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e history of the stencil as a graphic technique is long and surprising. Long,
because it has started in the Palaeolithic caves. Surprising, because contrary to the other
traditional graphic techniques it is not vanishing in the artistic heritage park but is still

ourishing in the new environment on the citys walls.

Stencil is the oldest graphic technique (famous handprints from El Castillo cave
are . yearsold). e stencil technique is simple and cheap. It was used anywhere
where patterns, inscriptions or symbols were supposed to be precisely carried onto any
base. e amount of such imprints is unlimited because each stencil can be a template
for the next one. Copies can be made with almost any paint and in any format. Its No
surprise that many signboards, inscriptions and signs were made in this technique.

Instant Public Art. s title alludes to the two primary spaces where stencil graf-

ti appear: the urban public sphere and the internet  a notable inclusion being social
media platform Instagram, rst released in . Like instant tea, instant public art has
two signature characteristics: prefabrication and fast execution. Here, instant refers
to the two main qualities of stencils, which are pre-cutting the advance preparation
of a stencil tool in a studio and the speed of application in a public space. e
stencil plate itself has encoded expert form, enabled good composition, and made
these qualities available especially to those unskilled in  creating images or lettering. A
detailed de nition of stencil follows in section two of the introduction.
Instant public art is, furthermore, a phrase used by Robert Del Naja, not in his
role as front man of famous triphop collective Massive Attack, but in his role as a DIY
street stencil gra ti pioneer who was himself inspired by Crass punk stencils ( g. ),

which were in turn inspired by the stencils of Paris tradition. I chose a Del Naja
guote rather than a Blek le Rat quote as it was Del Naja, not Blek le Rat, who inspired
Banksy, the most well known stencil artist after as | will show in this survey.

However, the work of Blek le Rat, who referenced propaganda stencils in his
stencil gra ti history and often referred to himself as the godfather of stencil graf-
ti  another claim | will later disprove also serves as a subject of interest for this
book. Another inspiration for this books title was Instant is Instant at ( ),

Tomasz Sikorski: Szablon Kwitnie Na Ulicach [Stencil Flowers on the Street]. In: Format

No. (-/ ), p. , english translation by Tomasz Sikorski, http:// bartpl.blog-
spot.com/ /  [tomasz-sikorski-szablon-kwitnie-na.html (accessed May ).
Kindel P

Robert Del Naja in conversation with Sean Bidder, in: Robert del Naja: D & the Art of
Massive Attack. London . Unpaged [booklet page ].



Question/Problem/Goal

gra tiare very diverse. is may be because of the properties of stencils themselves;
the speed and neatness with which one can, without much e ort, apply the same
gra tiindi erent places. But also because of the technique, where the limitations and
possibilities of stencils bring about an artistic interaction in which the gra tist can
fully develop and perfect his talents. e medium becomes a challenge.

1 Question/Problem/Goal

e question Who invented stencils for street art? is ultimately the question
of the history of stencils in street art. If we follow Adorno, the who invented it?
question is part of the discourse around the concept of genuineness. To equate gen-
uineness [Echtheit] with truth is not tenable. [ ] In [ ] [genuineness, note by the
author] hides the idea of the supremacy of the origin over what is derived. s is how-
ever already connected with social legitimism. All ruling elites claim to be the eldest
of all, autochthonous. Is older always better and more genuine? Authenticity is not
a condition in itself, rather only in relation to something else is something real. So we
have two questions: Who used stencils in a street art context for the rst time and who
has made it what it is today? e development of a medium (such as that of the stencil)
can best be grasped in its characteristic peculiarities, considering both questions.

e Who invented it? question requires clari cation. Stencils have been used
on walls in medieval churches and in early modern editions of biblical texts on paper.

Inthe th century, avant-garde painters used stencils George Braque ( )
was most likely rst with his cubist collages, followed a little later by Fernand L@ger
( ), and around by Jasper Johns (* ) and Robert Indiana (

) but none of them worked illegally on the streets; they worked under com-
pletely di erent conditions and for di erent goals.

Street arts most recognizable gure, Englands Banksy (*ca. ), works mostly
with spray stencil motifs. Little is known, however, about the history of Banksys tech-
nique. As a street art researcher, 1 sometimes receive photos of random stencil gra ti
accompanied by the note that these street works might be by Banksy. Not every stencil
work on the street is from Banksy, just as not every oil painting is by Rembrandt.
Nevertheless, this indicates that the public perceives a close connection between a
technique and an artist  as a result, one can almost speak of Banksys signature stencil
style. Today, stencil gra ti is often equated with Banksy and street art.

