [8].

MpacduTU cbirpanyu 3aMeTHY0 PoNib B COOBITUAX
Apabckoit BecHbl. NHdOpMaLMoHHas BoiHA C KOHCepBaTUB-
HbIMW CUNIAMUW Pa3BEpHYAch Ha CTEHAX apabCcKMx ropofoB.
Jlo3yHry, nonuTuyeckne KapukaTypbl, nnakatbl, HAHeCeH-
Hble NPAMO MO LWTYKATYpPKe U GETOHY, CTaNU KroJ0CoOM»
pecopmMaTopoB HapAAY C COLMANBHBIMU CETAMU MHTEPHETA.
TpaguumoHHble cnocobbl BAMSHUA HA CO3HAHME Ntoaen —
raseTbl, IMCTOBKM, Pafno 1 TeNeBuieHne — ABHO YCTYNuu
MeCcTO CpefiCTBaM MacCOBOW KOMMYHUKaLMM HOBOTO TUNA.

Korpa 3akoHYMNCA peBONOLMOHHbIA NOPLIB M nadoc
paspyLieHna CTaporo CMEHUICA CTPOUTENLCTBOM HOBOM



Mexican Civil War, which lasted seven years, was a serious test of
the revolutionaries’ convictions and faith in their country. Diego
Rivera, Jost Clemente Orozco, and David Alfaro Siqueiros were men
deeply and sincerely imbued with that strange mixture of commu-
nism, anarchism, Catholicism, and the American Indian death cult
that Mexican socialism represented. The reformatory fire burning in
their souls gave them access to strong emotions and allowed them
to reach the highest peaks of expression (Anreus et al., 2012).

The Mexican muralist movement included not only fiery
revolutionaries but also deeply educated people, such as Gerardo
Murillo Coronado, known as “Dr Atl”, Xavier Guerrero, Fernando Leal
and others. The muralist movement was also diverse in terms of
nationality, with a place for the Guatemalan Carlos Mérida and the
Native American Rufino del Carmen Arellanes Tamayo. These artists
knew and understood Native American art well and felt themselves
to be “mestizo people”, heirs to several great cultures at once. As a
result, the style of Mexican muralism initially took on a synthetic,
integral character. Some elements of frescoes painted by Mexican
muralists insistently refer us to planar figures from the Aztec codi-
ces and Maya temple paintings in the temple of Bonampaca. These

peanbHoCTH, fiBxeHne rpadduTH pa3aennnoch Ha He-
CKOJNbKO HanpaBneHuit. 4acTb Xy[0XHMKOB NPOAOMKMNA
paboTaTb B CTUIMCTUKE NONUTUYECKOrO NnakaTa. Hanbonee
ApKVUe MPUMEPbI 3TOTO HAaNpaBieHUsA NOKPbIBAIOT BETOHHYIO
CreHy 3anagHoro 6epera. 3T0 COOpYKEHME BbICOTOI BOCEMb
MeTpOB Ha bepery peku NoppaH oTAenseT nanecTuHckue
TEPPUTOPUM U ABNAETCA CUMBONIOM BOPbOLI NaNecTUHLEB

3a cBou npasa. lloytn BcA noBepxHOCTb CTeHbl NOKpbITa
rpadduTH, 4acTb U3 KOTOPbIX LEMOHCTPUPYET BbICOKUIA
XYAOXKECTBEHHbIN YPOBEHb (B 4aCTHOCTH, OfMH U3 ¢par-
MEHTOB HapuCOBaH 3HaMeHUTbIM b3aHKcK), @ YacTb BEITAAANT
KaK Heymenble KapaKy/u, HO BCe OHU MPOHUKHYTHI CUJIbHBIMM
3IMouMAMM THeBa U ropsa (puc. 3).

C apyroi CTOpoHbI, HepefKku Apkue npumepsl rpadduTy,
HanpaBieHHbIX Ha 6onee CrOKOMHble U Fy6OoKMe NoUCKH
CMBIC/OB.

HaunHas c 2018 roga B ropopax Kacabnanka, Mappakelu
u Pabat (MapoKKo) npoxofaT MexayHapogHble hectu-
Banu rpapdutu. [NaBHbIMK Cpefyn 3TUX MEPONPUATUI
asnsiotca JIDAR - Toiles de rue, exerogHoe cobpaHue
AIOXMHbBI MEXAYHAPOAHbIX N MAPOKKAHCKMX XYA0XKHUKOB
B Pabate u ectmBanb yandyHoro uckyccrea Shagha Bagha
Casablanca, opraHu3oBaHHble OLHOW U TOI e HEKOMMep-
yeckoii opraHusauueit EAC-L'BOULVART, koTopas nog-
JEpKUBAET COBPEMEHHYIO My3bIKY W FOPOACKYIO KyNbTypy
Mapokko. Pa3sutue 3tux u apyrux dectusanein huHaHCupy-
eTcs NpaBnUTeNbCTBOM MapoKKO B COTPYAHMYECTBE C TaKUMK
yupexpaeHusmu kak Maroc Telecom, AkaieMus U3ALHBIX
uckyccts Kacabnanku n Mappakelckas 6ueHHane. Benep,
3@ KpYMHbIMU TYPUCTUYECKMMU LEHTPaMK Aaxe Hebosblne
ropoga — Cacdm u 3c-Cyseiipa npenocTaBuim CBOM ropog-
CKMe NpOCTPaHCTBa U GUHAHCOBYIO NOAJEPXKKY rpadduTu-
cTaM. bonblWKHCTBO paboT 3TOro HanpaBNeHUs HAXO[UTCS
Ha BbICOKOM YpOBHE Npo(ecCHOHaNbHOro MacTepcTBa.
XYAOXHMKM CTABAT M PeLlatoT CNOXKHENRIWNe, YHUKaNbHbIe
TexHuyeckue 3apadn. Hanpumep, gna Mappakewckoit
GueHHane 2016 rofa UTaNbAHCKMIA XYA0XKHUK [IKaKoMo
bydapuHu (oH xe RUN) HapucoBan ruraHTckyto dpecky
nnowaabto 6400 KBagpaTHbIX METPOB, HA KOTOPOW M306pa-
XeHbl ABe QUrypbl Ha NPOTUBOMONOXKHBIX Beperax y3Koii
peKu, KoTopble, N0-BUAUMOMY, MbiTaloTcA 0bwaTtbcsa. Ppecka

figures, conventional, almost turned into signs, are nevertheless full
of dynamics and strong emotions. They play musical instruments,
feast, dance, fight, torture and kill each other — in general, they live
a full, rich life (Fig. 2), (Miller, 2023).

In the works of many muralists, expression is further enhanced
by compositional techniques similar to those of the classical
Baroque. Swirling, complex compositional structures densely fill the
fresco plane, leaving no voids and loading each fragment of the wall
with dynamic colour accents.

Finally, the plots of many works by Mexican muralists are imbued
with daring irony and sarcasm, which liken them to the work of Rus-
sian avant-garde artists and the Dada movement. Here, for example,
is a famous fragment from Orozco’s mural “American Civilisation”
(Dartmouth College, 1932-34): corpses in academic robes and caps
presiding over the birth of a skeleton baby. Stillborn bookish wis-
dom fills the universities, and the real truth of life is in the simple
and even primitive figures of peasants and workers.

A remarkable fusion of disparate elements of world visual
culture, united by passion and revolutionary enthusiasm, emerged
at the right time. The period after World War I was a time when

NOKPbIBAET He CTEHY, a BClo nnowasb Mynas XacaHa B npu-
6pexHom ropope Ic-Cyseitpa (puc. 4).