Bosmans . P . Translation by the author.

eodor W. Adorno: Goldprobe. Kapitel . In: Minima Moralia. Re exionen aus dem
besch digten Leben. Frankfurt [ ] , P , translation: https://www.marxists.
org/reference/archive/adorno/ /mm/ch .htm (accessed May ).
Kindel P



Terms and Definitions

and Hugo Kaagman (* ) from Amsterdam all of whom worked with stencils
before Banksy among others.

Of course, it is not always possible to prove a photographed gra ti was really
painted with a stencil, but the same can be said for photos of lost oil paintings. Spray-
painted stencil gra ti often have overspray and a characteristic mix of spray-blur, and
sharp lines that would be very unlikely, that is to say, hard and time consuming, to
achieve without a stencil tool. If the coherent form of a gra ti image is interrupted
by stencil bridges, this also indicates the use of a stencil. Sometimes spray stencils
on cut-outs, i.e. pasted paper works of street art or stencil gra ti mimicry to save time
or gain even more studio control over the outcome, can look very similar to stencil
gra ti, but often the background has a slightly di erent color, di erent overall visual
appearance or even protruding ends as evidence that a stencil was not sprayed directly
on a wall.

2 Terms and Definitions

2.1  The Four Main Stencil Terms—Etymology and Differences

is survey deals with (predominantly artistic) stencils in public space from
until . My main examples are street stencils in France, Poland, Germany (East and
West), the United States of America and Great Britain. | also talk about Italy, Spain,
Norway, Brazil, Russia and the Netherlands. | base this chapter on results from Google
Translate and several dictionaries. e di erent terms used for the concept of stencil
by the majority in other countries each point to a di erent understanding of the same
phenomenon.

As several countries also use two of the main terms, stencil and pochoir, as
loanwords, and as several of the terms especially in Scandinavian and Eastern Euro-
pean countries are etymologically related to the German Schablone, it might suf-

ce to analyze the most widely used ones, i.e., stencil, pochoir, and Schablone.
Estampa, a fourth term used primarily in Spanish-speaking contexts, has also been
included, as it is etymologically and semantically distinct from the main three.

See next chapter.

Rolf E. Straub: Tafel- und T chleinmalerei. In: Hermann K hn, Heinz Roosen-Runge, Rolf
E. Straub, Manfred Koller; Reclams Handbuch der k nstlerischen Techniken. Vol. . [Farb-
mittel Buchmalerei Tafel- und Leinwandmalerei] Stuttgart . P



Introduction

211 Why “Stencil” is better than “Template™ in a
Street Art Context

I use the internationally recognizable English term stencil as a main term, not
only because | analyze prominent examples from the USA and Great Britain, but also
because this book was written in English. e term template is even more common
than stencil, and the two are often used synonymously. For this survey, however, |
chose the concrete stencil over the more general template or templet because
English-language secondary literature uses stencil more frequently and, as we will
see, because template referstoadi erent conceptualization of this phenomenon; the
subject of this book is truly the stencil. Template stems from temple (beam) or
French templet (weavers stretcher). Its meaning asa pattern or gauge for shaping a
piece of work was rst recorded in

e use of the noun stencil was rstrecorded in , and not again until

It probably stems from Middle English stencellen (to decorate with bright colors),
from Middle French estenceler (to cover with sparkles or stars, powder with color),
from Middle French estencele (spark, spangle @tincelle in Modern French), and
from Vulgar Latin stincilla (metathesis of Latin scintilla, spark). So the roots of
the word stencil are more speci c; its meaning is related to color and light, in con-
trast to template, which is the more widely used, but less speci ¢, term. Translated
into French, template is modele ; in German, Vorlage (not a direct equivalent
of Schablone ). Furthermore, template has the connotation of being a result or
derivative, something of less worth than the original. Template can be understood
to be more pejorative than stencil. And itis stencil, not template, that became a
loan word in German and French; in Dutch it is even listed before the Schablone -
related sjabloon. In Germany and Italy today it is speci cally used for art stencils
and is even more typical in street art and gra ti contexts. In Italy stencil replaced
the older maschera or mascherina for both the stencil tool and the stencil image.
In German, it could also mean both.

https://www.etymonline.com/search?q=template (accessed May ).
https://www.etymonline.com/word/stencil (accessed May ).
https://de.wikipedia.org/wiki/Stencil (accessed May , ).