XoTs 370 HanpasfeHMe YANYHOTO UCKYCCTBA TepsieT CBOM
MCXOAHBI NoTeHUMan 6o0pbObl U CONPOTUBNEHUS U3-3a NPU-
BA3KN K efiepanbHbiM U KOPNOPATUBHbLIM CTPYKTYpaM, OHO
TaKxe NO3BOAET CO3[1aBaTh FMraHTCKWe, CNI0XKHbIE U LOPO-
rocroswue dpecku.

Kaup (EruneT) 4eMOHCTpUpYeT spkue npumepsl paboThl
B CTune «kanaurpacddutn». Hago 3ametnTs, 4T apabekas
Kanaurpacus npefcTaBnseT coboil BbigaloLeecs sneHue

< Puc. 3. Tpadpdutu BaHkcu
BO3/1e NPONYCKHOrO NyHKTa
Pamannax /

Fig. 3. Banksy graffiti near
the Ramallah checkpoint

< Puc. 4. ®pecka [Ixakomo
Byddapunu (Giacomo
Bufarini, aka RUN) ans
Mappakelwckoro 6ueHHane
2016 /

Fig. 4. Fresco by Giacomo
Bufarini (aka RUN) for the
2016 Marrakesh Biennale
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A Puc. 5. ®pecka
TYHUCCKOTO XyAOXKHUKA
Jna Cupa (ELSid) B paitoHe
3abanuH B Kanpe /

Fig. 5. Mural by Tunisian
artist EL Sid in the Zabaleen
area of Cairo

North American nations felt the urgent need to overcome their
cultural dependence on Europe. The shattered European powers,
the collapse of one great empire after another - all this created a
powerful impulse to search for their own, distinctive American cul-
ture. Mexican muralism became the first of the phenomena unique
to the American peoples and having no direct analogues in Europe,
so that Mexican artists suddenly found themselves in demand and
popular - including with wealthy clients from the neighbouring
USA. American millionaires generously paid for the Muralists” huge
murals, despite their communist ideas and hatred of the rich. “The
Three Greats” also had a huge influence on the birth of the first
independent current in US art — Abstract Expressionism. It is known
that Jackson Pollock, as a student of the Art Students League (Art
Students League) in the class of Thomas Hart Benton, in the early
1930s familiarised himself with the works of Jose Orozco and Diego
Rivera and was imbued with patriotic pathos and the spirit of
American regionalism. Later, becoming an icon and “the greatest of
American artists”, Pollock used both images and technical methods
of his Mexican predecessors in his works (Campbell, 2003).

B MUPOBOM M306pa3nTenbHOM UcKyccTBe. Knaccuueckuii
apabCKuii A3bIK BO MHOTUX PETMOHAX C OTPOMHbIM YBaXeHN-
eM BOCMPUHMMAeTCA Kak cakpanbHbli A3bik KopaHa, 1 310
CTUMYNUPOBANO pa3BUTHE Kanaurpathum Ha NPoOTAKEHUN
MHOTUX BEKOB. M3sLiecTBO, pa3Hoobpasne 1 rapMoHUio
apabcKkux WpUHTOB MOXKHO CPaBHUTbL Pa3Be YTO C KUTAWCKOM
nepornucduyeckoi kannurpadueii. Ho 3geck, kak u Bo MHo-
rMX APYrux HanpaefneHUsX, CKa3biBaeTCcA LBONCTBEHHOCTb

“ NPOTMBOPEYMBOCTb KOHTEKCTA COBPEMEHHOI apabCKoii
KynbTypbl. MHOroBeKoBas UCTopuA apabckoil kanaurpaduy,
TECHO CBA3aHHas C UCNamMoM, NPUAAET eif HeKMnit OTTEHOK
KOHCepBaTUBHOI penurnosHoctu. Hanpumep, pabota Ty-
HUCCKOro xyaoxHuka Ina Cuaa B paitoHe 3abanuH B Kaupe.
Mpon3seneHune Ha3biBaeTca «Bocnpuatue» u npeacrasnser
co6oii pparmeHTbl apabckoi Kanaurpaduyeckoin Hagnucy,
N306paxeHHble HAa HECKONbKUX 3AaHUAX TaK, YTO HAANUCH

B LLeJIOM MOXHO YBU[ETb TONBKO C OfHOM TOUKM HA COCEHEM
xonme. Hagnuce UMTUPYET CoBa XPUCTUAHCKOW CBATOM
AdaHacum: «Ecnu KTo-To x04eT ACHO BUAETb COTHEYHbIN
CBET, HYXHO CHayana npoTepeTs rnasax» (puc. 5).

Thus, it is possible to identify the components of the powerful,
prolific rise of Mexican (and then all-American) visual culture:

- broad education and erudition that serves as a basis for
synthesising traditional elements of local regional culture with the
high achievements of various European styles, from the Baroque to
the avant-garde;

- sincere and deep commitment to the idea of transforming
the world, hatred of the past and belief in the ideals of social
justice, which allows artists to immerse themselves in the extreme
intensity of emotional experiences (what A. Maslow called “peak
experiences”);

- successful “hit” at a time when local cultural currents are in
demand, so that the artists’ search resonates with the search for the
cultural identity of the country, the people and the ruling elites.

3. Graffiti in the Arab world: The present day

In the Arab world, graffiti developed rapidly during the period of
violent social movements collectively known as the Arab Spring.
In the early 2010s, the Arab world, comprising 23 countries in the
Middle East and North Africa, was rocked by a series of revolutions

XawumuTCcKoe KoponeBcTBO MopaaHus BXOAMT B YUCNO
CTpaH, nepexwuslnx Apabckyio BecHy 6e3 cMeHbl hopMbl
npasneHus. Tem He meHee uckycctso rpacddutn B AMMaHe,
cTonuue NopaaHuu, nepexuBaeTt pacyBeT U NPUHOCUT
npekpacHble nnoabl. Hago 3amMeTuTb, 4TO YNIMYHOE UCKYCCTBO
B MopaaHun HaxoauTcs nog 6onee CTPOrMM KOHTpONEM
NPaBMTENbCTBA, YEM B [pYrux apabCckux cTpaHax, Ho na-
pafoKcanbHbiM 06pa3oM 3TO He YrHETaeT, a CKopee CTU-
MynupyeT cBoeobpasue rpadcdutu. B AMMaHe HecKoNbKO
NeT NPOXOAMT PecTUBaNb YIUYHBIX U TOPOACKUX UCKYCCTB
Baladk, opraHu3sosaHHblit Teatpom Al Balad B naptHepcTse
¢ Deutsche Gesellschaft fur Internationale Zusammenarbeit
(GIZ). NepBbiit pa3 ecTuBans coctoancs B 2012 ropy.

B 2019-2020 rogax oH NpoXoAuMn B ABA 3Tana: nepebiii 3Tan
OHNaitH (B CBA3W C KOPOHABUPYCHOM NaHgeMuen), Ho No3xe
nyyiumne paboTbl BbINM peanu3oBaHbl Ha ynuuax AMMaHa

Npu NoAAepxKe BpMTaHCKOro KyAbTYPHOrO KOHCYNbCTBA

1 M3pun bonbworo AMmaHa [9].

®ectuBanbHble paboThl, KaK M NPOM3BEAEHUA MAPOK-
KaHCKOro (ecTuBans, BoIrNAAAT O4eHb CNOKOWHBIMU. 3TO
He GypHble BbINJIECKN 3IMOLUA, 3, CKOPee, Pa3MbllLIEHUSA
Hap aKTyanbHbIMM NpobaemMamu obLwecTBa — MaCCOBON MU-
rpauueil, 3KoNOrMYeCcKMM KpU3NCOM, NOMCKAMMU HALMOHaNb-
HO MAEHTUYHOCTY U Tak fanee. MpakTuyecku sce paboTel
OMMPAIOTCA Ha Te N UHble 3aNagHble CTUAKM NPOLLNOTO,