Google translator lists le stencil after le pochoir, https://translate.google.de/ view=
home&op=translate&sl=auto&tl=fr&text=Stencil (accessed May , ).
https://translate.google.de/ view=home&op=translate&sl=auto&tl=nl&text=Stencil
(accessed May ).

https://de.wikipedia.org/wiki/Stencil; https://it.wikipedia.org/wiki/Stencil (accessed May ).

street art expert Mirabelona Carrasco in conversation with the author on Instagram,























































































May 1968, Pignon-Ernest, and the 1980s Pochoirists in France

14.2 Why “Pochoirists™ Makes More Sense than “L’@cole de Blek
le Rat™

On November , leading French newspaper Le Monde published an article
with the headline Lfcole de Blek le Rat: Les murs de Paris et | art du pochoir ( e
School of Blek le Rat: e walls of Paris and the art of the stencil). From that point
on, (mostly illegally) spray-painted stencils on walls were primarily called pochoirs
in France and Germany. is was the case until Tristan Mancos book Stencil Gra ti
( ) and Banksy started to become more famous in . In this book, as men-
tioned before, pochoir refers to street art stenciling in France in the s (or in that
tradition), not the book illustration technique popular in the S.

According to Abarca, the Le Monde article about the school of Blek le Rat
played a similar role in street art history as the article in e New York Times
about Taki for style-writing gra ti. | disagree. e di erence is that the Le
Monde article was more a reaction (see graph , chapter . ), less a spark of the
pochoir movement, like the Times article was for gra ti, although Taki was also not
the rstgra tiwriter. L@cole de Blek le Rat came after two TV documentaries with
key protagonists, three books, and four gallery shows dealing with the pochoirists and
other street art in Paris at the time (see graph , chapter . ). e pochoirists were
usually included in examinations of street art in general, however, not just in dedicated
investigations of the pochoir medium speci cally. Publications would include freehand
painters like Jdr me Mesnager, others who worked in Figuration Libre-style, or poster
artists like Claude Costa as well.

According to Prou, one of the books, Le livre du gra ti (e Book of Gra ti)
(see also graph , chapter . ), actually played the role Abarca attributed to the Le
Monde article: Written in , but published in , there was the rst book on
gra ti written by an academic: Le livre du gra ti, by Denys Riout. is book was a
real turning point in the history of the movement. We discovered all the real street
interventionists of the time. When the book came out, a lot of amazing things hap-
pened for unknown artists. We went from anonymity to a state of partial recognition.

Marc Ambroise-Rendu: L@cole de Blek le Rat. Les murs de Paris et | art du pochoir.

Le Monde, . . , p.  [cover], and continued on p.

See for example Christoph Maisenbacher: An die Wand gespr ht  Pochoirs Schablonen-

gra tiaus Frankreich. Frankfurt/Main / . Christoph Maisenbacher: Gra ti Kalender
. Moers [jacket text]; Treeck/Metze-Prou: Pochoirs. Die Kunst des Schablonengraf-

ti. Berlin
Javier Abarca: El papel de los medios en el desarrollo del arte urbano. Urbanario . . ,
https://urbanario.es/articulo/el-papel-de-los-medios-en-el-desarrollo-del-arte-urbano/

(accessed October ).
New York Times: Taki S ,p., https://www.nytimes.com/ A
archives/taki-  -spawns-pen-pals.html (accessed May ).

Le Livre de Gra ti appeared in two editions, and

91
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gra tiand later stenciling in Madrid circa /. Dr. Hofmann also stated that he
was inspired by Blek le Rat, as did the s German stencil duo Ozonschweine.

Because of all this, it makes more sense to speak simply about pochoirists (aseven
the euphonic alliteration Paris Pochoirists is incorrect because of the Non-Parisian
beginnings of important pochoirists like Jef Adrosol in Tours or Olivier Otteni in
Stra bourg ) than 10cole de Blek le Rat, because both the term and its beginning
are unclear. eterm |@cole de Blek le Rat implies that Blek inspired all of the other
pochoirists, which was not the case. ey started for other reasons, partly independent
from Blek, partly at the same time. It is even possible that some started earlier. Still, it
is important to note that Blek was an important inspiration for many pochoirists (see
graph ).

e early phase of the French pochoirists went from !/ (Bleks/Rou ets/
Nemos/MixMixs/Aerosols alleged start) until May (TNT s start). e main
phase went from until end of ., when most pochoirists were already active.

e pochoirs downfall began with the emergence of style-writing gra ti, brought to
Paris by American style writer Futura in and French-American writer
Bando in . e new style took over the majority of Parisian walls from to

14.3 Pochoir and Punk/Rock

Style-writing gra ti often tends to be connected to hip-hop music. Some early
style writers in Paris, however, and also many pochoirists and early Paris street artists
who worked in the Figuration Libre style, were connected to punk and rock ( g. ).