XX Beka — oT ctoppeanusma [0 non-apTa v runeppeanusma.
B pe3ynbTaTe BO3HMKAET BNeyaTieHne 0TCTPAHEHHOCTH:
XYAOXKHUKM Kak OYATO 3aHMMAIOT No3uLmio Habnlogarens,
He BK/IIOYEHHOr0 B MOTOK aKTyanbHbIX COObITUH, a Co3ep-
LaoLLero 3ToT NOTOK OTKYAA-TO U3BHE PeaNbHOro BpeMeHu
¥ NPOCTPaHCTBa.

Bnpouem, cpepm rpaddutuctos AMMaHa MoXHO 06Ha-
PYXWTb U TaKMX aBTOPOB, KOTOPbIE WLLYT CUHTE3 aKTyaslb-
HOCTW W MAcTepCTBa, TPaANLIMIA U HOBATOPCTBA, KYNbTYPHOIA
MAEHTUYHOCTM W 06LLeYeN0BeYECKOro 3ByYaHus. Hanpumep,
tpecka rpatdduTucta PaHgbl AGy Pame oTcbinaet k 6opbbe
nanecTuHUeB 3a NpaBo Ha Bo3BpaLeHue. PeanuctnyHoe
n306paxeHne 3010TOTO KKOYa COYETAETCA C Kananurpaduen
nanectuHckoro nosta Maxmypa [lapsuiwa «f pogom oTTyAa,
¥ BOCMOMUWHAHUA NPUHAANENKAT MHEY, @ OPHAMEHT N0 KpasM
(hpecKn BOOXHOBJIEH NANECTUHCKOMN BbILUMBKON «TaTPU3»

(puc. 6).



and civil wars. In 20 Arab countries, these upheavals led to changes
in governments and even forms of governance. The one-third of a
billion people who make up the population of the Arab world have
experienced profound social change (Siobhan, 2021).

Graffiti played a prominent role in the events of the Arab
Spring. The information war against conservative forces unfolded
on the walls of Arab cities. Slogans, political cartoons and posters
painted directly on plaster and concrete became the “voice” of re-
formers along with the social media of the Internet. The traditional
ways of influencing people’s consciousness — newspapers, leaflets,
radio and television - clearly gave way to a new type of mass com-
munication media.

When the revolutionary impulse ended and the pathos of de-
stroying the old was replaced by the construction of a new reality,
the graffiti movement split into several directions. Some artists
continued to work in the style of political posters. The most striking
examples of this direction cover the concrete West Bank Wall. This
eight-metre-high structure on the bank of the Jordan River sepa-
rates the Palestinian territories and is a symbol of the Palestinian
struggle for their rights. Almost the entire surface of the Wall is

v Puc. 6. ®pecka noppaxckoro rpacddurucra Panpa A6y Pame (Randa
Abu Rahmeh) / Fig. 6. Fresco by Jordanian graffiti artist Randa Abu
Rahmeh

Dpyras paboTa xyfoxHMKa nog HUKOM wawi9_1, Hebonb-
Wwas no pasmepy (pPoCnnUCb HAHeCEHa Ha KOPNYC YAUYHOTO
3NeKTpUYecKoro TpaHcdopmatopa), M306pakaer 3Hak
NOKOIHOro GpuUTaHCKo-aMepuKaHckoro panepa MF Doom.
[lpyras nonoBMHa pocnucu COAEPXKUT CTPOUKY NanecTuH-
ckoro panepa MykaTaa: «3anpasb pyballKy B WTaHbI»
(nanecTuHubl, NepecekatoLime INHUI PA3AENEHUS, [ONKHbI
3TO [ienaTh, YTOObI NOKA3aTh, YTO OHU He NPAYYT OpyXKMe).
Hagnuce caenaHa cTapuMHHbIM «KyUYecKumM» Wwpndrom,
KOTOPbIA NPeKpacHO rapMOHMPYET C NPAMOYroNbHbIM Gop-
MaToM OCHOBbI (puc. 7).