Because peinture rock, rock painting, as the pochoir movement is often called,

Gklvez misspelled Blek as Bleck in the interview with Dr. Hofmann, see Philip Gklvez:

Dr. Hofmann [interview], Entrevista, . . , http://www.spanishgra are.com/

entrevista_a_drho man.html (accessed May , ).

Ozoneschweine member Nic Fit in Bernhard van Treeck: Gra ti Kalender . Moers

Unpaged.

In Christine H bner, Leipzig University, told me Oliviers surname and contact.

Bernhard van Treeck: Gra ti Kalender . Moers . Unpaged [section Besonderes

Kennzeichen: Schlapphut].

Maisenbacher in Metze-Prou/Treeck P .

Futura toured with punk band e Clash as a rapper and on-stage gra ti writer.
September they performed in  fatre Mogador in Paris.

Denys Riout et al.: Le Livre du Gra ti. Paris P

Jean-Pierre Goudaillier: Les Pochoirs Muraux D@fonce Da cher... ,V L OLGA!In:

Communication et langages, n  , er trimestre . p.

For instance, writer crews like Force Alphabetick and BBC, see Parls Gra ti. Berlin ,
p.
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Not all s pochoirists were, however, part of the punk movement and there
was a di erence between punk stencils (e.g. g. )and s pochoirs (e.g. g. ).
Still, the approach of punk and pochoir is often similar; in short, it is inspired by a
DIY philosophy. We [ ] owe it to the punks to have brought the stencil up to date,
to make it the instrument of wild placard adverts. Stealthy, e cient, easy to use, and
requiring no drawing skills, this great tool for mass dissemination will soon become an
artistic medium.

e main di erence between punk stencils and pochoirs was the purpose. A punk
stencil (e.g. g. ) could be applied and cut by punk band members as well as their
fans to promote their music and/or their style and/or their political views. Punk stencils
(e.g. g. ) usually advertised for something else. Pochoirs were cut not by group. or
anonymous individuals but predominantly by individual artists or artist group. to con-
vey an artistic message.  ere was no punk band or political agenda behind the works
of most pochoirists we still talk about in (see graph ), but their pochoirs should
speak predominantly for themselves. Punks hated over-produced conceptual albums
like those of s bands like Pink Floyd or Genesis, just as neo-Expressionist or
Figuration Libre painters hated s conceptual art that was often perceived as cold
and impersonal. Punk and pochoir as artistic approaches were fast, in your face, about
guantity rather than quality, pretended to be spontaneous and authentic, celebrated
the urge to express oneself over craftsmanship. and the street over elaborate studio
work. Many pochoirs were signed by individuals or artist group. in the tradition of
easel canvas painting and to achieve fame. In the case of punk stencils (e.g. g. ), the
stencil often consisted of a band's signature or logo. Punk stencils were also dominated
by words, not images like the majority of pochoirs. In the case that a pochoir primarily
featured words, they were closer to poetry, as in works by Miss. Tic, than to advertising
or propaganda. Additionally, Miss. Tic combined them with imagery, often self-por-
traits or depictions of other women.

14.4 Developments of Street Stencils by the Pochoirists

As mentioned, there were about people or more using stencils on the streets
of Paris and other French cities in the s.  is quantity of protagonists led to fruit-
ful competition, which in turn led to innovation and experimentation with the street
stencil medium. Of course, the innovations were not con ned to France at that time.
Notable exceptions like Alex Vallauri (in Brazil and New York) made similar things
with stencils elsewhere around ('g. ). In the pre-internet age, information

St@phanie Lemoine, Julien Terral: In situ. Un panorama de | art urbain de nos jours.
Paris , P
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1441 Blek’s (?) Life-Size Stencil

One important innovation was the life-size gure stencil. In March . Blek,
still a duo according to an early interview, cut his rst life-size stencil of a shouting man
( g. ). According to Prou, this large stencil was based on a photo in French news-
paper Libgration of an old Irish man shouting at kids who had just thrown stones
at the English police in Belfast. Prou saw him as a metaphor for moral courage.

Later Prou claimed it was him alone:  Alongside his notoriety as the father of
stencil art, Blek is also credited with being the inventor of the life-sized stencil.
Elsewhere, he claimed that this incident took place in March , although on
one page earlier a photo of the Irishman stencil is dated to . According to
Manco, it happened in . Photos of the OId Irishman stencil are usually dated

to by Blek or his wife.  An exception is a postcard with a photo by Rosine
Klatzman, dating the Irishman to (9 ).