K coxaneHuto, 3HaunTeNbHASA AONSA TPARULMOHHOTO
apabckoro Hacneaus B 061acTy U306pasuTENbHbLIX UCKYCCTB
BCE elle He MCMONb3yeTCA COBPEMeHHbIMU rpadduTucTam,
XOTA HEKOTOpble 3HaUNTeNbHbIE ABNEHUA 3TOr0 Hacneamns
nopa3nTeNbHO CO3BYYHbI UPOHUYHOI MYNLTUKYILTYPHOCTH,
npucywen rpaddutu. Hanpumep, apabekas KHUKHAA MUHU-
aTiopa AOMOHIO/IbCKOr0 nepuofa — paboTel Axbs anb-Ba-
caTu u apyrux unntoctpatopos «Makamat» Anb-Xapupu
B BbICOKO/ CTEMEHMN CO3BYYHbI HACTPOEHUAM COBPEMEHHOTO
VIMYHOTO UCKyCCTBa (puc. 8).

3aBeplas 370 HeGONbIIOE UCCNE[0BAHNE, Mbl XOTENU Obl
BbIPA3UTb HAAEXAY, YTO B Pa3BUTUM apabekoro rpaddu-

TV Mbl BCKOPE YBUAUM NPUMEP TOT0, Kak TEOPUSA, UCTOPUSA
KY/IbTYpPbl U NPaKTUKa COLMUaNbHOM 60pbbbl HAMAYT CNOCObbI
ANs NNOJOTBOPHOrO COTPYAHMYECTBA.

covered with graffiti, some of which demonstrates a high artistic
level (in particular, one of the fragments painted by the famous
Banksy), and some of which looks like inept scribbles, but all of
them are imbued with strong emotions of anger and grief (Fig. 3).

On the other hand, vivid examples of graffiti aimed at a quieter
and deeper search for meaning are not uncommon.

Since 2018, the cities of Casablanca, Marrakech and Rabat
(Morocco) have hosted international graffiti festivals. Chief
among these events are Jidar - Toiles de rue, an annual gathering
of a dozen international and Moroccan artists in Rabat, and the
Sbagha Bagha Casablanca street art festival organised by the same
non-profit organisation EAC - L'Boulvart, which supports contem-
porary music and urban culture in Morocco. The development of
these and other festivals is funded by the Moroccan government
in co-operation with institutions such as Maroc Telecom, the
Casablanca Academy of Fine Arts and the Marrakech Biennale.
Following the major tourist centres, even smaller cities such as Safi
and Essaouira have given their urban spaces and financial support
to graffiti artists. Most of the works in this field are at a high level
of professionalism, with artists setting and solving complex, unique

v Puc. 7. ®pecka noppaxckoro rpacddutucra Basu_9 (Wawi_9) /
Fig. 7. Fresco by Jordanian graffiti artist Wawi_9 (Wawi_9)

v Puc. 8. ®pecku
VYaCTHUKOB (hecTuBans
Banagk /

Fig. 8. Frescoes of
participants of the Baladk
festival
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technical challenges. For example, for the 2016 Marrakech Biennale,
Italian artist Giacomo Bufarini (aka RUN) painted a giant mural
covering 6,400 square metres, depicting two figures on opposite
banks of a narrow river, who appear to be trying to communicate.
The mural covers not a wall but the entire Moulay Hassan Square in
the coastal city of Essaouira (Fig. 4).

Although this street art trend loses its original potential for
struggle and resistance due to its attachment to federal and corpo-
rate structures, it also allows for the creation of giant, complex and
expensive murals.