Sometimes it is unclear, however, how much time passes between cutting the
stencil, applying it to walls, and taking the photograph. is is a general problem of
street art photography that also applies to other prefabricated media like posters or
stickers. Does the date in the caption indicate the date of the stencil-cutting, the wall

Sybille Prou (ed.): Blek le Rat. Getting through the walls. London/New York P
Damian Wardle: Blek Le Rat. e Rat Catcher. In. VNA magazine, Vol. , . . ,
p. .

Mais nous pensions qu il fallait s imposer un peu plus et provoquer | oeil en le trompant
avec des personnages taille humaine. [ ] Et puis mon copain sest mis faire autre chose
que des pochoirs et je suis restd seul  signer Blek. Blek in Solange Pierson, Guillaume

Dambier: Pochoir la une. Paris N
Prou on his website http://blekleratoriginal.com/en/blek-le-rat- /( . . ); Prou in
Pochoir . p-

Rosine Klatzmann: C est dans la poche. In: Tgl8rama, N , . p.

is is an old Irish man yelling against English soldiers in Belfast in the seventles e man
is very brave because the soldiers are very nervous trying to shoot with their guns some guys
from the IRA. e photo was incredible strong. | always been fascinated by the people at the
risk of ones life do not hesitate to say what they think. http://bleklerat.free.fr/stencil

gra ti.html (accessed May ).

Prou on his website http://blekleratoriginal.com/en/blek-le-rat- /( . . ).

Damian Wardle: Blek Le Rat. e Rat Catcher. In. VNA magazine, Vol. , . . ,

p. .

Prou in Metze-Prou/Treeck . p.

Metze-Prou/Treeck . p.

Manco P

See for instance: Metze-Prou/Treeck ,p. , . Sybille Prou (ed.): Blek le Rat. Getting
through the walls. London/New York . P ; Sybille Prou: Le Berceau du Mouve
ment. Paris . In: Samantha Longhi, Beno t Ma tre (eds.): Paris Pochoirs. Paris ,

p.
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Mesnager, Costa, and later Hambleton. Larger works stood out, and most artists who
claimed to be inspired by Blek said so because of his life-size gures. It allowed one
to recognize and photograph the works within a wider context. e stencils stopped
being just small images on the street, they became equal to pedestrians in photos, they
became landmarks.  us, they were noticed by more people.

e life-size nature of the works inspired photos with more architectural and
other urban context, and so to a wider site-speci city. Smaller works were usually
photo-framed like canvas works; they could be anywhere. Still, the majority of stencils
documented in a pochoirist context were relatively small in size.  is is obvious in the
publications of Maisenbacher, who often delivered the dimensions of the pochoirs
with the photos.  Photographed alongside passershy, a life-size stencil of a man could
serve as an illusion of a passerby itself. e photos of street stencils became more
three-dimensional as a result. Exceptions like Ernest Pignon-Ernest already used life-
size site-speci ¢ stencils, but Blek would do that over years on a large scale and would
achieve more recognition from the media, although his works were much less site-spe-
ci ¢ than those of Pignon-Ernest. Bleks gures tinto a street or an arrondissement,
but they could also be in another street or another city. He toured his Irishman stencil
through a few French cities.  Pignon-Ernest created stencils for the plateau d Albion
and his dead communards for very speci c locations, remembering their history.

1442 Rouffet’s Row of Image and Text

It seems that Marie Rou et was the rst to combine image and text stencils,
something Miss. Tic would do a little later with a larger focus on poetry. Blek signed
most works (e.g. g. ) like Rou etand Miss.Tic did. In all three cases, the signature
is the shortest form of poetry, as all used pseudonyms instead of their real names  cho-
sen words and identities. Bleks early work needed a signature to sum them up as done
by one artist (group). Bleks early motifs running men, tanks, faces, rats, bananas
didnt have much in common but could be visually tied together with a name tag.
Rou et, on the other hand, created a visual/text formula that made a large percentage
of his stencils recognizably his, even if subject and images di ered.

Rou ets rst stencil featured four identical pro les of a smiling man with a
slightly open mouth accompanied by the slogagn ROCK N PAINT ( g. ), which
became the title and the visual formula for a whole series of pochoirs. e typical
characteristics of the series were usually three to four image pochoirs of the same motif,

See for instance Metze-Prou, van Treeck . P
Maisenbacher
Xavier Prou: Das Fundament. In: Pochoir P .

Rou et in Solange Pierson, Guillaume Dambier: Pochoir la une. Paris . P
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14.4.3 Aerosol’s Sliding Stencil

Jef Adrosol demonstrated his innovation of the sliding stencil ( g. ) inthe TV
documentary Paris insolite. Lart du pochoir, ou les Murmures impatients ( ).
In an interview one year later he explained this technique: 1 got the idea of movin, sli-
din the stencil with my left hand and spraying with the right one. e combined ges-
tures and rhythms of both my hands gave a picture.  us, a stencil can be used as a real
instrument like a brush or a pencil, and not just a way to reproduce a single picture.
So, from my self-portrait (= egocentrism, selfcenteredness, narcissism, megalomania

) | get monstrous creatures (selfmutiliation, self-destruction, death, masochism.).

At that time Aerosol mainly stenciled self-portraits. Not all stenciled images he created
looked like monsters, however. Aerosols distorted images look sometimes funny or
decorative as well, for example when he used the sliding stencil method for his signa-
ture. In he explained this technique again as follows: From time to time | use
a technique which makes it possible to obtain particular e ects: it is about the left hand
being boug? [moved, blurred] (the one which holds the stencil while the right hand
sprays the paint). In this way, by pulling the stencil as | spray, | can modify the motif,
distort the image, distort a portrait for example. is system was born from my desire
to reproduce with a stencil what | did in copy-art on the photocopier glass: | moved the
object, the material to be copied or my face while the light tube of the copier swep. the
glass. e resulting elongations, twists, blurs were very interesting .

is invention by Aerosol allowed to vary and dynamize pop arts serial sequence
ofimages the same, butdi erent. With this technique, Aerosol used pop arts serial-
ity to create larger compositions with di erent smaller stencils, much like Alex Vallauri
had earlier, but combining Francis Bacon-like deformation of found imagery (Aerosol
later  used the technical image of an arrow as a signature icon in most of his work, a

Paris insolite. Lart du pochoir, ou les Murmures impatients ( , R: Jacques Renard,
. Min)TC: . . min; . . min; . . Min., https://www.youtube.com/
watch?v=zCCaBYCD Qw (accessed May ); Murmures impatients hints at a poetic

stencil gra ti by Miss.Tic,
Jef Aerosol quoted in Photomaton: A Contemporary Survey of Photobooth Art. Exhibition

Pyramid Arts Center, Rochester New York, . . .. . New York P
Paris Insolite. Lart du Pochoir, ou les Murmures impatients ( , R: Jacques Renard,

. Min)TC: . . Min., https://www.youtube.com/watch?v=zCCaBYCD Qw
(accessed May ).
Jef Aerosol: Blablabla (Jef raconte sa vie !) :-)). , reworked , https://www.jefaero-
solmusic.com/bio/ ( . . ).

I didnt use the arrow in the rst place, it came a bit later, in the mid-eighties, but not as
a permanent trademark . e arrow was only one of the many shapes | used to paint in
order to organize space: dotted lines, stars, circles, triangles, owers ey helped me
split the space and de ne a format . | progressively ceased to use those shapes, but the arrow
remained [ ]. Aerosol quoted by Eli Anapur: e Magic Still Works!  Jef Aerosol in an
Interview. . . , https://www.widewalls.ch/magazine/jef-aerosol-interview
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14.4.4 The Role of Spray-Performance on a Surface

Aerosol s sliding stencil also shed light on the fact that stencil image and stencil
tool do not have to be the same. In the words of German pochoirist Unicut: At the
same time, | see the pochoir as an exciting juxtaposition of what is wanted and what
is not: the choice of wall surface, for example, determines the color distribution under
the grille, creates unique random compositions outside of the precisely cut stencil.
Each stencil image looks slightly di erent, depending on the surface, the quality of
color or the way of spraying. Often this only becomes apparent when something goes
wrong, when the color drip. either because the sprayer is unskilled or the color reacts
to weather conditions, or the surface is too rough, so the stencil becomes blurry or
unreadable. Banksy used dripping stencils later in an artistic way for his dissolving
zombie stencil images.

e pochoirist group Nice Art started as pochoir photographers and did their
later stencil work with photographers eyes: We paid attention to the incidence of the
sun, which could have a certain e ect, as well as the nature of the wall that we used,
which should be as decayed and grainy as possible in terms of color. Our intention
was to disguise whether it was a freshly sprayed or an older pochoir.  Although
site-speci city was always important for street stencils, this did not usually include
the quality and texture of a particular surface or wall. Fascist stencils for instance were
placed on buildings near arterial or radial roads and streets to guarantee good visibility
for parades. Pignon-Ernest and John Fekner s stencil works in the sand  swere
also very site-speci c¢. What was exceptional in their work became a criterion for many

s pochairists.