Cairo, Egypt, shows striking examples of calligraffiti work. It
should be noted that Arabic calligraphy is an outstanding phenom-
enon in the world fine arts. The classical Arabic language in many
regions is regarded with great respect as the sacred language of the
Koran, and this has stimulated the development of calligraphy for
many centuries. The elegance, variety and harmony of Arabic scripts
can be compared only with Chinese hieroglyphic calligraphy. But
here, as in many other directions, the duality and contradictory con-
text of the modern Arabic culture is affected. The centuries-long
history of Arabic calligraphy, which is closely connected with Islam,
gives it a certain shade of conservative religiosity. For example,
the work of Tunisian artist Ela Sid in the Zabalin neighbourhood of
Cairo. The work is called “Perception” and features fragments of
an Arabic calligraphic inscription on several buildings so that the
inscription as a whole can only be seen from one point on a neigh-
bouring hill. The inscription quotes the words of the Christian Saint
Athanasius: “If one wants to see the sunlight clearly, one must first
wipe one’s eyes” (Fig. 5).

The Hashemite Kingdom of Jordan is among the countries that
survived the Arab Spring without a change in the form of govern-
ment. Nevertheless, graffiti art in Amman, the capital of Jordan,
is flourishing and bearing beautiful fruit. It should be noted that
street art in Jordan is under stricter government control than in
other Arab countries, but, paradoxically, this does not oppress, but
rather stimulates the originality of graffiti. Amman has hosted the
Baladk street and urban arts festival for several years, organised by
Al Balad Theatre in partnership with Deutsche Gesellschaft fiir In-
ternationale Zusammenarbeit (GIZ). The first edition of the festival
took place in 2012. In 2019-2020, it was held in two phases — the
first phase online (due to the coronavirus pandemic), but later the
best works were realised on the streets of Amman with the support
of the British Cultural Consulate and the Greater Amman Municipal-
ity (Grondahl, 2013).
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The festival works, like the works of the Moroccan festival, look
very calm. They are not violent outbursts of emotion, but rather
reflections on current problems of society — mass migration, envi-
ronmental crisis, the search for national identity, and so on. Almost
all the works are based on one or another of the Western styles of
the past, the twentieth century — from surrealism to pop art and
hyperrealism. As a result, there is an impression of detachment, the
artists seem to take the position of an observer, not included in the
flow of actual events, but contemplating this flow from somewhere
outside of real time and space.

However, among Amman’s graffiti artists one can also find
authors who seek a synthesis of relevance and craftsmanship,
tradition and innovation, cultural identity and universal sound. For
example, a mural by graffiti artist Randa Abu Rameh refers to the
Palestinian struggle for the right of return. The realistic depic-
tion of a golden key is combined with Palestinian poet Mahmoud
Darwish’s calligraphy “I come from there and the memories belong
to me”, while the ornamentation around the edges of the mural is
inspired by Palestinian tatriz embroidery (Fig. 6).

Another work by an artist under the nickname wawi9_1, which is
smallin size (painted on the casing of a street electrical transform-
er), depicts the sign of the late British-American rapper MF Doom.
The other half of the mural contains Palestinian rapper Mukataa’s
line, “Tuck your shirt into your trousers” (Palestinians crossing the
separation line are required to do so to show they are not hiding
weapons). The inscription is in an ancient “Kufic” font, which har-
monises perfectly with the rectangular format of the base (Fig. 7).

Unfortunately, much of the traditional Arab heritage in the
visual arts is still not utilised by contemporary graffiti artists,
although some significant phenomena of this heritage are strik-
ingly in tune with the ironic multiculturalism inherent in graffiti.
For example, Arabic book miniatures from the pre-Mongol period,
the works of Yahya al-Wasati and other illustrators of Al-Hariri’s
Magamat, are highly in tune with the sentiments of contemporary
street art (Fig. 8).

In concluding this short study, we would like to express the
hope that in the development of Arab graffiti we will soon see an
example of how theory, cultural history and the practice of social
struggle will find ways to co-operate fruitfully.