1445 Blek’s Mirrored Stencil and Aérosol’s Non-Filling of
the Pochoir

Other consequences of the extreme increase in use of image-based stencils over
letter-based ones during the pochoir movement were little inventions like Bleks mir-
rored stencils and Adrosols use of non- lling stencils.

Blek used his stencils in both directions, a capability of screen printing as well,
as an advanced version of the stencil technique. s is not possible with other print-
ing methods, like etching or relief printing. Letter stencils, the predominant form of
street stencils until about , like those of Fekner, would become unreadable if this
technique were applied; Bleks running man and rat stencils, on the other hand, could

Unicut in Maisenbacher: Gra ti Kalender . Moers ,p. . Translation by the author.
See chapter . . .
Nice Art in Pochoir . P ,
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run in two directions. is allowed a more di erentiated treatment of urban walls,
left and right corners for instance.  ierry Gauth@s pochoirs of bats or crickets (in
French, cricket is grillon, which is similar to grille, i.e., pochoir, butalso strange
thought ) could also 'y in two directions.

Jef Agrosol s non- lling of a stencil avoids the normal dictum of the stencil: to I
the cut-out areas completely with color to reconstruct the stenciled image for decipher-
ability. A@rosol demonstrated this non- lling in the same TV documentary as his slid-
ing stencil.  He used a stencil tool of a star to just adumbrate an orange star pattern
on awall, which he immediately partly over-sprayed with the same star stencil in pink.
So, the stars were adumbrations rather than fully executed stars, which in turn could
function as the background pattern of stencils Agrosol then used in traditional ways
or at least with a more contrasting color, in this case black on orange. e non- lling
made a wall stencil transparent.

14.4.6 Multiple Stencils

John Fekner rarely repeated his often single- or two-word stencils on the same
walls. Blek and Rou et started to use multiple stencils on one wall Rou et his faces
or gures in a row, Blek his rats on the same wall. Afrosol also worked with variations
of his self-portraits on the same wall, not separated realistically like Bleks or in a row
in a pop art style like Rou ets, but morphing uncontrolled over the wall.

e pochoirists revitalized the net of stencils that had already been used by fascists
from the sto s, and by Fekner in the s. Midnight Heroes [ ] make
their mark with stencils that they number. ey sprayed their Loulou stencil
times at di erent locations, as pictured with exact location in the book Vite Fait Bien
Fait.  For Bailly, the series is one credo of modernity, but series of pochoirs are
spread throughout the city: the series does not really appear as a series (as it would,
for instance, if it were exhibited in an art gallery or museum) although each isolated
image is determined by the fact that it is part of a series. It might be said that the series
is not stocked, but rather dispersed throughout the city like a mark or signature. Con-
sequently, the particular serial e ect which characterizes this pictorial genre is turned
into a game of hunting down the images in the series. Signs are repeated at di er-
ent points of town; this repetition, tracing out a circuit, triggers the perception of a

Paris insolite. Lart du pochoir, ou les Murmures impatients ( , R: Jacques Renard,

. Min)TC: . . Min. https://www.youtube.com/watch?v=2zCCaBYCD Qw
(accessed May 1, 2024).
Rosine Klatzmann: C est dans la poche. In: T¢l@rama, N
Nicolas Deville, Marie-Pierre Mass@, Josiane Pinet: Vite Fait Bien Falt Poch0|rs/StenC|I Art.
Paris . p.
Jean-Christophe Ballly Traces. A Preface. In: Joerg Huber: Serigra tis. Paris P .
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network: various series form a narrative network, and each image is at once a fragment
and an echo of it.  With each iteration found by the passerby, the motif becomes
more powerful.

1.4.4.7 Pochoirs and Color

With the pochairists, an explosion of color appeared. Although the majority of
French s pochoirs were still black on light background or vice versa, more colors
were used than before. A stencil ( grille ) is only sprayed with one color or the motif
can design the wall with several color components in  owing transitions. Pochoirists
who want to separate di erent colors exactly prepare several stencils for a pochoir
motif. e owing transitions were new, although not used (or at least not docu-
mented) very often.  Either this stylistic device was used for variety or diversi cation
or, for instance by Rou et, to color di erent parts of a stencil of a womans face with
three di erent colors. He made her hair and ears blue and her left cheek red on a white
background. Her eyes, nose, and lip. were painted as black contours on top. which
made the face a tricolor with black contours. Rou et used the colors like a freehand
painter, as he did not color di erent cut-out areas in di erent colors, but faded them.

Jean-Christophe Bailly: Traces. A Preface. In: Joerg Huber: Serigra tis. Paris . P
Maisenbacher P
See for instance Gamazo . P and on the cover.
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2 Early Street Art Stencils behind the Iron Curtain

2.1 Conceptual Art & Resistance

2.1.1 One-off Stencil Pioneers in Poland, 1971-75

Like chapter . of this book, this chapter on early Polish street art is mostly

based on rst-hand interviews conducted by and with Tomasz Sikorski ( )-
Not only was he himself a signi cant stencil artist in Poland in the s, he also
photographically documented street art and gra ti in Poland starting in and in
New York from to , among it many stencils, and he conducted interviews
with the main protagonists. Photos and information from the book Gra ti w Polsce

- (Gra ti in Poland: ), edited by Sikorski and Marin Rut-
kIeWICZ and Sikorskis online list of photos with short information Art On e Streets
In Poland - were the basis of this chapter, combined with an in-depth

interview with Sikorski. As this rich material is available almost exclusively in Polish
and as the book Gra ti w Polsce is out of print, this summary from a street stencil
perspective (enhanced with other sources) is meant to make this content accessible to
an English-speaking audience.

As early as , & piece of conceptual and performance art, a performance-like
piece that also involved gra ti and stencils, called Zdarzenie Jednej Niedzieli (One
Sunday Event) took place in the Polish town of Elbl g and was documented on [silent]

Im by Stefan Mula ( ). Under the slogans Precz z ponuractwem! (Down
with gloom!) and Artyst jest dzi ka dy, kto ma poczucie humoru! (Anyone with a
sense of humor is an artist today!), actions were organized in the urban space by Gerard
Kwiatkowski, Anastazy Wi niewski, Leszek Przyjemski, Ryszard Tomczyk from Elbl g,
and from Warsaw Krzysztof Zar bski and Marek Konieczny (* ), an important
Polish performance art pioneer. At One Sunday Event, the artists tried to involve

Tomasz Sikorski, Marcin Rutkiewicz (ed.): Gra ti w Polsce. Warsaw

Tomasz Sikorski: Sztuka Na Ulicach W Polsce /Art On e Streets In Poland

. zdj cia/photographs .o , http://artonthestreetsinpoland.
blogspot.com/ (accessed May , ).
Zdarzenie jednej niedzieli, , Im footage, Min., https://artmuseum.pl/pl/archiwum/
archiwum-polskiego-performansu/ / (accessed May ).

See short bio of Stefan Mula on the website of the Museum of Archeology and History in
Elbl g [Muzeum Archeologiczno-Historyczne w Elbl gu], https://artmuseum.pl/pl/archi-
wum/archiwum-polskiego-performansu/ (accessed May ).

Marek Konieczny had his retrospective called  ink Crazy at the Zach ta National
Gallery of Art in Warsaw in , see https://zacheta.art.pl/en/wystawy/marek-konieczny
(accessed May ).
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2.1.2 Birger Jesch’s “Wolf Biermann Allee™ Stencil Graffiti in East
Germany (1976)

On November , While the well-known political singer-songwriter was
on a trip in West Germany, the German Democratic Republic (GDR) leaders barred
Wolf Biermann (* ) from returning to the GDR, where hed lived his entire adult
life. Both GDR sympathizers and opponents, including several prominent intellectu-
als, protested this act.  ere were protests, gra ti, and pamphlets everywhere  the
GDR regime counted cases of pro-Biermann gra ti in the country in the few
weeks following. One example was an anonymous resistance stencil on paper in East
Berlin: Holt Biermann in die DDR zur ck [bring Biermann back to the GDR].

is slogan was combined with a stenciled portrait of Biermann. Such examples are in
the tradition of classic resistance stencil gra ti, as with th anti-fascist resistance during
World War II.

Biermanns forced expatriation was, however, also a reason for Birger Jesch
(* ) to paint gra ti that was more complex than simple activism. Jesch illegally
stenciled Wolf Biermann Allee [Wolf Biermann Avenue] three or four times in the
university district of Dresden, before midnight, with the help of a friend. Birger Jeschs
stencils were removed without a trace the next day and the artist/activist was interro-
gated soon afterwards. Although the Stasi (the East German Ministry for State Secu-
rity, more commonly known as the secret police) knew he spray-painted those stencils,
and although those gra ti were enough to send him to prison, they did not arrest him
because they wanted to protect their informant. Only  years later, after the Wall fell,
did Jesch nd out that it was the leader of Dresdens hippie circle who had snitched.
Jesch and his friend had been with the group right before going out to stencil